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Summary

In many ways, Strindberg's works are among the
most paradoxical in modern literature. Violently misog-
ynistic, they nevertheless reveal a man who worships
Woman, cannot live without her, loathing her as Mis-
tress but adoring her as Mother; almost brutal in the
violence of their emotions, they are at the same time
gentle in the irony of their humour; totally unorthodox
in their theology, they are profoundly religious; even
when most naturalistic (as in Froéken Julie: Miss
Julie), they are highly symbolic. The leading practi-
tioner of naturalistic drama is also the father of the
theatre of the absurd.

However unlike his works might appear to one
another, and whatever the seeming contradictions and
inconsistencies among the various ideas espoused and
championed by Strindberg at different points in his
career, his themes remained the same: his own life, the
struggle for dominance between the sexes, psychological
domination through the power of suggestion, the problem
of the existence of evil and suffering in the world,
and the influence of the supernatural on human life and
history. And whatever his literary genre -- drama,
poetry, novel, short story, satire, history, autobiog-
raphy, scientific or philological treatise, political,
philosophical, or religious essay -- these themes are
expressed and developed through a rich and evocative
symbolism drawn not only from the tribal treasury of
archetypal images, but supplemented, shaped, and
refined by his own experience, imagination, and subcon-
scious. An examination of his symbolism, then, will not
only elucidate the works by making our interpretation
of them surer, but should reveal a consistency and
logical development in his writing not always apparent
with other approaches.

Symbolism can be seen as a kind of shorthand: a
way of enriching a text which, particularly in drama,
poetry, and the short story, is often more or less
severely constrained in terms of length: by drawing on
universal or traditional symbols, the author can sug-
gest levels of meaning, connections, and associations
which extend his work beyond the limits imposed on it.
In more extended literary genres, such as the novel, on
the other hand, symbolism is often used only sparingly.
Over the course of his career, an author also builds up
a set of personal symbols, drawn from his experience,
his reading, his interests, and, ultimately, his view
of the world; his work cannot be fully understood with-
out an awareness of these symbols. This study seeks to
identify Strindberg's symbols, to search out their
meanings, to relate them to each other, to the works in
which they occur, and to the body of work as a whole,
and to suggest, wherever possible, their sources.

The overwhelming tendency in Strindberg studies is
to approach the works as biographical and/or psycholog-
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ical documents. His habits of working from living
models (a practice he called vivisection), of fiction-
alizing his own experiences, and of meticulously docu-
menting his 1life and his intellectual and spiritual
devel opment make this inevitable. This study does not
ignore the author's biography (impossible in such an
autobiographical writer), but seeks to place the empha-
sis elsewhere, on the more exclusively literary concern
of meaning (as opposed to reference).

Strindberg always considered himself primarily a
dramatist, and indeed it is almost exclusively as such
that the non-Swedish world knows him. It is, therefore,
with Strindberg's plays that this study is primarily
concerned. He was, however, a prolific writer, covering
most genres, and much of his non-dramatic writing
expands upon, explains, or provides the source for, the
symbolism of the plays. With two or three minor excep-
tions (noted in the text), I have therefore looked at
all of strindberg's published works; those not men-
tioned have been omitted because they do not contribute
in any significant way to an understanding of his sym-
bolism.

Preference has been given to the Swedish texts in
the twenty-two volumes which have appeared so far in
the ongoing "National Edition" (Samlade verk: Collected
Works); for works which have not yet appeared there, 1I
have used, in the first instance Gunnar Brandell's
Skrifter (Writings, the Swedish edition which Glasgow
University Library possesses), and, for works that
appear in neither of those editions, John Landquist's
monumental Samlade skrifter (Collected Writings).
Although I have often consulted various English trans-
lations, the translations of cited passages are my own,
except where noted. Biblical quotations are cited from
a variety of English translations, in an attempt to
stay as close as possible to the Swedish wording cited
by Strindberg; when it is a question of simply provid-
ing a reference, I have preferred to cite The Jerusalem
Bible. In a few instances, where no English translation
could be found which corresponded satisfactorily to
Strindberg's version (whether through an anomaly of the
Swedish translation he used -- presumably the Karl XII
Bible -- or through his own deliberate or unconscious
misquotation), I have translated the citation liter-
ally.

