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Abstract 

This study reads Henrik Ibsen’s A Doll’s House through Aristotle’s Poetics to ask 

which features of Aristotelian dramaturgy survive in the play, which are modified, 

and which no longer fit a nineteenth-century realist context. Although critics have 

examined the play extensively from feminist, psychological, and sociological 

perspectives, its relation to Aristotle’s dramatic theory has received less sustained 

attention. The method combines close textual reading with comparative literary 

analysis. It considers plot, character, thought, diction, melody, spectacle, and unity 

of action, together with hamartia, peripeteia, anagnorisis, catharsis, and the tragic 

protagonist. These categories are treated as historical analytical concepts, not as 

rules that Ibsen must obey. 

The comparison identifies a clear continuity in the causal arrangement of events, the 

close relation between character and action, and the use of reversal and recognition. 

Their dramatic purposes, however, have changed. Ibsen places serious conflict 

inside an ordinary household rather than a heroic public world, and the expected 

catastrophe gives way to Nora’s unresolved decision to leave. The play thus 

preserves elements of classical construction while redirecting them toward domestic 

power, psychological awakening, and social criticism. 

The study finds that A Doll’s House neither reproduces Aristotle’s model nor makes 

it irrelevant. Its plot remains tightly organized, but its protagonist, conflict, and 

ending belong to modern realism. Aristotle remains useful for explaining how the 

drama is constructed, provided that formal resemblance is not mistaken for identical 

meaning. This distinction clarifies both the persistence of classical dramatic 

techniques and Ibsen’s role in reshaping them for modern theatre. 

Keywords: Henrik Ibsen; A Doll's House; Aristotle; Poetics; Aristotelian Dramatic 

Structure; Tragic Hero; Modern Drama; Realism; Literary Criticism. 
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 الملخص 

تدرس هذه الدراسة مسرحية »بيت الدمية« لهنريك إبسن في ضوء كتاب »فن الشعر« لأرسطو، بهدف بيان  

العناصر الأرسطية التي حافظت عليها المسرحية، والعناصر التي عدلّت وظائفها، والجوانب التي تجاوزتها 

ءة النصية المتعمقة والتحليل الأدبي  في سياق الدراما الواقعية في القرن التاسع عشر. وتعتمد الدراسة على القرا 

المقارن، فتتناول الحبكة، والشخصية، والفكر، واللغة، والموسيقى، والمشهد، ووحدة الفعل، إلى جانب الخطأ 

المفاهيم   هذه  مع  الدراسة  تتعامل  التراجيدي. ولا  البطل  والتطهير، ومفهوم  والتعرف،  والتحول،  المأساوي، 

 وات تحليلية مرتبطة بسياقها التاريخي.بوصفها قواعد ثابتة، بل أد

يكشف التحليل عن استمرارية واضحة في البناء السببي للأحداث، وفي الصلة الوثيقة بين الشخصية والفعل، 

وفي توظيف التحول والتعرف. غير أن وظائف هذه العناصر تتغير في مسرحية إبسن؛ إذ ينتقل الصراع الجاد 

المفتوح النهاية  وتحل  المنزلية،  الحياة  إلى  العام  البطولي  المجال  التراجيدية من  الكارثة  محل  نورا  وقرار  ة 

التقليدية. ومن ثم تحافظ المسرحية على جوانب من البناء الكلاسيكي، لكنها توجّهها نحو قضايا السلطة داخل 

 الأسرة، والوعي النفسي، والنقد الاجتماعي.

وتخلص الدراسة إلى أن »بيت الدمية« لا تكرر النموذج الأرسطي ولا تلغيه، بل تعيد توظيف بعض مبادئه  

داخل الدراما الواقعية الحديثة. فالحبكة تظل محكمة البناء، في حين تنتمي طبيعة البطلة والصراع والنهاية إلى 

، بشرط عدم مساواة التشابه البنائي بالتطابق رؤية حديثة. وبذلك يظل أرسطو مفيداً في تفسير تنظيم المسرحية

الوظيفي. وتوضح هذه النتيجة استمرار بعض التقنيات الدرامية الكلاسيكية، كما تبرز إسهام إبسن في إعادة  

 صياغتها للمسرح الحديث.

 الكلمات المفتاحية:  

الحديثة؛  الدراما  التراجيدي؛  البطل  الأرسطية؛  الدرامية  البنية  الشعرية؛  أرسطو؛  الدمية؛  بيت  إبسن؛  هنريك 

 الواقعية؛ النقد الأدبي.
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1. Introduction 

Drama has offered successive societies a way to examine human conduct, moral conflict, and 

social change. Aristotle’s Poetics gave this inquiry its earliest systematic vocabulary by identifying 

plot, character, unity of action, hamartia, peripeteia, anagnorisis, and catharsis as central problems 

of tragic composition (Aristotle, 2013). These concepts have remained influential, but their value 

depends on careful historical use. A category developed from Greek tragedy cannot simply be 

imposed on every later dramatic form. 

Ibsen provides a demanding test of that historical flexibility. His drama abandons mythic action 

and aristocratic protagonists in favour of ordinary people whose conflicts arise from marriage, 

money, reputation, law, and self-understanding. The shift does not necessarily abolish classical 

principles of construction; it may instead alter what those principles accomplish on stage. 

A Doll’s House (1879) makes this question especially visible. A concealed loan and forged 

signature generate a tightly connected sequence of events, yet the consequences extend beyond the 

secret itself. They expose unequal assumptions about marriage, gender, economic dependence, 

moral responsibility, and personal identity. The domestic setting therefore narrows the physical 

scale of the action while widening its ethical and social implications. 

Criticism of the play has understandably concentrated on Nora, marriage, gender, realism, and 

psychological emancipation. This study asks a related but more formal question: how far can 

Aristotelian categories explain Ibsen’s organization of the action, and at what points must those 

categories be revised? The aim is not to classify the play as a Greek tragedy in modern dress, but 

to distinguish genuine structural affinities from superficial resemblance. 

The discussion focuses on causal plot construction, unity of action, characterization, the six 

dramatic elements, hamartia, reversal, recognition, catharsis, and the tragic protagonist. Each 

concept is tested against the play rather than assumed in advance. This method allows continuities 

and departures to emerge from the dramatic text itself. 

The argument is that Ibsen retains several features of Aristotelian organization, particularly causal 

coherence and the interdependence of action and character, while changing their social and 

philosophical significance. Nora’s crisis is serious without being heroic in the classical sense; her 

recognition leads to departure rather than death; and the ending asks the audience to judge an 

unresolved ethical choice. 

A Doll’s House is therefore better understood as a modern use of selected classical techniques than 

as either a faithful Aristotelian tragedy or a complete rejection of Aristotle. That qualified relation 

matters because it shows how dramatic forms persist by acquiring new functions. 
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1.1.Research Problem 

A Doll’s House has been studied extensively through feminist, realist, psychological, and 

sociological approaches. Aristotelian readings also exist, but they often treat plot, character, 

reversal, recognition, or the tragic hero separately. The problem addressed here is the absence of 

a sustained account of how these categories work together and where their explanatory reach ends. 

The study responds by placing unity of action, the six dramatic elements, hamartia, peripeteia, 

anagnorisis, catharsis, and the protagonist within one comparative argument. Its central task is 

evaluative: it asks not only whether a feature resembles Aristotle’s model, but whether it performs 

the same dramatic function in Ibsen’s realist world. 

1.2.Research Questions 

The study addresses the following questions: 

1.To what extent does A Doll's House conform to Aristotle's principles of dramatic structure? 

2.How are Aristotle's six dramatic elements represented in A Doll's House? 

3.In what ways does Nora Helmer resemble or differ from Aristotle's tragic protagonist? 

4.How does Ibsen reinterpret hamartia, peripeteia, anagnorisis, and catharsis? 

5.What are the principal similarities and differences between Aristotelian tragedy and Ibsen's 

modern realist drama? 

6.What are the strengths and limitations of applying Aristotelian dramatic theory to A Doll's 

House? 

1.3.Research Objectives 

This study aims to: 

1.Examine the dramatic structure of A Doll's House through Aristotle's Poetics. 

2.Analyze the plot, characterization, themes, and dramatic techniques according to Aristotelian 

principles. 

3.Evaluate Nora Helmer as a modern reinterpretation of the Aristotelian tragic hero. 

4.Compare classical Aristotelian tragedy with nineteenth-century realist drama. 

5.Assess the applicability and limitations of Aristotelian dramatic theory in the analysis of modern 

theatre. 

6.Demonstrate how Ibsen both preserves and transforms classical dramatic conventions. 

 

1.4.Research Significance 

This study is significant for several reasons. 

a. The study contributes to Aristotelian criticism by testing the explanatory value of classical 

dramatic categories in a modern realist text. It does not assume that the categories retain their 

original functions unchanged; instead, it asks what remains analytically useful after historical and 

generic differences are taken into account. 
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b. It complements established feminist, psychological, and sociological readings of A Doll's 

House by concentrating on dramatic organization and the relationship between action, character, 

and recognition. This does not replace ideological approaches but places them alongside a 

structural account of the play. 

c.  The comparison clarifies one form of continuity between classical and modern drama while 

avoiding the assumption that continuity means imitation. The study uses Ibsen's transformations 

to show how dramatic forms change when their social and philosophical contexts change. 

d. The analysis offers a focused framework for comparative drama studies concerned with the 

reception and transformation of classical dramatic principles in modern theatre. 

1.5. Research Statement (Thesis Statement) 

This study argues that A Doll's House retains significant structural features associated with 

Aristotelian drama, especially causal plot construction, unity of action, integration of character and 

action, reversal, and recognition, while transforming the concepts of the tragic protagonist, 

hamartia, catharsis, and dramatic resolution. The play is therefore best understood neither as a 

strict Aristotelian tragedy nor as an anti-Aristotelian drama, but as a modern reworking of selected 

Aristotelian principles. 

1.6. Scope of the Study 

The study is limited to a critical analysis of Henrik Ibsen's A Doll's House using Aristotle's Poetics 

as its principal theoretical framework. The analysis considers plot structure, characterization, 

thematic development, Aristotelian dramatic elements, the tragic hero, hamartia, peripeteia, 

anagnorisis, catharsis, and dramatic resolution. While reference is made to modern realism and 

selected critical scholarship, the study does not attempt a comprehensive feminist, Marxist, 

psychoanalytic, or poststructuralist interpretation except where such perspectives support the 

Aristotelian analysis. 

