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Norwegian playwright, one of "the four great ones" with Alexander Kielland, Jonas Lie and Bjørnstjerne Bjørnson of the 19th-century Norwegian literature. Ibsen is generally acknowledged as the founder of modern prose drama. He moved away from the Romantic style, unmasking the romantic hero, and brought the problems and ideas of the day onto his stage. 

"... And what does it mean, then to be a poet? It was a long time before I realized that to be a poet means essentially to see, but mark well, to see in such a way that whatever is seen is perceived by the audience just as the poet saw it. But only what has been lived through can be seen in that way and accepted in that way. And the secret of modern literature lies precisely in this matter of experiences that are lived through. All that I have written these last ten years, I have lived through spiritually." ('Speech to the Norwegian Students, September 10, 1874, from Speeces and New Letters, 1910) 

Henrik Ibsen was born in Skien, a tiny coastal town. His father was a prosperous merchant, whose financial failure changed the family's social position. Poverty interrupted Ibsen's education and it gave Ibsen a strong distrust of society. At the age of 16 he was for a time apprenticed to a pharmacist in Grimstad. In 1846 he was compelled to support an illegitimate child born to a servant girl. In 1848 a revolution swept Europe and Ibsen adopted the new ideas of personal freedom. 

In 1850 Ibsen moved to Christiania (now Oslo). He attended Heltberg's 'student factory' for university candidates, and occasionally earned from his journalistic writings. In the same year he wrote two plays, Catilina, a tragedy, which reflected the atmosphere of the revolutionary year of 1848, and The Burial Mound. Ibsen hoped to become a physician but after failing university entrance examinations, he was appointed in 1851 as 'stage poet' of Den Nationale Scene, a small theater in Bergen. He wrote there four plays based on Norwegian folklore and history, notably Lady Inger of Ostrat (1855), dealing with the liberation of medieval Norway. In 1852 his theater sent him on a study tour to Denmark and Germany. 

Ibsen returned in 1857 to Christiania to become artistic director of the new Norwegian (Norske) Theatre. In 1858 he married Suzannah Thoresen, the stepchild of the novelist Magdalene Thoresen. Their only child, Sigurd, was born next year. After many productions, the theater went bankrupt, and Ibsen was appointed to the Christiania Theatre. To this period belong The Vikings of Helgoland (1858) and The Pretenders (1864), both historical sagas, and Love's Comedy (1862), a satire. Several of Ibsen's plays failed to attract audience and these public humiliations became a burden for him. 

In 1864 Ibsen received an award for foreign travel from the government, and also had financial help from Bjørnstjerne Bjørnson. He left Norway for Italy in April, and traveled abroad for the next 27 years, returning to Norway only for brief visits. During this time, when he lived in Rome, Munich and Dresden, Ibsen wrote most of his best-known works, among others Brand (1866), a symbolic tragedy about a priest, who follows [image: image1.jpg]


his high principles. Its theme, an individual with his God-given mission pitted against society, reflected deeply the feelings of young liberals. Brand's firm belief is "No compromise!" and at the end he dies, in an avalache. Peer Gynt (1867) was a satiric fantasy about a boastful egoist, irresponsible Peer, a figure from Norwegian folklore. Peer is saved by the love of a woman, Solveig. In both of these works the romantic hero is destroyed and their 'ideal demands' are crushed. No doubt the themes also rose from Ibsen's disillusionment with his countrymen. In 1865 he wrote to Björnson: "If I were to tell at this moment what has been the chief result of my stay abroad, I should say that it consisted in my having driven out of myself the aestheticism which had a great power over me - an isolated aestheticism with a claim to independent existence. Aestheticism of this kind seem to me now as a great curse to poetry as theology is to religion." 
Ibsen himself considered The Emperor and the Galilean (1873) his most important play. However, this heavy drama about Christianity and paganism in generally not included among his most important achievements. Pillars of Society (1877) dealt with a wealthy and hypocritical businessman, whose perilous course almost results in the death of his son. A Doll´s House (1879) was a social drama on marriage, in which a woman refuses to obey her husband and walks out from her apparently perfect marriage. The work caused a sensation and toured Europe and America. In An Enemy of the People (1882) Ibsen attacked "the compact liberal majority" and the conformity of mass opinion. Ghosts (1881) touched the forbidden subject of hereditary venereal disease and attacked social conventions as destroyers of life and happiness. The London Daily Telegraph called the play "an open drain; a loathsome sore unbandaged; a dirty act done publicly; a lazar house wit all its doors and windows open." 