In quotations (and in their translations), under-
lined ellipses (...) are Strindberg's own; those not so
distinguished (...) indicate an omission from the text.
In a few instances, when scenes in the Swedish text are
unnumbered, I have supplied numbers as an aid to locat-
ing cited passages in a translation. :



Chapter 1

Fritdnkaren

Strindberg's first literary work was also his
first play: En namnsdagsgdval (A Name-Day Present)
(1869). Unfortunately, it has not been preserved; the
earliest work extant, also a play, dates from the same
year. In 1869 Strindberg interrupted his university
studies in Uppsala and made his first unsuccessful
attempt to become an actor. His audition piece for
acceptance as a student at Kungliga teatern (the Royal
Theatre, Stockholm) was the rdle of H&rved Boson in
Frans Hedberg's Bréllopet pd& Ulvdsa (The Wedding at
Ulvésa). Although he did not gain admission (he suf-
fered all of his life from shyness and was never at
ease speaking in public), the experience (he appeared
on the stage thirty evenings, in eight different small
parts) gave him exposure to the practical considera-
tions of the theatre, and awoke in him a consuming
interest: he always considered himself a dramatist and
his other works to be of less significance than those
he produced for the theatre.

Fritdnkaren was written under a pseﬁdonym: its

full title is Fritidnkaren: dramatiskt utkast av Harved

1 What little is known about this play is summa-
rized in Ollén, 7-9.
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Ulf2 (The Freethinker: A Dramatic Sketch by Hirved
Ulf). The name is obviously drawn from his audition
role;3 perhaps an acknowledgement of debt to the the-
atre. In subsequent works the name Harved disappeared,
but a variation on Ulf appears in the short story
"odlad frukt" ("Cultivated Fruit", 1882) in Svenska
o6den och &dventyr (Swedish Destinies and Adventures),
where the young hero (who has many similarities to the
author) is named Sten Ulvfot.

Fritdnkaren is really more a theological diaiogue
than a play (it has never been performed): the young
author is obviously much more interested in ideas than
he is in realistic dialogue, dramatic action, or char-
acterization. Nevertheless, many characteristics of
Strindberg's subsequent work, including his greatest
plays, are discernible here: the hero has a consuming,
if unorthodox, interest in spiritual matters; he finds
himself unable to accept the values of his society; he
suffers rejection from those he loves; and he becomes a
voluntary exile who nevertheless retains a strong feel-
ing of affection for his homeland. This is the pattern
of the great pilgrimage plays; it is also the pattern

of the author's life.

2 sSamlade skrifter, I, 5-59.

3 UIf is an older spelling of the first syllable
of the place name in Hedberg's title, ulv (= wolf).
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The hero is a young man named Karl Larsson. He is
not an atheist, as Strindberg is a pains to point out,
but is rather a follower of the American Unitarian
preacher, Theodore Parker (1810-60), whose teachingst
included rejection of the divinity of Christ, the
Church, and scripture, in favour of a personal intui-
tion of God. Karl's single-minded dedication to search-
ing for the truth, and his refusal to compromise or
behave hypocritically bring about all of his losses in
the play: the ruptures with his family and his sweet-
heart, the loss of his job, and, eventually, his ina-
bility to remain a part of his society. Through it all
he never wavers: these are sacrifices which must be
made for the attainment of truth.

In the first scene, Karl is contrasted to his
atheistic fellow students, in the second to his hypo-
c¢ritical parents (who bear a certain resemblance to the
Magistrate and his wife ih Advent, 1898) and brother,
and in the third he must face rejection by parents,
sweet-heart, and society as a whole. Besides the gen-
eral pilgrimage pattern of the play, there are several
less important symbols which continue in Strindberg's
work. Karl's brother Otto,rfor instance, first appears

dressed as a hunter, having just shot two small birds.