1.7. Methodology 

The study uses qualitative close reading and comparative analysis. A Doll’s House is the primary 

text, while Aristotle’s Poetics supplies the principal theoretical vocabulary. Scholarship on Ibsen, 

modern drama, and Aristotelian criticism is used to frame and test the interpretation rather than to 

replace textual evidence. 

The reading follows the play’s causal sequence and examines how dialogue, characterization, stage 

action, and recurring images develop the central conflict. It then compares those findings with 

Aristotle’s accounts of plot, character, thought, diction, melody, spectacle, probability, necessity, 

hamartia, reversal, recognition, and catharsis. 

No category is treated as a pass–fail requirement. A concept is retained only when it clarifies the 

play, and differences of genre and historical setting are made explicit. This is particularly important 
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when discussing Nora as a tragic protagonist, since centrality, error, and recognition do not 

automatically make her a classical tragic hero. 

The comparison proceeds on two levels. The first concerns form: causal sequence, unity, reversal, 

recognition, and the relation between character and action. The second concerns function: the 

social source of conflict, the ethical meaning of Nora’s act, the audience’s response, and the open 

ending. Keeping these levels separate prevents resemblance from being confused with 

equivalence. 

Interpretive claims are grounded in the dramatic text and distinguished from the positions of cited 

critics. Quotations are used where wording or stage action bears directly on the argument. The 

reference list is limited to works cited in the study and follows APA style. 

This method makes it possible to ask a more useful question than whether Aristotelian elements 

are simply present: what explanatory work do they perform in a modern realist play, and where do 

they cease to be sufficient? 

Taken together, close reading and historical comparison provide a coherent basis for assessing 

both Ibsen’s formal debts to classical drama and the innovations through which he changes its 

dramatic purposes. 

2. Literature Review 

The literature review follows two related lines of inquiry: scholarship on A Doll’s House and 

studies of Aristotelian dramatic theory.  

2.1. Studies on Henrik Ibsen and ‘A Doll's House’ 

Ibsen's place in modern European drama rests on the way he made ordinary domestic life carry 

serious moral and social conflict. Meyer (1971) traces this achievement to plays in which 

apparently private situations expose difficult questions of responsibility, reputation, and self-

knowledge. McFarlane (1994) likewise emphasizes Ibsen's structural control, realistic dialogue, 

and intellectual seriousness. Read together, these accounts explain why his realism is more than 

the accurate representation of everyday life: domestic detail becomes the form through which 

larger conflicts are dramatized. 

A Doll's House has attracted particular attention because its final action unsettles the domestic 

order established at the beginning. Early responses often treated Nora's departure as an attack on 

marriage and family duty, whereas later criticism examined the psychological, ethical, and 

dramatic pressures that make the decision possible. Templeton (1997), for example, situates Nora 

within Ibsen's sustained interest in women's experience while resisting interpretations that reduce 

her to a single political emblem. 

Feminist criticism remains indispensable to the play, but the strongest studies do not confine Nora 

to an illustrative social role. Templeton (1997) presents her as a psychologically complex figure 

whose struggle is inseparable from gendered power. Moi (2006) broadens the discussion by 

connecting the play to modernism, freedom, and moral responsibility. Their readings differ in 
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emphasis, yet both show that Nora's final choice emerges from the interaction of social constraint 

and developing self-understanding. 

Psychological, ethical, cultural, and performance-oriented studies have since extended this 

discussion. They clarify the meanings of Nora's agency and the historical pressures surrounding 

the Helmer marriage, but they do not always examine with equal detail how the action is 

constructed. The present study enters at that point. It treats ideological interpretation and formal 

analysis as complementary, asking how plot, dialogue, and recognition make the play's social 

argument dramatically persuasive. 

2.2. Studies on Aristotelian Dramatic Theory 

Aristotle's Poetics supplies the earliest sustained account of tragic composition in Western 

criticism. Its six elements—plot, character, thought, diction, melody, and spectacle—describe 

related aspects of dramatic representation, while hamartia, peripeteia, anagnorisis, and catharsis 

explain crucial movements within tragic action and response (Aristotle, 2013). The continuing 

value of these terms lies in their capacity to identify relationships among action, knowledge, 

consequence, and audience experience, not in their use as a fixed checklist. 

Later criticism has repeatedly reconsidered that flexibility. Butcher (1932) stresses the organic 

relation between action and character, and Else (1967) reads the Poetics as an argument about 

coherent construction rather than a handbook of rigid rules. Halliwell (1998) further situates 

mimesis and emotional response within Aristotle's wider account of representation. These studies 

support a historically aware use of the theory: its concepts can travel beyond Greek tragedy, but 

their meanings cannot be assumed to remain unchanged. 

The debate becomes especially important in relation to modern drama. Golden (1992) defends the 

analytical force of unity, recognition, and audience response, whereas Williams (1966) and Szondi 

(1987) show how modern tragedy relocates conflict within social institutions, historical pressures, 

and divided subjectivity. Aristotle remains useful, although modern realism tests the limits of a 

model shaped by heroic action and catastrophic closure. 

2.3. Studies Applying Aristotelian Theory to ‘A Doll's House’ 

Scholarship on A Doll's House often refers to individual Aristotelian features, especially causal 

plot, reversal, recognition, and Nora's possible status as a tragic protagonist. Such comparisons are 

suggestive, but they become less convincing when formal resemblance is treated as proof of 

generic identity. A sustained account must consider the six dramatic elements together and ask 

how their functions change in a domestic realist setting. 

The most visible departure concerns Nora's trajectory. She is neither socially elevated in the 

classical sense nor destroyed by the outcome of the action. Her recognition leads instead to an 

ethically difficult departure whose consequences remain open. Aristotle can clarify the sequence 

that brings her to this point, but feminist, historical, and modernist criticism is needed to explain 

why self-education, marriage, law, and gender give that sequence its particular significance. 
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The critical problem is thus not the absence of Aristotelian readings, but their frequent 

fragmentation. Discussions of plot, character, hamartia, or catharsis often proceed separately, even 

though the play makes these elements mutually dependent. This study addresses that problem 

through an integrated comparison of structure and function. 

2.4. Recent Trends in Ibsen and Aristotelian Scholarship (2020–2026) 

Recent studies continue to approach Nora through questions of agency, domestic space, 

responsibility, and communication. Ayan (2025) considers the implications of feminist rewriting; 

Dutta and Biswas (2025) examine domestic confinement and spatial politics; Ferdous (2025) 

connects the doll image with responsibility; and Özdiler (2026) studies failed speech acts and 

communicative breakdown. Although these studies employ different methods, they share an 

interest in how Nora negotiates identities and expectations produced within the household. 

Recent work in narrative and literary theory has also encouraged less prescriptive uses of classical 

categories. Studies of narrative organization emphasize causality, perspective, and readerly 

response, while introductions to contemporary theory place inherited formal concepts alongside 

historical and ideological approaches (Bal, 2017; Barry, 2020). For the present argument, this 

scholarship supports a limited claim: Aristotelian terms may illuminate modern drama when they 

are treated as historically situated analytical tools. 

These two lines of inquiry are rarely brought into sustained conversation. Contemporary Ibsen 

criticism explains the gendered, psychological, and communicative pressures surrounding Nora, 

whereas Aristotelian criticism offers a precise account of causal action, reversal, and recognition. 

Combining them makes it possible to ask not simply whether classical devices are present, but 

what they accomplish after heroic destiny has been replaced by marriage, law, money, and social 

reputation. 

The remaining gap is one of integration and evaluation. Formal studies do not always pursue the 

play's social implications, and ideological studies sometimes take its dramatic organization for 

granted. A comparative reading can connect these concerns without claiming that Aristotle alone 

explains the play or that modern realism has abandoned classical construction. 

This study responds by examining plot, character, thought, diction, melody, spectacle, unity of 

action, hamartia, peripeteia, anagnorisis, catharsis, and the protagonist within one argument. Its 

purpose is not to prove that A Doll's House is an Aristotelian tragedy. It is to identify where 

classical concepts remain explanatory, where Ibsen redirects them, and where the historical 

conditions of modern realism require a different critical vocabulary. 

2.5.The Research Gap 

The relevant gap is narrower than the claim that A Doll’s House has never been read through 

Aristotle. What remains underdeveloped is an integrated comparison that examines the principal 

categories together and distinguishes similarity of form from identity of function. 
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Existing studies have produced rich accounts of Nora’s gendered position, psychological 

development, ethical agency, and place in modern realism. Work on Aristotle has likewise clarified 

plot, character, catharsis, and tragic action. Yet these bodies of scholarship are not often brought 

into a single sustained reading of Ibsen’s play. 

This study concentrates on the point at which the two fields meet. It asks how an apparently 

Aristotelian sequence of error, threat, reversal, and recognition changes when fate and heroic status 

are replaced by law, marriage, reputation, and domestic power. The research gap lies in that 

functional comparison, not in claiming an entirely unprecedented use of Aristotle. 

Scholar Main Focus Aristotle? Main Contribution 
Remaining 

Limitation 

Templeton Nora/Ibsen's women Limited Psychological/social reading 

No integrated 

Aristotelian 

model 

Moi Modernism/selfhood Limited Ethical autonomy 

No six-

element 

structural 

analysis 

Williams Modern tragedy Theoretical Transformation of tragedy 

Not focused 

exclusively on 

Ibsen 

Ayan 

(2025) 

Nora's agency in 

feminist rewriting 
Partial 

Contemporary account of 

agency 

Does not 

integrate all 

Aristotelian 

elements 

Present 

Study 
A Doll's House Integrated 

Structural + functional 

comparison 
— 

The table below identifies the contribution and limitation of the principal critical approaches used 

to define this gap. 