Hedda Gabler (1890) was a study of a neurotic woman. Oscar Wilde, after attending the play, wrote: "I felt pity and terror, as though the play had been Greek." Hedda, twenty-nine years old, has married down, is pregnant with an unwanted child, and bored by her husband. Before marriage she has flirted with the drunken poet Loevborg, a portrait of the playwright Strindberg, who hated Ibsen. She plots to the ruin of Loevborg by burning his manuscript on the future of civilization. Judge Brack, who lusts after Hedda, discovers that Hedda has instigated Loevborg's accidental suicide - he has died in a bordello. Hedda cries: "Oh, why does everything I touch become mean and ludicrous? It's like a curse!" Brack gives her the choice either of public exposure or of becoming his mistress. But Hedda chooses suicide when she falls into his power. 

In 1866 Ibsen received poet's annual stipend. He also had royalties from his dramatic poem Brand. This secured his financial position. With the receipt of a new grant, he visited Stockholm, dined with the King, and later represented Norway at the opening of the Suez Canal. In the 1870s he worked with composer Edward Grieg on the premiere of Peer Gynt. When he spent a couple months in Norway during the summer of 1874, Norwegian students marched in procession to Ibsen's home to greet the writer. In reply Ibsen said: "For a student has essentially the same task as the poet: to make clear to himself, and thereby to others, the temporal and eternal questions which are astir in the age and in the community to which he belongs." (from Speches and New Letters) 

Ibsen returned to Norway in 1891 and continued to write until a stroke in 1900. His marriage was joyless, but a few episodes of friendship with young women broke the austerity of his life. In 1898 Ibsen received the world's homage on the occasion of his 70th birthday. George Bernard Shaw called him the greatest living dramatist in a lecture entitled 'The Quintessence of Ibsenism'. Ibsen's son married Bjørnson's daughter Bergliot. The marriage builded a bridge of friendship between the two writer, who had a break in relationship after Ibsen's play The League of Youth (1869), where the central character resembled Bjørnson. Ibsen died in Christiania on May 23, 1906. The last years of his life were clouded by mental illness. 

"A woman cannot be herself in the society of the present day, which is an exclusively masculine society, with laws framed by men and with judicial system that judges feminine conduct from a masculine point of view." (from Ibsen's Workshop, 1912) 

In his plays Ibsen focused on character rather situations and created realistic dramas of psychological conflict. His central theme was the duty of the individual towards himself. In the task of self-realization his characters faced the out-of-date conventions of bourgeois society. "I have really never had a strong feeling for solidarity," Ibsen wrote to Brandes in 1871. Ibsen's anarchistic individualism made a deep impression on the younger generation outside Norway, where he was considered a progressive writer. In his home country, however, Ibsen was seen as a moral preacher and more conservative than Björnson. Ibsen's only real discipline or successor, George Bernard Shaw, shared his intellectualism and method of teaching - dramatizing generally accepted ideas into uncompromising plays. 

Hedda Gabler – Ibsen
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General

Henrik Ibsen's plays anticipate major developments of the twentieth century: 

· the individual's feelings of alienation and actual alienation from society, 

· the pressures by which society insures conformity to its values and suppresses individuality, 

· the barriers which modern life sets up against living heroically. 