4 Parker's teachings are contained in his On the
Transient and Permanent in Christianity (184l1l), presum-
ably the book (in translation) which accompanies Karl
everywhere: he refers to it only as Parker.
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Perhaps the most fully realized character in the play,
Otto is a soldier, a good-natured, fun-loving young man
who ignores the teachings of religion while continuing
to pay lip-service to the church. That he should first
appear as a hunter is appropriate, for in Strindberg's
works and elsewhere hunting is often a symbol of the
vain pursuit of earthly pleasures. Similarly, Agda's
concern and love for the birds which Otto hunts indi-
cates, as with Eleanora in Pdsk (Easter, 1900), the
innocence of her nature. When Karl realizes that he is
going to have to abandon his hopes of marrying Agda if
he is to remain true to his convictions, he regards her
as a lamb which must be sacrificed: "stackars mitt
lamm, som skall offras &t girigheten och f&fangan!"s
The sacrificial lamb is often paired with the scape-
goat, as in Folkungasagan (The Saga of the Folkungs,
1899); in this play, the latter symbol is applied only
to Christ. Karl rejects the divinity of Christ princi-
pally because he rejects the validity of that symbol:
Det skall vara svaga sjdlar, som behéva en
syndabock, pa& vilken de blott behdéva kasta
alla sina brott och synder, foér att sedan

ldgga armarna i kors och véanta pa salighe-
ten.$ :

5 samlade skrifter, I, 35: "My poor lamb, which
will be sacrificed to greed and vanity!"

6 Ibid., 48:

They must be weak souls indeed that need a
scapegoat, on which they need only cast all
of their c¢rimes and sins, and then c¢ross
their arms and wait for salvation.
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Later Strindberg heroes are to realize that the scape-
goat is indeed necessary: as expressed most clearly in
Advent, they come to the realization that he who will
not let Christ suffer for him must suffer himself!
Karl, in the meantime, continues to rely on his own
intelligence to guide him toward the truth: reason is
the divine spark which distinguishes man from the ani-
mals, and in rejecting reason organized religion (rep-
resented by Agda's brother Gustav) reduces men to an
animal state:
Du vill, att ménniskan skall utsldcka den
himlaborna gudagnistan, som just skiljer
henne fran djuret, och du madtte ha gjort det,
ty dirom vittnar ditt tal.?
Given the unorthodox nature of the views which it
advocates, Fritidnkaren has a rather curious epigraph:
Jag &r icke kommen till att sanda frid
utan svardet.
Jesus av Nasareth.®
The quotation is from Matthew 10:34, and its signifi-

cance is given in the following two verses:

For I came to set a man at variance against
his father.... And a man's enemies shall be

7 Samlade skrifter, I, 50:

You want mankind to extinguish the celestial
divine spark that distinguishes him from the
animals, and you must already have done so,
for your words bear witness of it.

8 Ibid., 5:
I came not to send peace,

but the sword.
Jesus of Nazareth.
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they of his own household. (Douay-Rheims
translation.)

The reference is ironic: Karl is at variance with those
around him not because of his faith in Christ, but
because of theirs!

Gustav and the members of Karl's family are (like
Strindberg's mother) pietists: members of a particu-
larly austere fundamentalist movement. Theirs is a lit-
eral and joyless faith, with emphasis on sin and pun-
ishment rather than on love and reconciliation. Karl
sums up their faith and his own reaction against it in
terms of a biblical curse (from the Ten Commandments)
which is to haunt many of Strindberg's future heroes:
the others believe in the 0ld Testament God of retribu-
tion, he in the New Testament God of love:

... jag soékte uppriktigt i de heliga skrif-
terna att finna den upplysning, som skulle
leda mig fram till trons hirlighet, men jag
fann blott ... ett forfarligt mdérker, ingen
ledande stijdrna, som kunde sprida den minsta
strdle av ljus och hopp 6ver min sargade
sjal. D& vaknade omsider ett tvivel pad denna
lira, som utlovade s& mycket men gav sa
litet. Det £f6ll en gnista i min sjdl -- hon
viaxte och vaxte, tills hon flammade upp till
en hirlig eld -- jag hade kommit till visshet
och klarhet, och frid och f6rsoning togo sina
boningar i mitt sirade hjirta.