The proposed contribution is consequently modest but specific: a coordinated analysis of 

Aristotelian categories that explains both their usefulness and their limits in A Doll’s House. Such 

an approach avoids presenting Ibsen as either a passive follower of Aristotle or a dramatist wholly 

detached from classical form. 
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3. Theoretical Framework 

3.1.Aristotle’s Dramatic Theory 

Aristotle's Poetics provides the principal point of reference because it offers a precise vocabulary 

for the arrangement of dramatic action. The text is used here as a historically situated account of 

tragedy rather than a timeless rulebook. This distinction permits comparison without erasing the 

distance between Greek tragedy and nineteenth-century realism. Aristotle is most useful to this 

study when he asks how plot, character, probability, necessity, reversal, recognition, and emotional 

effect combine to form a coherent action (Aristotle, 2013). 

Aristotle defines tragedy as the imitation of a serious and complete action of appropriate 

magnitude, represented dramatically and associated with pity, fear, and catharsis. The formulation 

joins artistic construction to audience response, although the precise meaning of catharsis remains 

disputed (Butcher, 1932; Halliwell, 1998). 

Unlike Plato, who regarded poetic imitation with suspicion, Aristotle treats mimesis as a means of 

representing general patterns of human action. Drama does not merely copy appearances; it selects 

and arranges events according to probability and necessity so that particular actions disclose 

broader intelligibility. 

3.2. Plot as the Soul of Tragedy 

Aristotle calls plot (mythos) the organizing principle of tragedy because events acquire dramatic 

meaning through their arrangement (Aristotle, 2013). A complete plot has a beginning, middle, 

and end connected by probability and necessity. This causal emphasis makes A Doll's House a 

productive modern comparison: a decision made before the opening generates the threat, 

concealment, disclosure, and recognition that follow. 

Three features of this account guide the analysis. Unity of action requires each substantial incident 

to serve the central conflict; probability and necessity connect events through credible 

consequence; and completeness gives the action a discernible movement rather than a merely 

chronological sequence. These are relationships to be tested in the play, not conditions presumed 

in advance. 

Because these principles concern organization rather than period detail, they can illuminate realist 

drama. Their application must nevertheless remain historical: causal concentration in Ibsen does 

not make domestic realism identical to Greek tragedy. 

3.3. Character and the Tragic Hero 

Aristotle places character (ethos) after plot because drama presents people chiefly through the 

choices they make within an action. Credible characters are consistent and appropriate, yet they 

must also be capable of decisions that alter the course of events. In A Doll's House, Nora's earlier 

choice generates the crisis, while Torvald's response changes its ethical meaning. Nora is not a 

classical tragic hero in the strict sense, but her centrality to action and recognition makes the 

comparison analytically productive. 



 

 

14 

 

The tragic protagonist is conventionally neither wholly virtuous nor corrupt and undergoes a 

reversal connected with hamartia, often understood as error or misjudgment rather than innate 

depravity. Recognition may coincide with that reversal and intensify its consequences for both 

protagonist and audience. These features describe a pattern of action; they do not guarantee that 

every central figure who experiences error and recognition belongs to the same tragic type. 

Modern drama tests that distinction by assigning serious conflict to ordinary people. The question, 

then, is not whether Nora reproduces the classical hero, but how Ibsen transfers tragic centrality 

from public rank and catastrophe to domestic experience, social pressure, and psychological 

awakening. 

3.4. Hamartia, Peripeteia, Anagnorisis, and Catharsis 

Four related concepts are especially important to the comparison: hamartia, peripeteia, anagnorisis, 

and catharsis. They describe, respectively, consequential error, reversal, movement into 

knowledge, and the audience’s emotional response. Their relevance to Ibsen depends on how 

precisely each term is defined. 

Hamartia is used here to mean an error or misjudgment with serious consequences, not an 

inherently corrupt character. Nora’s forgery can therefore be compared with hamartia without 

reducing her motive to a simple moral flaw. 

Peripeteia denotes a reversal that grows from the logic of the action. In A Doll’s House, the 

disclosure of the secret changes the household situation, but Torvald’s response also reverses 

Nora’s understanding of her marriage. 

Anagnorisis is a movement from limited understanding to significant knowledge. Nora already 

knows the factual history of the loan; what she comes to recognize is the meaning of Torvald’s 

conduct and the nature of her own position within the marriage. 

Catharsis concerns the emotional effect of tragedy, traditionally associated with pity and fear. 

Because Ibsen’s ending also demands social and ethical judgment, the term is used comparatively 

and with caution rather than assumed to operate exactly as it does in Greek tragedy. 

Together, these concepts help trace the play’s movement from concealed error to disclosure and 

recognition. Their altered functions, however, are as important as their formal presence. 

3.5. Relevance of Aristotelian Theory to Modern Drama 

Aristotle wrote with Greek tragedy in view, yet his attention to causal sequence, coherent 

characterization, reversal, recognition, and audience response continues to inform the analysis of 

later drama. Modern playwrights may retain these formal relationships while changing the social 

world and philosophical assumptions that give them meaning. 

Aristotelian theory is useful only when its limits remain visible. Ibsen does not reproduce heroic 

status, metaphysical necessity, or catastrophic closure. What can be compared is the relation 

among action, consequence, knowledge, and response. The framework functions here as a 

disciplined basis for comparison, not as a universal prescription. 
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A Doll's House demonstrates both the value and the limit of this approach. Its action is tightly 

arranged, but the decisive forces are legal, economic, marital, and psychological. Aristotle clarifies 

the play's construction; modern accounts of realism, gender, and subjectivity clarify the historical 

meaning of that construction. 

The study accordingly uses Aristotelian theory to identify continuity without assuming 

equivalence. This allows Ibsen's formal discipline and his transformation of the dramatic tradition 

to be considered within the same analysis. 

4. Analysis and Discussion: 

4.1. ‘A Doll’s House’ Narrative – Dramatic Structure 

Plot Structure 

Aristotle treats plot (mythos) as the ordering principle of tragedy: a complete action should move 

through a beginning, middle, and end connected by probability and necessity (Aristotle, 2013; 

Golden, 1992). Although A Doll's House belongs to nineteenth-century realism, its action is 

comparably concentrated. The secret loan supplies a causal centre from which the major 

developments follow. 

The exposition presents the Helmer household during Christmas as comfortable and harmonious, 

while dialogue gradually discloses Torvald's new position, Nora's spending, Krogstad's 

vulnerability at the bank, and the concealed loan. Ibsen does not pause the action for a detached 

account of the past. Mrs. Linde's arrival and Nora's confidence allow earlier events to surface 

because they matter to the present situation. 

Krogstad's threat turns this history into immediate action. He demands that Nora influence Torvald 

and makes disclosure the consequence of her failure. From that point, the play develops through 

her attempts to delay a letter whose force has already been established. The pressure grows from 

prior choices rather than from an unrelated accident. 

The rising action brings Mrs. Linde, Dr. Rank, Krogstad, and Torvald into the conflict from 

different directions. Each encounter alters Nora's options or the audience's understanding of them. 

The secondary characters deepen rather than interrupt the central action, supporting Butcher's 

(1932) account of dramatic unity as an organic relation among incidents. 

The decisive turn comes when Torvald reads Krogstad's letter. His fear for his reputation displaces 

the heroic sacrifice Nora had imagined, and the external danger becomes a crisis of interpretation. 

At this point, the plot does more than reveal a secret: it overturns Nora's understanding of the 

marriage (Meyer, 1971). 

Krogstad's second letter removes the legal threat but cannot restore the earlier domestic 

arrangement. This apparent relief exposes the deeper conflict, because Torvald assumes that safety 
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is equivalent to reconciliation while Nora now sees the marriage differently. The falling action is 

therefore psychological and ethical rather than a simple reduction of suspense. 

Nora's departure completes the immediate action without closing every consequence. The secret 

has been disclosed, Torvald's response has been judged, and Nora has made a decision that follows 

from her recognition. Yet her future and the possibility of change remain unresolved. The ending 

is causally prepared and structurally decisive, though it replaces tragic catastrophe with an open 

modern conclusion. 

The play consequently shares Aristotle's concern with unity and causal coherence, but it redirects 

those principles toward domestic power and self-understanding. Its structure supports comparison 

with the Poetics; its social setting and open resolution prevent that comparison from becoming 

generic equivalence. 

Critical Commentary 

The opening of A Doll's House establishes a seemingly harmonious domestic environment, but 

Ibsen gradually reveals that this harmony depends upon concealed tensions. Torvald's early 

language toward Nora immediately establishes the unequal structure of their relationship. His 

familiar diminutives, including “little skylark” and “little squirrel,” present Nora affectionately 

while simultaneously reducing her to a childlike domestic role.” Helmer: Is that my little lark 

twittering out there? Nora: Yes it is. Helmer: Is it my little squirrel bustling about?  Nora: Yes!” 

(Ibsen, 2004, Act I, p. 4) The manuscript already identifies these expressions as evidence of 

Torvald's patronizing conception of Nora, making authority appear as tenderness. 

This apparently affectionate language is therefore dramatically significant. It establishes the social 

and psychological conditions against which Nora's later transformation must be understood. The 

problem is not simply that Torvald controls Nora; rather, Nora initially participates in a 

relationship whose inequality she has not yet fully recognized. “Helmer: You can’t deny it, my 

dear little Nora. It’s a sweet little spendthrift, but she uses up a deal of money. One would hardly 

believe how expensive such little persons are! Nora. It’s a shame to say that. I do really save all I 

can. Helmer (laughing). That’s very true, — all you can. But you can’t save anything!” (Ibsen, 

2004, Act I, p. 7) The audience later learns that this apparently frivolous wife secretly obtained 

and repaid the loan that saved him. The contrast between performance and action prepares Nora's 

eventual reassessment of the marriage. 

The dramatic irony becomes stronger when Nora's apparently frivolous behavior is contrasted with 

the secret financial action that has actually sustained the family. Mrs. Linde. Nora—it was 

Krogstad who lent you the money! Nora. Yes, and now Torvald will know all about it. Mrs. Linde. 

Believe me, Nora, that’s the best thing for both of you. Nora. You don’t know all. I forged a name. 