Ibsen exposed other stresses of modern life by showing the inner pressures and conflicts that inhibit and even destroy the individual. Some of these pressures stem from conditioning, i.e., from the individual's internalizing society's values. John Northam distinguishes the opposing elements within the individual as the social self and the essential self. The social self is the persona (A persona is a fictional character. Sometimes the term means the mask or alter-ego of the author; it is often used for first person works and lyric poems, to distinguish the writer of the work from the character in the work.) which conforms to the demands of family, friends, community, and society and which an individual generally develops for acceptance or as a protection. The essential self is an individual's true Self and expresses the individual's thoughts, feelings, desires, needs, etc. This distinction, which is a useful concept in general, has particular relevance to Hedda Gabler; I will refer to it repeatedly in our discussions of the play. 

A primary value for Ibsen is freedom, which believed to be essential for self-fulfillment. Of the "many things" which his later writings, including Hedda Gabler, were concerned with, Ibsen specifically identified "contradictions between ability and desire, or between will and circumstance, the mingled tragedy and comedy of humanity and the individual." 

Ibsen was constantly experimenting and pushing boundaries in his writing. This habit of exploration often made him and his plays controversial and shocked conservative critics and audiences. Of this habit, he said, "Where I stood then, when I wrote my various books, there is now a fairly compact crowd, but I myself am no longer there; I am somewhere else, I hope in front." His constant changing often confused contemporary theater-goers and critics, who had to keep adjusting their expectations of an Ibsen play. His repeated changes and experimenting also make it difficult to place Ibsen and his plays in neat categories. Adding to the difficulty of classifying him is the complexity with which he presents his heroes and themes. The resulting ambiguity has enabled readers to find support for their own beliefs and to claim him as a member of their movements. This is true today, as it was in the nineteenth century. Over the years, Ibsen has been called a revolutionary, a nationalist, a romantic, a poet, an idealist, a realist, a socialist, a naturalist, a symbolist, a feminist, and a forerunner of psychoanalysis. 

Ibsen had a profound effect on the drama both of his own time and in the twentieth century. His plays stimulated the avant-garde theater in Germany and France, and only the plays of George Bernard Shaw had a greater impact in England. The demands of his plays caused directors to find new ways of staging plays and actors to develop new ways of acting. The declamatory style of acting in vogue during Ibsen's day could not, for example, convincingly present the natural dialogue of Ibsen's later plays, with its sentence fragments, exclamations, and short statements. (Such dialogue is commonplace in plays, movies, and TV dramas today, and we take it for granted; however, in Ibsen's day it was an innovation which confused and upset theater-goers.) In fact, Hedda Gabler failed when introduced in Germany largely because the actress played Hedda in the traditional declamatory manner, which did not fit Ibsen's natural dialogue.

Ibsen's Contemporaries Respond to Hedda Gabler
Many critics, whether European, British, or American, were horrified by Hedda Gabler. One appalled response was to deny that such a woman could exist in real life. A Norwegian critic called her a "monster created by the author in the form of a woman who has no counterpart in the real world." Another response was to classify Hedda as abnormal or perverted. The Danish critic George Brandes found her "a true type of degeneration" incapable "of yielding herself, body and soul, to the man she loves." For Hjalmer Boyeson she was "a complete perversion of womanhood." Others explained her as an example of the New Woman, a female character common in fiction in the 1890s, when women were actively demanding equality with men.   (The New Woman was the term used at the end of the nineteenth century to describe women who were pushing against the limits which society imposed on women. Today she might be called a liberated woman or feminist. Gail Finney gives a concise description of her: 

The New Woman typically values self-fulfillment and independence rather than the stereotypically feminine ideal of self-sacrifice; believes in legal and sexual equality; often remains single because of the difficulty of combining such equality with marriage; is more open about her sexuality than the 'Old Woman'; is well-educated and reads a great deal; has a job; is athletic or otherwise physically vigorous and, accordingly, prefers comfortable clothes (sometimes male attire) to traditional female garb. 

Ibsen supported greater freedom for women and expressed his belief in his plays. In his notes for A Doll's House, he asserted, "A woman cannot be herself in contemporary society, it is an exclusively male society with laws drafted by men, and with counsel and judges who judge feminine conduct from the male point of view." Ibsen's contemporaries associated him with the New Woman and women's rights. In 1898, the Norwegian Women's Rights League gave a banquet to honor him for his support of women's rights. How identified he was with this issue is suggested by Max Beerbohm's exaggerated, if witty statement, "The New Woman sprang fully armed from Ibsen's brain."”)