Nu bdérjade £f6r mig ett nytt 1liv. Den
fruktansvdrde Jehova, som uttalade sina
straffdomar over fidrens missgdrningar inpa
barnen till tredje och fijidrde led, var for-
vandlad till den ké&rleksfulle, milde fadren,
som sinde den karaste bland sina soner att
predika upplysning och frid p& jorden. Dar
férr den sjuka fantasien hade sparat en
fiende bakom varje buske i den fria naturen,
didr var nu liv och glddje -- och den lilla
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blomman s&nde sitt rékoffer upp till den
allsmiaktiges tron.?®

Despite its shortcomings as a play, Fritdnkaren is
not without interest, and is well worth reading, if not
staging. The twenty-year old who wrote Fritdnkaren and
the sixty-year old who wrote Stora landsvdgen (The
Great Highway, 1909) were, after all, the same man, and
one can see in the former the glimmering spark which

was to erupt into "the greatest fire in Sweden".

9 Samlade skrifter, I, 17:

... I searched the holy scriptures dili-
gently, looking for understanding that would
bring me to the glory of faith, but I found
only ... an appalling darkness, no guiding
star that c¢ould shed the smallest ray of
light and hope on my lacerated soul. Then,
gradually, I began to doubt that teaching,
which promised so much but gave so little. My
soul was ignited by a spark -- it grew and
grew, until it erupted into a glorious fire
-- I had arrived at certainty and clarity,
and peace and forgiveness made my wounded
heart their dwelling place.

Then a new life began for me. The fear-
ful Jehovah, who pronounced sentence for the
sins of the fathers on the children until the
third and fourth generations, was transformed
into the loving, gentle father, who sent the
most cherished of his sons to preach under-
standing and peace on earth. Where once the
sick imagination had detected an enemy behind
every bush out in nature, there were now life
and joy -- and the little flower sent its
offering of incense up to the throne of the
almighty.



Chapter 2

Hermione

After Fritidnkaren was rejected by Kungliga teatret
in 1869, strindberg wrote and submitted another play,
this time trying to apply his talents to contemporary
theatrical taste. Den sjunkande Hellas (The Last Days
of Hellas) was a three-act verse drama on a classical
theme: the defeat of Athens (and Thebes) by Philip II
of Macedon in 338 BC. When this play too was rejected,
Strindberg rewrote it (in 1870) as a five-act tragedy
and submitted it in competition to the Swedish Academy,
where it won an honourable mention. The five-act ver-
sion of the play was named after its heroine: Hermione:
sorgespell (Hermione: a Tragedy).

It is an interesting play; Strindberg is learning
his craft quickly. Although the dialogue is still for
the most part declamatory and artificial, it is not so
stilted as that of Fritdnkaren (in spite of being in
verse), and there is a much more successful attempt at
characterization. Unfortunately, in this first attempt
at historical drama, the author seems to have been
overwhelmed by his material, and there is little in the

play that can easily be identified as Strindberg.

1 samlade skrifter, I, 61-163.
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Hermione does, however, show the same interest as
Fritdnkaren in theological gquestions: the opening
scenes of both present religious disputes, in this case
about whether the gods of classical Greece really
exist. The most telling argument in the debate is‘
advanced by the fool Alcinous, who argues that the
existence of the gods (or God: note the capitalization
in the following extract) can be inferred from artistic
inspiration. The sentiment is perhaps that of the ide-
alistic twenty-one year old author, just embarking on
an artistic career:

Men sdgen mig uppriktigt: ha'n I aldrig

i edra brést en maktig rorelse

bemarkt -- en outsadglig kansla roént

av himmelskt ursprung, d&2 I ha'n betraktat

en hirlig gudabild av mistarhand?

Om I det haven kdnt, sd veten, vénner,

att det en Gud &r som till eder talat.?