Mrs. Linde. Good heavens—! (Ibsen,2004. Act II, p. 52) Her hidden loan demonstrates that the 

apparently dependent wife possesses considerable initiative and courage. Thus, the exposition 

establishes a contradiction between Nora's performed identity and her actual agency. Dramatic 

irony arises because Torvald continues to judge Nora as financially incapable while the audience 

knows that she has assumed a demanding financial burden. 
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Krogstad's threat activates the contradiction between Nora's public role and private agency. The 

central dramatic action develops from Nora's attempt to control the consequences of an earlier 

decision. “Nora. What is it you want of me? Krogstad. Only to see how you were, Mrs. Helmer. I 

have been thinking about you all day long. A mere cashier, a quill-driver, a—well, a man like me— 

even he has a little of what is called feeling, you know. Nora. Show it, then; think of my little 

children. Krogstad.” (Ibsen, 2004. Act I, p. 19). Her appeal that he think of her children meets a 

man who is also acting under the pressure of reputation and parenthood. The exchange complicates 

the conflict: neither character is reducible to a simple moral type nor both are caught between 

intention, law, and social judgment. 

 In Aristotelian terms, the events form a causal sequence rather than an episodic series. The 

manuscript correctly emphasizes that subsequent incidents arise from Nora's concealed loan and 

its consequences.  The important point is not merely that A Doll's House possesses a beginning, 

middle, and end. Its more significant Aristotelian quality lies in its causal concentration: 

Nora's past decision → Krogstad's threat → concealment → revelation → Torvald's 

reaction → Nora's recognition → departure. 

The structure is therefore Aristotelian at the level of causal organization, while its meaning 

becomes distinctly modern at the level of psychological and social consequence. 

Characterization 

Character (ethos) is Aristotle's second element of tragedy because choices give the action its ethical 

and emotional force. His account values goodness, appropriateness, lifelikeness, and consistency, 

while insisting that conduct should arise credibly from established motives (Aristotle, 2013; 

Golden, 1992; Halliwell, 1998). 

Ibsen connects characterization closely to causal development. Nora's decisions create the danger, 

Torvald's values determine the meaning of disclosure, Krogstad's pressure brings the past into the 

present, and Mrs. Linde's intervention makes continued concealment impossible. The characters 

are therefore agents of the plot rather than illustrations attached to it. Their ordinary bourgeois 

setting also expands the social range of serious dramatic action. 

Nora Helmer: From Domestic Ideal to Independent Individual 

Nora first appears to embody the cheerful wife and attentive mother expected within the Helmer 

household. Her playful manner and apparent dependence support Torvald's preferred image of her, 

but the concealed loan reveals initiative, endurance, and practical intelligence that this role cannot 

contain. Ibsen builds her complexity through the distance between the identity she performs and 

the actions she has undertaken. 

Her significance does not derive from noble birth or public authority. It lies in the moral difficulty 

of her decision and in the change of understanding produced by its consequences. This relocation 

of serious action to an ordinary middle-class woman marks Ibsen's realism, while Nora's credible 

motives and central place in the plot still make an Aristotelian comparison possible (Williams, 

1966). 
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Classical Hero Nora 

Noble/socially elevated Ordinary bourgeois woman 

Public conflict Domestic conflict 

Fate Social institutions 

Hamartia Ethically ambiguous decision 

Reversal toward catastrophe Reversal toward awakening 

Recognition before destruction Recognition before departure 

Death/exile/collapse Self-directed departure 

Restoration of order Rejection of previous order 

The table highlights the defining features that distinguish the modern protagonist from the classical 

tragic hero. 

Nora's capacity to revise her understanding is central to the play. The final conversation does not 

introduce a new personality without preparation; it brings together the secrecy, patronizing 

language, financial control, imagined sacrifice, and Torvald's actual response that have shaped the 

earlier acts. Her movement from accommodation to judgment is therefore gradual, even though 

the decision it produces is abrupt in theatrical effect. 

Torvald Helmer: Authority and Social Convention 

Torvald embodies the respectable values through which the household is governed. His 

endearments—"little skylark" and "little squirrel"—express affection, but they also place Nora 

beneath him as a charming dependent. The language is dramatically effective because domination 

appears not as overt brutality but as a familiar domestic habit. 

Money makes this hierarchy especially visible. Torvald comments on Nora's purchases, controls 

access to household funds, and assumes that financial judgment belongs to him. His conduct is not 

presented as an isolated cruelty; it reflects the legal and social conventions of the bourgeois 

marriage represented in the play (Meyer, 1971; Templeton, 1997). 

The opening exchange about Christmas purchases establishes this pattern. Torvald's question—

"Has my little spendthrift been wasting money again?"—combines economic supervision with 

affectionate condescension (Ibsen, 2004, Act I, p. 5). What appears to be light marital comedy 

later acquires ironic force when Nora's disciplined repayment of the secret debt becomes known. 

Torvald's response to Krogstad's first letter confirms the priorities suggested by his earlier conduct. 

He condemns Nora and worries first about reputation; only when the bond is returned does he 
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announce that he has forgiven her. The rapid change exposes a morality governed by social danger 

rather than sustained understanding. Nora, who had imagined sacrificing herself to protect him, 

recognizes the disparity between his language of devotion and his conduct under pressure 

(Templeton, 1997). 

From an Aristotelian perspective, Torvald is consistent rather than inexplicably transformed. The 

letter does not create his concern for authority and reputation; it reveals the consequences of values 

established from the opening scene. He is more persuasive as a socially formed character than as 

a conventional villain (Meyer, 1971). 

Nils Krogstad: Moral Complexity and Redemption 

Krogstad initially functions as the source of immediate threat, yet Ibsen gives his conduct 

recognizable motives. He wants to recover professional security and social standing for himself 

and his children. His earlier forgery also parallels Nora's act, making it difficult to divide the play 

into innocent and guilty characters without considering differences of motive and circumstance. 

His reconciliation with Mrs. Linde changes both his personal direction and the external danger. He 

withdraws the threat, but Mrs. Linde's insistence that the truth be known prevents the plot from 

returning to concealment. Krogstad thus contributes to resolution without becoming a convenient 

device that erases the consequences of earlier action. 

Mrs. Kristine Linde: Realism and Moral Balance 

Mrs. Linde provides a practical counterpoint to Nora's sheltered domestic life. Work, poverty, 

family duty, and loss have made her wary of relationships sustained by appearance. Her renewed 

bond with Krogstad rests on candour and shared need, offering an alternative to the performance 

of harmony within the Helmer marriage. 

She also performs a precise structural function. Her arrival enables the exposition of Nora's secret, 

while her decision not to intercept Krogstad's letter ensures that disclosure occurs. She does not 

merely assist the resolution; she changes the conditions under which it becomes possible. 

Dr. Rank: Mortality and Hidden Truth 

Dr. Rank's limited stage time carries thematic and structural weight. His inherited illness 

introduces mortality, and his concealed love for Nora adds another relationship shaped by silence. 

The gradual disclosure of his condition parallels the exposure of Nora's secret, although he remains 

less directly involved in the causal centre of the plot. 

Critical Evaluation of Characterization 

The characterization in A Doll's House supports Aristotle's close relation between action and 

character while widening the social field of serious drama. Nora's decision initiates the danger; 

Torvald's values intensify it; Krogstad forces the past into the present; Mrs. Linde refuses a return 

to deception; and Dr. Rank introduces mortality and concealed feeling. Their different motives 

intersect within one action rather than forming a set of independent portraits. 
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Ibsen nevertheless moves beyond the heroic scale associated with classical tragedy. His characters 

confront law, money, marriage, illness, and reputation within ordinary life. Psychological realism 

does not replace action; it gives consequence an inward dimension by showing how events alter a 

character's understanding (Esslin, 1976; Williams, 1966). 

Nora is best described as a modern protagonist with selected points of tragic comparison than as a 

classical tragic heroine. Her centrality, error, reversal, and recognition remain structurally 

significant, but their ethical direction belongs to modern realism. 

Themes 

The themes of A Doll's House emerge through action rather than through detached commentary. 

Aristotle's thought (dianoia) offers the nearest classical category because it concerns the ideas and 

judgments expressed through what characters say and do (Aristotle, 2013). Marriage, identity, 

morality, responsibility, and freedom acquire force in the play because they are tested by the loan, 

the threat of disclosure, Torvald's response, and Nora's final decision. 

Marriage and Domestic Relationships 

Marriage constitutes the central thematic concern of A Doll's House. Throughout the play, Ibsen 

questions the traditional conception of marriage as a stable institution founded upon authority, 

obedience, and social convention. At the beginning of the drama, the Helmers appear to represent 

the ideal bourgeois family; however, the gradual disclosure of hidden truths reveals that their 

relationship is sustained by illusion rather than genuine mutual understanding. 

Torvald's treatment of Nora demonstrates that he perceives marriage primarily as a hierarchical 

institution in which the husband assumes intellectual and moral authority. His affectionate yet 

patronizing language reflects a paternalistic attitude that reduces Nora to the status of a dependent 

child rather than recognizing her as an equal partner (Templeton, 1997). Consequently, the 

apparent harmony of the household conceals profound inequalities that ultimately destroy the 

marriage. 

The final confrontation between Nora and Torvald transforms the domestic conflict into a 

philosophical debate concerning the nature of marital relationships. Nora rejects the assumption 

that a wife exists solely to satisfy her husband's expectations, insisting instead upon her right to 

educate herself and discover her own identity. In doing so, Ibsen redefines marriage as a 

relationship that must be founded upon equality, honesty, and mutual respect rather than social 

convention. 

Individual Identity and Self-Realization 

Perhaps the most influential theme in the play is the search for individual identity. Nora's dramatic 

journey is fundamentally a process of self-discovery through which she gradually recognizes that 

she has lived according to roles imposed by others rather than according to her own convictions. 

Her famous declaration that she has been "a doll-child" in her father's house and later "a doll-wife" 

in her husband's home represents the culmination of this psychological awakening (Ibsen, 1992, 
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np). This realization signifies not merely dissatisfaction with marriage but a broader recognition 

that authentic identity requires intellectual independence and personal responsibility. 

Read through Aristotle, this process resembles anagnorisis, or recognition, although its purpose 

differs significantly from that of classical tragedy. Whereas Aristotelian recognition frequently 

precedes catastrophic downfall, Nora's recognition initiates personal liberation and moral growth. 

Her transformation therefore illustrates Ibsen's adaptation of classical dramatic principles to 

modern psychological realism (Williams, 1966). 