The play aroused negative criticism for yet another reason; it violated the assumptions of traditional literary theory. A good example of this kind of response is an anonymous review which appeared in the Saturday Review: 

The production of an Ibsen play impels the inquiry, What is the province of art? If it be to elevate and refine, as we have hitherto humbly supposed, most certainly it cannot be said that the works of Ibsen have the faintest claim to be artistic. We see no ground on which his method is defensible. . . . Things rank and gross in nature alone have place in the mean and sordid philosophy of Ibsen. Those of his characters who are not mean morally are mean intellectually--the wretched George Tesman, with his enthusiasm about the old shoes his careful aunt brings him wrapped up in a bit of newspaper, is a case in point. As for refining and elevating, can any human being, it may be asked, feel happier or better in anyway from a contemplation of the two harlots at heart who do duty in Hedda Gabler? . . . We do not mean to say that there are not, unhappily, Hedda Gablers and George Tesmans in 'real life'. There are; but when we meet them we take the greatest pains to get out of their way, and why should they be endured on the stage? 

Even some supporters of Ibsen were confused by this play, because they expected another problem play (The problem play or play of ideas usually has a tragic ending. The driving force behind the play is the exploration of some social problem, like alcoholism or prostitution; the characters are used as examples of the general problem. Frequently the playwright views the problem and its solution in a way that defies or rejects the conventional view; not surprisingly, some problem plays have aroused anger and controversy in audiences and critics. Henrik Ibsen, who helped to revive tragedy from its artistic decline in the nineteenth century, wrote problem plays. A Doll's House, for example, shows the exploitation and denigration of middle class women by society and in marriage. The tragedy frequently springs from the individual's conflict with the laws, values, traditions, and representatives of society.); a number of his previous plays had dealt with contemporary social issues like syphilis or political corruption. For them, Hedda Gabler might be brilliant but it was also pointless. Edmund Gosse could not find "any sort of general idea from Hedda Gabler...or satire on any condition of society." 

The play also found many admirers. Justin McCarthy gave the play high praise, "Hedda Gabler is the name, to my mind, of Ibsen's greatest play, and of the most interesting woman that Ibsen has created." The anonymous reviewer for the London Sunday Times recommended the play without reservation: "one of the most notable events in the history of the modern stage, for, in spite of all prejudice and opposition, it marks an epoch and launches an influence." The Times reviewer based his judgements on a more liberal literary theory than the reviewer for the Saturday Review quoted above: 

Now, to us Hedda Gabler appears a wonderful work of art, one that must produce a profound impression upon those who will accustom themselves to regard a stage-play from the point of view of real, living character in actual contact with the facts and sensations and possibilities of human experience, instead of gauging it by the conventional standard of playmaking, or the superficial observation of ordinary social intercourse. Ibsen has a way of going to the root of the matter, and exposing the skeleton in the cupboard, which is certainly not always a pleasant sight. But life, with its infinite subtleties and inconsistencies, is always interesting, and Ibsen shows the wonder and the pity of it, while perhaps he only infers its loveliness by contrast. But therein he proves himself a master artist, for his point of view is definite, and the impression he produces is complete and final. In Hedda Gabler he gives us a typical tragedy of modern life, and in the strange, sensitive, selfish heroine, he presents one of the most wonderful and subtle conceptions of woman in the whole range of dramatic literature. 

Regardless of the mixed reviews, British and American audiences flocked to see Hedda Gabler and made it a financial success. They enjoyed its dramatic surprises and shocks. The play was (and still is) popular with actresses, because it provides "juicy parts" for them, as do most of Ibsen's plays. 