Perhaps the characteristic of this play most typi-

cal of Strindberg, however, is its strong emphasis on
fate. He has not yet developed his theory of the indif-
ferent or malevolent powers which rule human destiny,

but their presence can be felt in the events of the

play. Driven by forces greater than herself, Hermione,

2 gsamlade skrifter, I, 66:

But tell me truly: have you never felt

within your breast a powerful commotion --

experienced feelings inexpressible

of heav'nly origin, when you beheld

a finely sculptured god made by a master?

If you've felt that, then you must know, my
: friends

that you have been communing with a God.
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daughter of the priest of Ares, feels compelled to play
a part in the destiny of Athens at the approaching
battle of Chaeronea. She sets off to assassinate Philip
of Macedon, hoping by this deed both to discourage the
Macedonian army and to spur the forces of Athens and
her allies on to victory. On her way to Philip's camp,
she meets her father, who has consulted the oracle of
Zeus at Dodona and received a prophecy which confirms
her destiny and seems to endorse her plans: "Offret
re'n férdigt stép; Athenas dotter det t&nder."?® She
comes across Philip, sleeping and unguarded, but before
she can deliver the fatal blow she is filled with the
realization that she is deeply in love with him, and
she cannot execute the plan. She was to have signalled
her success to the Greek army by waving a torch above
her head, and when Philip now orders her to light it in
order to guide their way back to the Macedonian camp,
she realizes that her destiny was not to deliver her
city, but to betray it: the sacrifice to which the
prophecy referred is not Philip, but Athens! Resigned
to her fate, she gives the prearranged signal, and
Philip is victorious (thus ending the era of the city-
state in Greece: the explénation of the title of the
earlier version of the play). In the final act Hermione

dies at the hand of her father, thus being spared fur-

3 Samlade skrifter, 1, 125 (Act 1IV): "The
sacrifice is ready; Athena's daughter will light it."
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ther unwilling complicity in the humiliation of Athens.
Throughout, Hermione has acted from motives of purest
patriotism, but the gods have decided otherwise, and
have used her as an instrument of their will; man can-
not control his destiny!

Significantly, the climactic events in the play
are explicitly associated with the North Star, which,
with its fixed position in the skies, is a fitting sym-
bol of the unmoved mover, immutable destiny:

KRITON:
-~ Védlan, Hermione,
i denna natt, forr&n Bootes,
som sist bland stjirnorna till vila gar,
av Kos jagas i Okeanos,
skall du ditt verk uti fullbordan bragt.4

In the second act, Strindberg presents a debate

between the orators Demosthenes, who argues for resis-

4 Samlade skrifter, I, 126 (Act IV): .
CRITON [Hermione's father]:
R Well then, Hermione,
upon this night, before Boobtes,* ‘
the last among the stars to go to rest,
is chased by Aeos into Oceanus,
you will have brought your task to its com-
pletion.
* Bootes (the Ploughman) is the constellation which
contains the North Star, Arcturus, to which Strindberg
is in fact referring. The substitution must have been

unintentional, since the words Bootes and Arkturus are

rhythmically identical.
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tance to Philip, and Aeschines, who argues for capitu-
lation. Criton characterizes Demosthenes as a lion and
Aeschines as a fox, and in his oration Demosthenes des-
cribes Philip as a jackal, "som sjdlv ej miktar ta sitt
rov i o6ppen / och &drlig strid."® More important than
this animal symbolism, however, is the curse which
Criton, arguing in support of Demosthenes' position,
calls down upon the heads of those Athenians who do not
heed his call to arms:

... Stannen! Stannen!

I viljen ej! Naval, di skall jag rycka

forbannelsen ifran din himlaborg,

O Zeus, och slunga o6ver detta folk,

som gloémskt har blivit av allt ratt och
heligt.

Férbannad vare den som hir ej stannar

och vadpnar sig till fosterlandets viarn!

M3 honom aldrig mer foérunnas nad

att medelst bdén och offer sona gudar.