Freedom and Responsibility 

Closely connected with the theme of identity is the relationship between freedom and 

responsibility. Throughout the play, Nora initially believes that personal happiness depends upon 

fulfilling the expectations imposed by society and family. However, the dramatic crisis 

demonstrates that genuine freedom cannot exist without self-knowledge and moral responsibility. 

Nora's decision to leave her home has often been interpreted as an act of rebellion. Yet the play 

suggests that her departure is equally an acceptance of responsibility. She recognizes that before 

she can become a good wife or mother, she must first understand herself as an independent human 

being. Thus, freedom in A Doll's House is inseparable from ethical maturity and intellectual 

development rather than mere social independence (Moi, 2006). 

Appearance versus Reality 

The contrast between appearance and reality operates throughout the entire dramatic structure. 

Nearly every important relationship within the play is sustained by illusion. Nora conceals the truth 

about the loan; Torvald believes his marriage is perfect; Krogstad struggles against his damaged 

public reputation; Dr. Rank hides both his illness and his affection for Nora. 

These concealed realities generate dramatic irony, since the audience gradually acquires 

knowledge unavailable to certain characters. The eventual collapse of these illusions demonstrates 

that social respectability cannot substitute for honesty or genuine human relationships. As Meyer 

(1971) observes, Ibsen consistently exposes the conflict between public appearance and private 

truth, making this tension one of the defining characteristics of his realistic drama. 

Morality and Social Convention 

Another central theme concerns the conflict between individual morality and social law. Nora's 

forgery constitutes the primary dramatic catalyst, yet Ibsen deliberately complicates conventional 

moral judgment by emphasizing the compassionate motives underlying her illegal action. 

While the law condemns forgery as a criminal offence, the audience recognizes that Nora's 

decision was motivated by love and self-sacrifice rather than selfishness. Conversely, Torvald, 

who consistently upholds legal and social conventions, ultimately demonstrates moral failure by 

placing personal reputation above gratitude and compassion. 



 

 

22 

 

This contrast challenges simplistic distinctions between legality and morality, suggesting that 

ethical judgment requires consideration of human motives as well as legal principles. Such 

complexity distinguishes Ibsen's modern realism from the more straightforward moral structures 

frequently associated with classical tragedy. 

Gender Roles and Patriarchal Society 

Although A Doll's House should not be reduced exclusively to a feminist text, questions of gender 

undoubtedly occupy a central position within its thematic structure. The play critiques the 

patriarchal assumptions governing nineteenth-century society by illustrating how social 

expectations restrict both women and men. 

Nora's dependence results not from intellectual incapacity but from cultural institutions that deny 

women educational, economic, and legal independence. Yet Torvald's obsession with authority 

and reputation demonstrates that patriarchal expectations also impose limitations upon male 

identity. 

Rather than presenting a simple conflict between men and women, Ibsen exposes the broader social 

system that shapes both genders, thereby extending the significance of the play beyond its 

immediate historical context (Templeton, 1997). 

Universality of the Themes 

The play's continuing reach does not require its historical specificity to be ignored. Its legal 

assumptions and domestic roles belong to nineteenth-century Europe, yet the tensions among 

identity, dependence, responsibility, reputation, and personal dignity remain recognizable in other 

contexts. In Aristotelian terms, the particular household makes broader patterns of action 

intelligible (Aristotle, 2013). 

Critical Evaluation of the Thematic Structure 

The thematic structure of A Doll's House reinforces the play's dramatic organization. Questions of 

marriage, identity, freedom, responsibility, appearance, and social convention are not detached 

from the plot; they emerge through the consequences of the characters' actions. Their wider 

significance gives the domestic conflict interpretive reach without requiring the claim that the play 

simply reproduces the universality of classical tragedy. 

Read through Aristotle, these themes correspond to the element of thought (dianoia), through 

which drama communicates universal ideas concerning human existence (Aristotle, 2013). Even 

so, Ibsen expands Aristotle's conception by directing thematic attention toward psychological 

emancipation and social criticism rather than heroic destiny alone. A Doll's House therefore 

preserves the intellectual depth characteristic of classical tragedy while redefining its thematic 

priorities to reflect the ethical and social concerns of modern realism.  
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This synthesis of structural coherence and thematic complexity explains why A Doll's House 

remains one of the most influential dramatic works in modern literature and why it continues to 

invite critical interpretation through both Aristotelian and contemporary theoretical perspectives. 

4.2.Aristotelian Dramatic Elements 

The six Aristotelian elements provide a useful map of the play only if their unequal importance is 

acknowledged. Plot and character organize the action; thought emerges through arguments about 

marriage and responsibility; diction reveals hierarchy within ordinary speech; melody survives 

chiefly through rhythm and the tarantella; and spectacle is concentrated in a few objects and stage 

actions. Ibsen adapts rather than reproduces the classical arrangement. 

a. Plot (Mythos) 

Aristotle regards plot as the most important element of tragedy because it provides the structural 

framework through which dramatic action acquires unity and meaning (Aristotle, 2013). He argues 

that every successful plot should possess unity of action, logical causality, completeness, and 

organic progression. 

The secret loan and its consequences give the play an unusually concentrated action. Krogstad's 

threat, Nora's delays, Torvald's response, and the final conversation remain connected to that 

centre. The secondary stories add pressure or contrast without displacing it. This coherence 

supports Aristotle's account of plot while leaving open the different purpose to which Ibsen puts it 

(Golden, 1992). 

Ibsen nevertheless departs from the classical model in the kind of conflict he makes central. The 

climax is not a battle, political crisis, or divine intervention, but Torvald’s response to a private 

disclosure. What changes Nora’s life is the moral meaning of that response, not the public collapse 

of a heroic order. 

b. Character (Ethos) 

For Aristotle, character becomes visible through choice and action. Ibsen meets this requirement 

while giving it the psychological density of realism. Nora, Torvald, Krogstad, Mrs. Linde, and Dr. 

Rank act from distinct histories and social positions; their motives are credible, but none is 

exhausted by a single symbolic function. 

Nora's development is the clearest instance. Her final judgment grows from accumulated 

experience rather than from a sudden authorial conversion. The crisis brings into conscious form 

tensions that her earlier conduct had partly concealed from both Torvald and herself (Meyer, 1971). 

c. Thought (Dianoia) 

Thought in the Poetics concerns reasoning and judgment as they become part of dramatic speech 

and action (Aristotle, 2013). In A Doll's House, questions of marriage, legality, freedom, identity, 

and responsibility are not inserted as abstract propositions. They arise because the characters must 
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interpret the same action—the loan and forgery—through competing moral and social 

assumptions. 

The final dialogue gives these assumptions their fullest expression. Nora and Torvald debate duty, 

education, marriage, religion, and personal responsibility, but the exchange remains dramatically 

earned because it follows the failure of their earlier way of speaking to one another. 

d. Diction (Lexis) 

Diction (lexis) concerns language suited to character and dramatic purpose (Aristotle, 2013). 

Ibsen's prose resembles everyday conversation, yet small verbal choices disclose social relations. 

Torvald's diminutives preserve hierarchy beneath affection, while Nora's speech gradually loses 

its playful evasiveness and becomes more deliberate in the final scene. 

Images of dolls, children, home, money, and freedom also accumulate meaning without breaking 

the realist surface. Their recurrence allows ordinary vocabulary to carry the play's argument about 

identity and dependence (Templeton, 1997). 

e. Melody (Melos) 

Melody (melos) cannot transfer directly from the choral music of Greek tragedy to realist prose 

drama. Its closest analogue lies in theatrical rhythm, music within the action, and changes of 

emotional tempo. The tarantella is especially important: Nora's increasingly desperate 

performance delays the letter while making her fear visible. Music thus serves plot, 

characterization, and suspense rather than functioning as an independent choral element 

(McFarlane, 1994). 

f. Spectacle (Opsis) 

Aristotle ranks spectacle (opsis) below elements more directly controlled by the poet, but he still 

recognizes its theatrical force (Aristotle, 2013). Ibsen uses it economically. The changing 

Christmas tree, the locked letterbox, Nora's costume, the tarantella, and the final door slam turn 

familiar objects and actions into visible signs of pressure and change. Their effect depends on 

context rather than visual grandeur (Moi, 2006). 

g. Unity of Action 

The play displays a strong unity of action because its substantial incidents return to Nora's loan 

and its consequences. Mrs. Linde, Krogstad, Dr. Rank, and the children broaden the emotional and 

social field, but their scenes also affect Nora's choices or the audience's interpretation of them. 

Unity here means coordinated relevance, not the elimination of every secondary concern. 

h. Probability and Necessity 

The sequence also develops with a high degree of probability and necessity (Else, 1967). Nora's 

forgery makes Krogstad's leverage credible; Torvald's established concern for reputation prepares 

his response; and that response makes Nora's recognition persuasive. The ending is surprising in 

its decisiveness but prepared by the action that precedes it. 
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Critical Evaluation of Aristotelian Dramatic Elements 

All six Aristotelian elements can be identified in the play, but not on equal terms. Plot and character 

remain central to its causal movement; thought emerges through arguments about marriage, law, 

duty, and freedom; diction is shaped by realist conversation; music is largely displaced into the 

tarantella and the rhythm of performance; and spectacle is concentrated in a small number of 

objects and stage actions. 

Aristotelian 

element 
Evidence from A Doll's House Function 

Plot Nora's secret loan and Krogstad's letter Causal unity 

Character 
Torvald's “little” language; Nora's final self-

definition 
Character/action relationship 

Thought 
Nora's final philosophical discussion of marriage 

and identity 
Ethical/intellectual argument 

Diction “little skylark,” “little squirrel,” “doll-wife” Social hierarchy and identity 

Melody Tarantella and musical performance Psychological tension 

Spectacle Christmas setting, tarantella, final door 
Visual embodiment of 

conflict 

This correspondence supports an Aristotelian reading of the play’s construction, particularly its 

unity of action and its close connection between motive and consequence. It does not establish that 

the play is a classical tragedy. The domestic setting, prose dialogue, social conflict, and unresolved 

ending give the same formal categories different weight and purpose. 