Continuing into the Twentieth Century

Many of the assessments of Hedda Gabler of the 1890s and the early 1900s continue to be expressed today. For F.L.Lucas, Hedda is a twentieth century New Woman, "the idle, emancipated woman--and what she is to do with her emancipation, the devil only knows" (1962). For James Huneker, she is the deficient woman, "the loveless woman." The schism between those who want art to be elevating or at least happy and those who accept grim portrayals of reality continues. Of course, new ways of reading the play have arisen in the interval; for example, Freudian critics interpret Hedda as sexually repressed or frigid, and Marxist critics focus on the repression of bourgeois society, which is represented by the Tesmans. 

Hedda Gabler" An Introduction

Ibsen said about Hedda Gabler, "...it was not my desire to deal in this play with so-called problems. What I principally wanted to do was to depict human beings, human emotions, and human destinies, upon a groundwork of certain of the social conditions and principles of the present day." His statement raises a number of questions for audiences and for readers of Hedda Gabler. 

· What kinds of people are being depicted? and why? 

· What emotions does the play focus on? and why? 

· What destiny unfolds? What factors cause that destiny (e.g., the individual's psychological make-up, society's pressures, the impact of others, of religion, of marriage, or of social class)? Is that destiny inevitable? 

· What social conditions and principles are at work? What is their impact? 

To answer these questions, we will look closely at the play. We will not necessarily answer the questions in the order listed, nor will our discussion always be phrased in Ibsen's terms, but we will arrive at answers. But we may not arrive at one answer or one interpretation that every class member, including me, agrees with. This is a highly complex play: Hedda Gabler's behavior is contradictory; the characters are not easily judged because they have positive and negative traits; the issues raised are numerous and complicated; finally, the structure of the play does not reveal Ibsen's point of view. What I mean by the play's not revealing Ibsen's point of view can be explained by referring to Hamlet. Hamlet is unquestionably an honorable man with upstanding qualities whom the audience is expected to admire. It is not so clear how we are to view Hedda: is Hedda to be condemned for her selfishness and destructiveness? is she to be admired for her courage and determination? is she both admirable and despicable?

The Characterization of Hedda Gabler

The question most commonly asked about this play is, why does Hedda behave as she does? This question assumes that Ibsen has given her adequate motivation. Not everyone accepts this assumption; for Elizabeth Hardwick, "Hedda Gabler is unusual, I believe, in having no motivation whatsoever." If Hedda's behavior is unmotivated or insufficiently motivated, then she would seem to be an adult Bad Seed. If you agree with Hardwick's interpretation of Hedda, you might decide that Hedda's lack of motivation is such a serious flaw that the play, which revolves around her, is a failure. 

Most audiences and readers, though, see Hedda as propelled by an internal conflict, though they may disagree about the nature of the conflict. Is Hedda torn between her social self and her essential self? Is her conflict an unspoken rebellion against the restrictions her society placed on women? Or is she a victim of her class and of her upbringing as General Gabler's daughter? 

Themes

What did Ibsen mean when he said that Hedda Gabler portrayed certain "social conditons and principles of the present day"? To try to answer this question, we will examine the major themes: 

· Living a heroic life in modern society. 

· Freedom and self-fulfillment in modern society (this theme may also be called The Self vs. Society). 

· The role and the nature of the artist in modern society. 

· Living vicariously versus living life directly. 

Hedda Gabler as Tragedy

Another major issue which Hedda Gabler raises is whether it is a tragedy. We will not pursue this issue in class; however, you may wish to explore this topic on your own, and the following selections should prove helpful: 

· Definition of tragedy. 

· Kinds of tragedy. Greek tragedy, medieval tragedy and the wheel of fortune, Elizabethan and Shakespearean tagedy, and the problem play or play of ideas. 

· The tragic vision. The seven elements traditionally regarded as elements of tragedy: (1) a catastrophic conclusion, (2) that will seem inevitable, and (3) that occurs, ultimately, because of the human limitations of the protagonist, (4) who suffers terribly, and (5) whose suffering often seems disproportionate to his or her culpability. Yet (6) the suffering is usually redemptive, bringing out the noblest of human capacities for learning, and (7) for accepting moral responsibility. 