Ibsen’s achievement lies in that redistribution. Heroic action becomes domestic crisis; inherited or 

divine necessity gives way to legal and social pressure; and recognition opens a future instead of 

sealing a catastrophe. The classical vocabulary remains illuminating only when these changes are 

kept in view. A Doll’s House therefore stands in a historically productive relation to Aristotle: it 

uses recognizable principles of dramatic organization while redirecting them toward the concerns 

of modern realism. 

4.3.A Doll's House as a Modern Drama versus Aristotelian Drama: A Critical Evaluation 

A Doll's House stands at a productive point of comparison between classical dramatic inheritance 

and modern realism. Aristotle's Poetics describes principles derived from fourth-century BCE 

tragedy, whereas Ibsen applies disciplined construction to the intellectual, psychological, and 

social pressures of the nineteenth century. The comparison is most useful when difference is 

treated as evidence of transformation rather than failure. The following discussion therefore 

considers purpose, protagonist, conflict, plot, characterization, error, reversal, recognition, 

resolution, dialogue, and dramatic vision. 
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a. Purpose of Drama 

Aristotle defines tragedy as the imitation of a serious and complete action associated with pity, 

fear, and catharsis (Aristotle, 2013). A Doll's House also produces strong emotion, but its domestic 

argument requires sustained social and ethical judgment. Ibsen uses the action to test assumptions 

about marriage, legality, gender, and freedom. Emotional engagement and critical reflection 

therefore operate together rather than as mutually exclusive purposes (Moi, 2006). 

b. The Nature of the Hero 

Aristotelian tragedy commonly gives serious action to a socially elevated protagonist whose 

reversal carries public consequence. Ibsen instead places an ordinary middle-class woman at the 

centre of the drama. Nora's importance comes from the effects of her choices and the depth of her 

recognition, not from inherited rank. The change enlarges the kinds of lives that modern theatre 

can treat seriously. 

This change should not be described as a simple replacement of tragic greatness by private 

experience. Templeton (1997) emphasizes Nora's psychological complexity within gendered 

conditions, Moi (2006) connects her departure with selfhood and responsibility, and Williams 

(1966) explains how modern tragedy relocates conflict within social life. Together, these 

perspectives show why Nora's domestic position is both historically specific and dramatically 

consequential. 

c. Conflict 
In Greek tragedy, prophecy, inherited guilt, divine order, and irreversible error may shape conflict, 

although responsibility is never absent. In A Doll's House, the determining pressures are law, debt, 

marriage, reputation, and gender hierarchy. The movement from metaphysical to social necessity 

marks an important feature of modern drama (Esslin, 1976; Golden, 1992). 

d. Plot Construction 
The difference in worldview does not prevent formal comparison. Ibsen organizes the action 

around Nora's concealed loan, and each major scene advances its consequences. The plot avoids 

an independent subplot and displays the causal concentration valued in the Poetics. Its unity is 

modern in content but recognizably Aristotelian in arrangement (Aristotle, 2013; Else, 1967). 

e. Characterization 
Ibsen's characters are consistent enough for their decisions to be credible, yet complex enough to 

change under pressure. Nora, Torvald, Krogstad, and Mrs. Linde cannot be reduced to fixed moral 

types. Their development extends Aristotle's relation between character and action through the 

inward emphasis of psychological realism (Halliwell, 1998; Meyer, 1971). 

f. Hamartia 

Nora's forgery can be compared with hamartia if the term means consequential error rather than 

moral corruption. The act initiates the crisis, but it arises from a protective motive under restrictive 
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legal conditions. Ibsen thereby shifts attention from an isolated flaw to the unstable relation among 

intention, law, and social power. 

g. Peripeteia and Anagnorisis 

Reversal and recognition remain structurally important, but their direction changes. Krogstad's 

letter exposes the secret; Torvald's reaction then reverses Nora's expectation that he will protect 

her. Her recognition concerns the meaning of a life whose external facts she already knows. Unlike 

Oedipus's discovery of identity, Nora's movement into knowledge is relational and self-reflexive 

rather than genealogical. 

h. Resolution 
Classical tragedy often closes through death, exile, or irreversible ruin. Ibsen gives the final action 

a different form: Nora survives and leaves an uncertain future behind the closed door. The marriage 

as previously understood has ended, but the play does not restore a stable moral order or specify 

what follows. Resolution becomes a demand for continued judgment (Templeton, 1997). 

i. Dramatic Dialogue 
The language of A Doll's House belongs to ordinary conversation rather than elevated verse. Its 

apparent simplicity is deceptive: endearments, evasions, financial vocabulary, pauses, and the 

changing tone of the final dialogue reveal relations of authority and dependence. Realist speech 

thus carries philosophical and psychological weight without abandoning its social plausibility. 

j. Overall Dramatic Vision 

The broadest difference concerns human possibility. Aristotle's account of tragedy emphasizes the 

vulnerability of action to error and reversal within an intelligible order. Ibsen emphasizes the extent 

to which institutions and habits shape identity, while preserving the possibility of judgment and 

change. His modernity lies in redirecting disciplined form toward a social and psychological 

account of human agency. 

Critical Evaluation 

The strongest correspondence between A Doll's House and Aristotelian dramaturgy occurs at the 

level of causal organization. The play develops from a central action whose consequences 

progressively reshape the protagonist's situation. Yet structural correspondence does not establish 

generic identity. Ibsen changes the social scale, psychological emphasis, and ethical function of 

the dramatic mechanisms. The appropriate conclusion is therefore qualified continuity rather than 

direct imitation. 

The differences are especially clear in the conception of the protagonist, the source of conflict, and 

the ending. Classical tragic significance is often associated with heroic status and catastrophic 

reversal, whereas Ibsen locates serious conflict in an ordinary marriage and turns recognition 

toward self-knowledge. The ending closes the immediate action but does not restore the previous 

domestic order.  A Doll's House is best understood as a modern transformation of selected 

Aristotelian principles. Its Aristotelian relevance is stronger when the theory is used to explain 
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structural relationships and weaker when it is treated as a complete account of Ibsen's social, 

psychological, and ideological drama. 

On balance, A Doll’s House is neither a repetition of Aristotelian tragedy nor evidence that 

Aristotle has become irrelevant. Its disciplined causal structure remains comparable with the 

Poetics, while its domestic protagonist, social pressures, and open ending give that structure a 

distinctly modern purpose. 

Comparative Evaluation of A Doll's House and Aristotelian Drama 

Aspect 
Aristotelian 

Drama 
Ibsen's A Doll's House Critical Evaluation 

Purpose of 

Drama 

To imitate a serious 

action that evokes 

pity and fear, 

leading to catharsis. 

To stimulate intellectual 

reflection, social 

criticism, and moral 

awareness alongside 

emotional engagement. 

Ibsen joins emotional 

engagement to sustained 

social and ethical 

judgment. 

Nature of the 

Hero 

A noble or 

aristocratic hero 

whose downfall 

affects the 

community. 

An ordinary middle-class 

woman whose 

psychological and ethical 

growth drives the action. 

Serious action is 

transferred from inherited 

rank to ordinary domestic 

experience. 

Source of 

Conflict 

Conflict arises 

from fate, divine 

will, prophecy, or 

moral error. 

Conflict originates from 

social institutions, 

patriarchal values, and 

psychological pressures. 

Metaphysical pressure 

gives way to law, 

reputation, marriage, and 

social power. 

Plot Construction 

Unified plot 

governed by causal 

necessity and unity 

of action. 

A tightly structured plot 

centered on Nora's secret 

loan and its 

consequences. 

Ibsen preserves 

Aristotelian structural 

unity while adapting it to 

realist drama. 

Characterization 

Characters should 

be appropriate, 

consistent, and 

subordinate to the 

plot. 

Characters are 

psychologically complex 

and develop through 

experience and self-

discovery. 

Ibsen extends Aristotelian 

characterization through 

modern psychological 

realism. 

Hamartia  

(Tragic Error) 

A fatal error or 

misjudgment 

leading to the 

hero's downfall. 

Nora's forgery initiates 

the conflict but results 

from love and self-

sacrifice rather than moral 

weakness. 

The category remains 

useful, but motive and 

social constraint 

complicate moral 

judgment. 
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Aspect 
Aristotelian 

Drama 
Ibsen's A Doll's House Critical Evaluation 

Peripeteia 

(Reversal) 

A reversal of 

fortune that moves 

the hero toward 

catastrophe. 

Krogstad's letter reverses 

Nora's expectations and 

exposes the hidden 

conflict. 

The formal reversal 

remains, while its decisive 

effect becomes 

psychological. 

Anagnorisis 

(Recognition) 

Recognition reveals 

truth and 

contributes to 

tragic downfall. 

Nora recognizes the 

illusion of her marriage 

and discovers her own 

identity. 

Recognition becomes the 

beginning of self-

awareness and personal 

emancipation. 

Resolution 

Ends in death, 

exile, or 

irreversible 

suffering, restoring 

moral order. 

Ends with Nora leaving 

her family to seek 

independence and self-

realization. 

Modern drama replaces 

tragic catastrophe with an 

open-ended ethical 

resolution. 

Dramatic 

Dialogue 

Elevated poetic 

language suited to 

heroic subjects. 

Naturalistic dialogue 

reflecting everyday life 

while conveying 

symbolic meaning. 

Dramatic language 

evolves from poetic 

rhetoric to realistic 

communication. 

Overall Dramatic 

Vision 

Human beings are 

subject to fate, 

necessity, and 

cosmic moral 

order. 

Human destiny is shaped 

by social institutions, 

ethical choices, and 

individual freedom. 

Ibsen transforms the 

metaphysical vision of 

tragedy into a human-

centered philosophy of 

modern realism. 

Table Commentary 

The table shows that Ibsen retains causal concentration while changing the work performed by 

several classical categories. Unity of action remains strong; hamartia becomes ethically 

ambiguous; reversal acquires an inward dimension; recognition becomes self-reflexive; and 

catastrophe gives way to an unresolved future. A Doll's House therefore neither imitates nor rejects 

the Poetics. It preserves selected principles of dramatic construction and redirects them toward the 

social and psychological conditions of modern realism. 

4.4.Nora Helmer as a Heroine versus Aristotle's Tragic Hero: A Critical Evaluation 

Nora occupies a transitional position between the classical tragic protagonist and the modern 

dramatic protagonist. She is not an Aristotelian tragic hero in the strict generic sense, yet her 

decisions generate the central action and her recognition determines the final movement of the 

play. Her significance therefore lies in the transformation of tragic centrality from heroic status to 

psychological and social experience. 
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a. Social Status 

In Aristotle’s account, the tragic hero is usually a figure of elevated social standing because the 

fall of such an individual has greater dramatic significance and evokes stronger emotional 

responses from the audience (Aristotle, 2013). Classical examples include Oedipus, Agamemnon, 

and Medea. Nora is neither royal nor aristocratic. Her dramatic importance derives from the 

consequences of her choices within an ordinary middle-class household. Ibsen thus relocates 

serious dramatic conflict from political or heroic life to domestic and social experience, expanding 

the range of characters who can carry a sustained tragic or near-tragic conflict. 

b. Moral Character 

Aristotle's protagonist should be morally intelligible rather than wholly innocent or corrupt 

(Golden, 1992). Nora meets this condition only in a qualified sense. Her courage and devotion 

invite sympathy, while the forgery exposes a serious misjudgment. Because the action is 

undertaken to save Torvald, however, its legal wrong cannot be treated as evidence of simple moral 

weakness. The tension between motive and consequence gives the comparison its value. 

c. Hamartia (Error of Judgment) 

Nora's forgery can be read as a form of hamartia only if the concept is understood as consequential 

error or misjudgment rather than as an inherently immoral flaw. The action is legally problematic 

but ethically ambiguous because its immediate motive is protective. Its dramatic importance comes 

from the discrepancy between intention and consequence, and from Nora's mistaken confidence 

that the secret can be controlled without transforming the marriage. 

d. Peripeteia (Reversal of Fortune) 

The reversal operates on two levels. Externally, the disclosure of Nora's secret changes the 

immediate circumstances of the household. Internally, the more consequential reversal occurs 

when Torvald's response contradicts Nora's expectations of marital loyalty. The external crisis 

therefore becomes the condition for a deeper psychological reversal in which Nora's understanding 

of the marriage changes. 

e. Anagnorisis (Recognition) 

Nora does not discover an unknown fact about the loan; she discovers what Torvald's response 

reveals about their marriage and about the identity she has accepted within it. Her anagnorisis is 

therefore relational and self-reflexive. The comparison with Oedipus clarifies the difference: he 

learns the concealed truth of his past, whereas Nora revises the meaning of a life whose events she 

already knows. 

f. Catharsis 
The play evokes anxiety, sympathy, disappointment, and shock, but these effects should not be 

collapsed into a single uncontested meaning of catharsis. The ending also asks the audience to 

judge law, marriage, parental obligation, and freedom. Catharsis is best treated as a comparative 

term that identifies emotional engagement while revealing how Ibsen adds an argumentative and 

social dimension. 



 

 

31 

 

g. The Ending: Liberation versus Catastrophe 
The final scene marks the clearest departure from catastrophic tragedy. Nora tells Torvald that a 

genuine marriage would require both of them to change, but she no longer believes in the 

"wonderful thing" that might accomplish such a transformation (Ibsen, 2004, Act III, pp. 80–81). 

She then leaves. The action is irreversible in its immediate effect, yet its wider meaning remains 

open. 

Nora's departure should therefore be described neither as uncomplicated liberation nor as tragic 

defeat. It is a beginning purchased at considerable ethical and emotional cost. By refusing to 

specify her future, Ibsen turns closure into a problem of self-education, responsibility, and choice 

(Moi, 2006). 

Critical Evaluation 

Nora’s subordination is established through ordinary habits of speech, money, and decision-

making rather than through a single act of explicit coercion. Torvald’s affectionate diminutives 

and financial supervision reveal a marriage in which authority has been normalized as care. The 

disclosure of the loan makes this imbalance visible because his first concern is reputation, not the 

sacrifice that saved his life. 

This evidence supports comparison with the Aristotelian protagonist but also sets a clear limit. 

Nora occupies the causal centre of the play and undergoes error, reversal, and recognition; she 

does not, however, pass from heroic prosperity to catastrophic destruction. Her final act is an 

ethically difficult assertion of agency, and its consequences remain deliberately unsettled. 

Nora Helmer versus Aristotle's Tragic Hero: A Critical Comparative Evaluation 

Criterion 
Aristotle's Tragic 

Hero 

Nora Helmer in A Doll's 

House 
Critical Evaluation 

Social Status 

A person of noble 

birth or high social 

rank whose downfall 

has public 

significance. 

An ordinary middle-class 

wife whose struggle 

unfolds within the 

domestic sphere. 

Ibsen relocates serious 

dramatic consequence 

within ordinary domestic 

life. 

Moral 

Character 

Fundamentally 

virtuous but 

imperfect; neither 

wholly good nor 

wholly evil. 

Compassionate, loving, 

and self-sacrificing, yet 

willing to break the law to 

save her husband. 

Nora fulfills Aristotle's 

requirement of moral 

complexity while reflecting 

modern ethical dilemmas. 

Hamartia 

(Tragic Error) 

An error of judgment 

or miscalculation that 

initiates the tragic 

action. 

Nora's forgery of her 

father's signature begins 

the dramatic conflict. 

The comparison is strongest 

when hamartia means 

consequential error rather 

than moral corruption. 
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Criterion 
Aristotle's Tragic 

Hero 

Nora Helmer in A Doll's 

House 
Critical Evaluation 

Peripeteia 

(Reversal) 

A sudden reversal of 

fortune leading 

toward catastrophe. 

Torvald's reaction to 

Krogstad's letter destroys 

Nora's illusion of a 

perfect marriage. 

Reversal produces 

psychological awakening 

rather than physical 

destruction. 

Anagnorisis 

(Recognition) 

Recognition of 

hidden truth, often 

concerning identity or 

destiny. 

Nora realizes that she has 

lived as a "doll" under the 

authority of her father and 

husband. 

Recognition becomes 

relational and self-reflexive 

rather than genealogical. 

Catharsis 

Produces pity and 

fear, leading to 

emotional 

purification. 

Inspires sympathy while 

encouraging reflection on 

marriage, gender, 

freedom, and moral 

responsibility. 

Catharsis becomes both 

emotional and intellectual, 

reflecting the aims of 

modern realist drama. 

Ending 

Ends in death, exile, 

or irreversible 

suffering that restores 

moral order. 

Ends with Nora leaving 

her home to pursue 

independence and self-

realization. 

The ending is irreversible 

but open; departure replaces 

classical catastrophe. 

Source of 

Conflict 

Fate, prophecy, 

divine will, or 

personal error. 

Patriarchal society, 

restrictive laws, and 

unequal marital 

relationships. 

Social institutions replace 

fate as the principal source 

of conflict. 

Heroic 

Journey 

Movement from 

prosperity to downfall 

through irreversible 

tragedy. 

Movement from 

dependence and illusion 

to self-awareness and 

freedom. 

The tragic journey is 

transformed into a process 

of psychological and moral 

emancipation. 

Philosophical 

Vision 

Human beings are 

ultimately subject to 

fate and universal 

moral order. 

Individuals possess the 

capacity for ethical 

choice, self-discovery, 

and social transformation. 

Ibsen shifts the focus from 

destiny to human agency, 

reflecting the values of 

modern realism. 

Audience 

Response 

Evokes pity and fear, 

culminating in 

catharsis. 

Encourages empathy, 

critical reflection, and 

debate about social values 

and individual freedom. 

The audience becomes 

intellectually engaged as 

well as emotionally 

affected. 

Overall 

Concept of 

Heroism 

Heroism is measured 

through noble status, 

endurance, and tragic 

suffering. 

Heroism is measured 

through moral courage, 

self-knowledge, and the 

Nora represents a modern 

reinterpretation of 

Aristotle's tragic hero, 

preserving structural 
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Criterion 
Aristotle's Tragic 

Hero 

Nora Helmer in A Doll's 

House 
Critical Evaluation 

willingness to challenge 

social conventions. 

features while redefining the 

meaning of heroism. 

Table Commentary 

Nora is therefore best described as a modern reworking of tragic centrality. Ibsen retains the 

pressure of consequence and recognition but transfers them to a middle-class woman whose conflict 

is legal, marital, and psychological. The comparison is illuminating because the differences are 

substantial, not because Nora can be made to fit the classical model without remainder. Her 

trajectory confirms the study’s broader argument: inherited dramatic devices can survive while their 

ethical direction changes. In Nora’s case, recognition does not close the action through punishment; 

it opens an uncertain future through choice. 

General Critical Evaluation 

A Doll’s House occupies an important place between classical dramatic inheritance and modern 

realism. Its action is tightly organized, but the world represented by that action is domestic, 

bourgeois, and socially specific. The play’s relation to Aristotle is therefore strongest at the level 

of construction and most qualified at the level of tragic meaning. 

The secret loan supplies the causal centre of the plot. Krogstad’s threat, Nora’s attempts at delay, 

the disclosure, Torvald’s reaction, and the final conversation follow from it with little dependence 

on coincidence. In this respect, the play supports Aristotle’s claim that plot organizes dramatic 

action. Yet its unity is not purely mechanical: each stage also changes what Nora and the audience 

understand about the marriage. 

Character and plot are similarly inseparable. Nora’s decision creates the danger, Torvald’s concern 

for reputation intensifies it, Krogstad’s pressure brings it into the open, and Mrs. Linde’s 

intervention prevents indefinite concealment. These characters do more than embody social 

positions; their choices produce the sequence that reveals those positions. 

Hamartia, reversal, and recognition remain useful terms if they are defined carefully. Nora’s 

forgery is a consequential act undertaken from mixed legal and ethical circumstances. The external 

reversal occurs when the secret is exposed, but the decisive internal reversal comes from Torvald’s 

response. Recognition then concerns the meaning of the marriage rather than the discovery of an 

unknown identity. 

The largest difference from classical tragedy lies in the source and outcome of conflict. Social law, 

gender hierarchy, economic dependence, and reputation replace prophecy or inherited guilt. Nora 

is not physically destroyed; she rejects the existing domestic order and leaves its consequences 

unresolved. The ending is severe, but it is prospective rather than terminal. 
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Catharsis must be handled cautiously. The play evokes anxiety, sympathy, and shock, but it also 

asks the audience to judge marriage, duty, legality, and freedom. Its effect is emotional and 

argumentative at once, which extends beyond a narrow application of the classical term. 