· Two Modern Views The critics Lou Salome and Caroline W. Mayerson answer the questions, "Is Hedda Gabler's death tragic?" and "Is Hedda Gabler a tragedy?"
· Lou Salome believes Hedda Gabler's death is tragic and that Hedda Gabler is a tragedy. Carolyn W. Mayerson doesn't. What do you think of their interpretations? Do you think this play is a tragedy? 
Lou Salome:

· For it is an act of self renunciation, in a dark and ironic sense, through which Hedda rings down her life; she does not die for another person. . . and she does not live for another person. . . she dies for herself as she had lived for herself. In that she dies, she proves herself to be among those free born, untamed creatures; for in the necessity of her death, there first is revealed the whole tragedy of the uncanny contradiction of Hedda Gabler: the tragic aspect is that Hedda may only prove to herself the true existence of her inner freedom by cancelling herself out. She extinguishes the life of the tame and false Hedda, caught in the meshes of her own weakness, who while still living would not have found bearable the verdict now intoned by Counselor Brack over the deceased: "People don't do such things!" 

Caroline W. Mayerson: 

· Hedda is incapable of making the distinction between an exhibitionistic gesture which inflates the ego, and the tragic death, in which the ego is sublimated in order that the values of life may be extended and reborn. Her inability to perceive the difference between melodrama and tragedy accounts for the disparity between Hedda's presumptive view of her own suicide and or evaluation of its significance. Ibsen with diabolical irony arranged a situation which bears close superficial resemblance to the traditional tragic end. Symbolically withdrawing herself from the bourgeois environment into the inner chamber which contains the reliques of her earlier life, Hedda plays a "wild dance" upon her piano and, beneath her father's portrait, shoots herself "beautifully" through the temple with her father's pistol. She dies to vindicate her heritage of independence. . . And we, having the opportunity to judge the act with relation to its full context, may properly interpret it as the final self- dramatization of the consistently sterile protagonist. Hedda gains no insight; her death affirms nothing of importance. She never understands why, at her touch, everything becomes "ludicrous and mean." She dies to escape a sordid situation that is largely of her own making she will not face reality nor assume responsibility for the consequences of her acts. The pistols, having descended to a coward and a cheat, bring only death without honor. 
Additional Information

The Other

The Other is an individual who is perceived by the group as not belonging, as being different in some fundamental way. Any stranger becomes the Other. The group sees itself as the norm and judges those who do not meet that norm (that is, who are different in any way) as the Other. Perceived as lacking essential characteristics possessed by the group, the Other is almost always seen as a lesser or inferior being and is treated accordingly. The Other in a society may have few or no legal rights, may be characterized as less intelligent or as immoral, and may even be regarded as sub-human. 

Otherness takes many forms. The Other may be someone who is of... 

· a different race (White vs. non-White), 

· a different nationality (Anglo Saxon vs. Italian), 

· a different religion (Protestant vs. Catholic or Christian vs. Jew), 

· a different social class (aristocrat vs. serf), 

· a different political ideology (capitalism vs. communism), 

· a different sexual orientation (heterosexual vs. homosexual), 

· a different origin (native born vs. immigrant). 

The Other is not necessarily a numerical minority. In a country defeated by an imperial power, the far more numerous natives become the Other, for example, the British rule in India where Indians outnumbered the British 4,000 to 1. Similarly, women are defined and judged by men, the dominant group, in relationship to themselves, so that they become the Other. Hence Aristotle says: "The female is a female by virtue of a certain lack of qualities; we should regard the female nature as afflicted with a natural defectiveness." 

The group which is defining the Other may be an entire society, a social class or a community within a society, a family, or even a high school clique or a neighborhood gang. 

The Other and the Outsider

The outsider frequently overlaps with the Other, but they are not identical. The outsider has the possibility of being accepted by and incorporated into the group; offspring are very likely to be accepted into the group. The Other, however, is perceived as different in kind, as lacking in some essential trait or traits that the group has; offspring will inherit the same deficient nature and be the Other also. Therefore the Other and the offspring of the Other may be doomed forever to remain separate, never to become part of the group--in other words, to be the Other forever. 

The Other in Literature

The Other is a common figure in literature. If you took Core Studies 1, you may recognize the concept in a tragedy like Medea. Medea as Other is doubly dangerous. For the Greeks, any non-Greek was the Other or a "barbarian," and Medea is a barbarian. She is also the Other in being female; woman, as Other, is often perceived as inherently dangerous. Medea justifies these views of the Other in the terrible vengeance she wreaks on Jason because he betrayed her and abandoned her and their sons. 

Do you see any relevance of this concept of the Other to the works we are reading in this course? 

· Is Hedda Gabler the Other in any way--as a woman with unacceptable aspirations or passions for her time and class? 

· Is Jane Eyre the Other in any way--in social class, in her values and goals, or in her nature? Consider her in the Reed household, at the Lowood School, in her position as governess, in her relationship with Rochester or with Blanche Ingram. If she is the Other, does she remain the Other or is she able to overcome her separate or inferior status and find acceptance? 

· There is no question that the Blacks in The Bluest Eye are presented as the Other in society and that they perceive themselves as Other. In what ways is their Otherness manifested? How are the children taught to be the Other? What consequences do the blacks in this novel suffer because they are the Other? 

· Similarly the Chinese mothers in The Joy Luck Club are presented as the Other in American society; are any of them the Other in Chinese society? Otherness also functions in the family relationships. The Chinese mothers perceive themselves as Other from their daughters, and their American-born daughters perceive themselves as Other from their mothers. In what ways is their Otherness manifested? How are the children taught to be the Other? How do the mothers become the Other to their children? What consequences do the mothers and daughters suffer because they are the Other? 

Postmodernism, Modernism, and the Avant-Garde

Peterson, D.K., Literature Resources: Postmodern, Wayne State University, http://www.english.wayne.edu/~peterson/Fiction/pomo.html, accessed September 30, 2002.

These movements may be distinguished by three broad concerns: style, relationship to popular (or mass) culture, and political stances.
Modernism
Modernism is generally defined as the period of time from the late nineteenth and early twentieth century to the end of World War II. Modernists attempted to "make it new," or find ways to convey the experience of the modern world. It attempts to create a unified vision of the external world, and often works to unify the works form with its material.

Examining Modernism & Popular Culture: High modernism is an artistic movement that opposes the diminishment of consciousness that popular culture encourages while at the same time attempting to express the potential in art. High modernism sometimes uses popular culture's genres and languages to express art's potential but do so only for its own purpose rather than to acknowldge popular culture; it resists and opposes the prevalence of popular culture.

Modernity focuses on questions of epistemology or knowledge--how do we know?--versus postmodernity's questions of ontology or ways of being--what constitutes identity?

Avant-Garde
Avant-Garde refers to a variety of Western European movements of the early twentieth century, usually associated with extreme statements and political stances. The Dada movement (1910s and 1920s) defied artistic conventions and what they stood for--faith in progress and rationality. Dadaists combined pieces of everyday objects into montages. The Surrealist movement (1920s and 1930s) followed Dada in its rejections of conventions, but did so for a "higher" purpose--to unite the conscious and subconscious. The Futurist movement, primarily an Italian movement of the early part of the twentieth century, was a celebratory examination of and faith in technology. Futurists focused on the movement, power, speed, and space of the modern world by celebrating technology (particularly skyscrapers, automobiles, and trains) as predicting a near-utopian future for humankind.

Examining the Avant-Garde & Popular Culture: The avant-garde used popular culture for its political and social stances, absorbing its anarchic and transformative possibilities.

Postmodernism
Postmodernism draws on both modernism and the avant-garde for its influences. Like modernists, postmodernists experiment with conventional forms. However, unlike modernists, postmodernists do not dismiss either popular culture or seek to create divisions between high art and popular art. Thus, one of postmodernism's strongest ties to the avant-garde is in its embrace of popular culture. In particular, one of the strongest ties to popular culture that postmodernism embraces has to do with technology.