The comparison shows continuity without identity. Ibsen inherits techniques of causal 

concentration, reversal, recognition, and integrated characterization, but uses them to dramatize 

forms of experience that Aristotle’s account does not fully explain. 

Aristotle’s Poetics remains valuable for analysing the play’s architecture, though it cannot by itself 

account for its gender politics, modern subjectivity, or social criticism. The strongest reading is a 

qualified one: A Doll’s House is neither a classical tragedy nor an anti-Aristotelian drama, but a 

modern realist work that selectively refunctions classical devices. 

5. Concluding Part 

5.1.Research Findings 

The close reading yields seven findings concerning the relationship between A Doll’s House and 

Aristotelian dramaturgy. 

1. Causal unity. Nora’s secret loan and forged signature form the centre of the action: Krogstad’s 

threat, Nora’s attempts to prevent disclosure, Torvald’s response, and the final conversation all 

develop from that earlier decision. The secondary stories involving Mrs. Linde, Dr. Rank, and 

Krogstad deepen the emotional and social implications without displacing the principal conflict. 

The action is concentrated, although it is not artificially simple. 

2. Integration of plot and character. Nora’s earlier decision creates the danger, while Torvald’s 

concern for reputation determines the meaning of the disclosure. Krogstad brings the concealed 

past into the present, and Mrs. Linde’s refusal to preserve the deception prevents a return to false 

domestic harmony. Character values and choices generate the movement of the plot rather than 

merely occupying positions within it. 

3. Refunctioned Aristotelian concepts. Hamartia, peripeteia, and anagnorisis remain useful, but 

they perform different work in Ibsen’s realism. Nora’s forgery has serious consequences, yet it 

cannot be reduced to a conventional moral flaw because she breaks the law to save Torvald’s life. 

The disclosure begins the reversal, Torvald’s response makes it psychologically decisive, and 

Nora’s recognition concerns the meaning of a life whose external facts she has always known. 

4. Modern tragic centrality. Nora occupies the structural position of a tragic protagonist without 

conforming fully to the classical model. She stands at the centre of the action, makes a 

consequential decision, undergoes reversal, and reaches recognition. As an ordinary middle-class 

woman whose story does not end in physical destruction, she transfers serious dramatic experience 

from the heroic public world to domestic life. 
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5. Open resolution. Nora’s departure destroys the appearance of marital order without supplying a 

closed conclusion. Her future, her relationship with her children, and the possibility of change in 

Torvald remain uncertain. The ending is decisive but not final: it ends the marriage as Nora has 

understood it and leaves the audience with questions the play refuses to settle. 

6. Expanded audience response. Catharsis alone cannot explain the play’s effect. The audience 

may experience anxiety, sympathy, disappointment, and shock, but the ending also calls for 

judgment about law and justice, marital power, parental obligation, and the cost of personal 

freedom. Ibsen asks the audience to reflect as well as to feel. 

7. Explanatory reach and limit. Aristotle explains the organization of A Doll’s House more fully 

than its social and ideological meanings. His theory clarifies causal unity, characterization, 

reversal, recognition, and audience response, but it cannot by itself account for Nora’s gendered 

legal position, modern subjectivity, or the critique of bourgeois marriage. The framework is most 

effective within a historically informed interpretation. 

5.2.Limitations of the Study 

The conclusions should be read in light of six defined limitations. 

1. Corpus limitation. The analysis is confined to A Doll’s House and does not examine Ibsen’s 

other plays in comparable detail. Its findings illuminate this particular relationship with 

Aristotelian dramaturgy but cannot automatically be extended to Ibsen’s complete dramatic 

corpus. Comparative work on Ghosts, Hedda Gabler, and The Wild Duck might reveal other 

patterns of continuity and departure. 

2. Theoretical limitation. Aristotle’s Poetics supplies the principal framework, making sustained 

comparison possible but restricting the questions the study can answer. Feminist criticism, gender 

studies, Marxist criticism, psychoanalysis, performance studies, and legal criticism could provide 

fuller accounts of Nora’s economic dependence, Torvald’s authority, marriage as an institution, 

and the historical position of women. These perspectives are acknowledged but not developed 

independently. 

3. Performance limitation. The inquiry is primarily textual rather than performance-based. It 

considers dialogue, structure, characterization, stage directions, and symbolic objects, but it does 

not compare productions. Acting, gesture, costume, lighting, sound, stage design, and the treatment 

of the final door slam can alter the audience’s understanding of Nora and the ending; claims about 

spectacle and reception must therefore remain provisional. 

4. Translation and terminology limitation. Both primary works are discussed through English 

translations, and differences among editions may affect terminology, dialogue, tone, and page 

references. Hamartia, anagnorisis, and catharsis also possess contested critical histories that cannot 

be resolved within one article. The study adopts definitions appropriate to its comparative purpose 

without claiming to settle every philological debate. 
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5. Reception limitation. Audience responses such as pity, fear, sympathy, and catharsis cannot be 

measured through textual analysis alone. The discussion identifies effects encouraged by the play’s 

construction, but actual responses vary across periods, cultures, audiences, and productions. 

Empirical reception research would be required to test these claims. 

6. Claim-of-originality limitation. The study does not claim that A Doll’s House has never been 

interpreted through Aristotle. Its narrower contribution is to examine the principal categories 

together and distinguish resemblance of form from equivalence of function. The conclusions 

should be understood within that defined scope. 

5.3.Contribution to Knowledge 
1. Form–function distinction. The principal contribution is the distinction between the survival of 

dramatic form and the continuation of its original function. A Doll’s House retains features 

associated with Aristotelian dramaturgy, but they acquire new meanings within nineteenth-century 

domestic realism. This distinction offers a more precise alternative to describing the play either as 

an Aristotelian tragedy or as a rejection of classical theory. 

2. Integrated analytical model. The study examines plot, character, thought, diction, melody, 

spectacle, unity of action, probability, necessity, hamartia, peripeteia, anagnorisis, catharsis, and 

the tragic protagonist as parts of one dramatic system. This integration shows how changing one 

element affects the others: Nora’s ordinary social status changes the conflict, the meaning of error, 

the form of recognition, and the significance of the ending. 

3. Relational recognition. The study interprets Nora’s recognition as relational and self-reflexive. 

Unlike a classical protagonist who discovers an unknown fact about identity or destiny, Nora 

knows the history of her action from the beginning. What she eventually understands is the 

character of her marriage, the limitations of Torvald’s love, and the extent to which she has 

accepted identities constructed by others. Recognition thus remains comparable to anagnorisis 

while acquiring a modern psychological function. 

4. Ethical reinterpretation of hamartia. Treating Nora’s forgery simply as a tragic flaw would 

ignore the legal and ethical complexity of her situation. By defining hamartia as consequential 

error rather than moral corruption, the analysis preserves the concept’s comparative value without 

condemning Nora’s motive or overlooking the restrictive legal conditions surrounding her action. 

5. Open dramatic resolution. Nora’s departure is irreversible in its immediate effect, but it does 

not amount to classical catastrophe. Ibsen replaces the closure of death, exile, or physical 

destruction with an unresolved ethical future. This difference helps explain how modern drama 

can preserve tragic seriousness and consequence without reproducing the conventional tragic 

ending. 

6. Historically qualified use of Aristotle. The study demonstrates the continuing usefulness of the 

Poetics when its concepts are applied historically and critically. Aristotle clarifies action, 
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consequence, reversal, recognition, and audience engagement; the limits of his framework 

simultaneously show why approaches to gender, social institutions, psychological subjectivity, and 

ideology remain necessary. 

7. Comparative method. The study offers a balanced model that neither treats classical theory as 

universally sufficient nor assumes that modern innovation requires abandoning inherited form. It 

shows instead how dramatic traditions develop by retaining recognizable techniques and 

redirecting them toward new characters, conflicts, and ethical questions. 

5.4.Conclusion 

This study has read A Doll’s House through Aristotle’s Poetics while recognizing the historical 

and generic distance between Greek tragedy and nineteenth-century realism. Ibsen retains a 

disciplined causal plot, a close relationship between character and action, and recognizable forms 

of reversal and recognition. These continuities make Aristotle a valuable guide to the play’s 

construction. 

Direct equivalence nevertheless has clear limits. Nora is not an Aristotelian tragic protagonist in 

the strict sense: she lacks the elevated status associated with classical tragedy, her error arises from 

ethically complicated circumstances, and her recognition does not lead to physical destruction. 

Marriage, law, money, reputation, and gender hierarchy replace prophecy and inherited guilt as 

the pressures shaping her conflict. 

Nora’s forgery initiates the action, but Torvald’s response gives the crisis its decisive meaning. 

The disclosure exposes not only a concealed legal offence but also the unequal assumptions on 

which the marriage rests. Nora does not discover a previously unknown fact; she revises her 

understanding of Torvald, marriage, and herself. This movement from external disclosure to 

internal knowledge is the play’s most significant adaptation of Aristotelian anagnorisis. 

The ending confirms the modern direction of that adaptation. Nora’s departure terminates the 

existing domestic relationship without closing the future through catastrophe. The final door slam 

is both an ending and a beginning, leaving unresolved the consequences of her choice, the 

possibility of Torvald’s transformation, and the tension between personal autonomy and parental 

responsibility. The audience is invited to judge as well as to feel. 

Aristotle’s theory is most persuasive at the level of form. It explains causal concentration, 

integrated characterization, reversal, recognition, and emotional pressure, but it cannot fully 

account for the gendered legal order, modern subjectivity, and social criticism that determine their 

meaning. A comprehensive interpretation must therefore join Aristotelian analysis to historically 

appropriate approaches to realism, gender, psychology, and social power. 

The relationship between Ibsen and Aristotle is thus best described as selective continuity. A Doll’s 

House neither reproduces classical tragedy nor discards the principles of coherent construction 

identified in the Poetics. Ibsen makes those principles serve a different dramatic vision, one in 
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which an ordinary woman’s domestic experience carries serious ethical and social significance. 

The play’s modernity lies not in the absence of classical form, but in its transformation. 
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