M& ej hans &krar ndgra skérdar bira,

ej vin hans vingadrd giva. M& hans maka

ej njuta moderké@nslans hdga £fréid,

och m&d han sist kring jordens vida krets

av K&rerna bli jagad utan ro,

tills pa en 6de strand han ddden dér,

att ej hans ben av minskor tédckas ma

med mull, och fredlds skall han irra kring

pad Stygens strand, att dir ett osidllt liv

i evighet han féra ma!

(Aischines och den stérre delen av folket
hava gatt.)s

5 Ssamlade skrifter, I, 92" "which is not able to
take prey in fair / and open strife."

¢ Ibid., 100-101:

++. Oh stay and hear!

So you will not! Well then, I shall call
down

a malediction from your fortress high,

O Zeus, and cast it over all these folk,

who have forgotten all that's right and holy.

Accursed be he who does not here remain
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This curse 1is well adapted to the religious
beliefs of classical Greece, but those acquainted with
Strindberg's later works will recognize in it several
elements from the biblical curse delivered from Mount
Ebal (Deuteronomy 28:15-68): those who bear the curse
are to be denied enjoyment of the fruits of their
fields, vineyards, and loins, and are to be denied bur-
ial. The curse's last two lines could well describe
the Wandering Jew-Pilgrim figures that populate Strind-
berg's most personal works: men who are both victims of
a curse and hounded by fate. The idea is essentially a
classical one, which Strindberg adapts to his own situ-
ations; Hermione is evidence that he was aware of this.

In Hermione can be seen germs not only of the
author's post-Inferno works; but it also contains his

first use of the word sjdlamérdare (soul-murderer,

and come to the defence of fatherland!
To him may never more be granted grace
to appease the gods through prayer and
sacrifice.
May all his fields be quite devoid of har-
vest,
his vineyards give no wine. And may his wife
not know the sweet delights of motherhood,
and may he be at last round earth's vast
sphere
hunted by the Keres without rest,
until upon an empty beach he dies,
so that his bones will find no covering
of earth, and exiled shall he wander round
on Stygian shore, and for eternity
may he there lead a damnéd life!

(Reschines and the greater part of the people
have gone.)
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apparently a word of his own coinage extrapolated from
the adjective sjdlamérdande (or sjdlsmérdande): liter-
ally soul-murdering, corresponding to the figurative
use of the English word deadly (i.e., boring, stultify-
ing, acid-tongued, humiliating, overwhelming, etc.). It
is a word (and a concept) that become very important to
Strindberg during his naturalistic phase, during which
he was fascinated with the power of suggestion and the
processes by which one mind gains dominance over
another. The soul-murderer appears under several guises
throughout his writings, the most important being can-
nibal, vampire, and parasite: all individuals who exert
psychological pressures which prevent others from self-
realization. The word appears in Hermione as Criton
berates Callimachus, the prominent Athenian who was to
have married Hermione until he proved himself a coward
(and, eventually, a traitor):

[Du] p& rakstugan néta dagen bort

i prat med dessa sjalamdrdare,

som kalla sig sofister -- det &r fyllest
for att av landets ungdom bilda slavar.?

7 Samlade skrifter, 1, 79 (Act I):

[You] waste away your days in barbershops
in idle chatter with soul-murderers,
the self-styled sophists -- they are all we
need
to make slaves out of all our country's
youth.
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Chapter 3

" I Rom"

"I Rom: dramatisk situation i en akt"! ("In Rome:
a Dramatic Situation in One Act", 1870) was Strinberg's
first performed play: it was given ten times on the
smaller stage of Kungliga teatern beginning September
13, 1870, and was presented on the larger stage on
November 19 of that year, the one hundredth anniversary
of the birth of Bertel Thorvaldsen (1770-1844), the
Danish sculptor whd is the central figure in the play.

The play is based on a real incident in Thorvald-
sen's life. After six years (beginning 1897) of study-
ing and practicing his art in Rome, he had created a
universally admired and acclaimed sculpture, Jason, but
had not succeeded in finding a buyer for it. His schol-
arship from the Danish Academy of Art was expiring and
he was in dire financial straits, considering abandon-
ing his artistic career and returning to Denmark to
take up a "real" job, when the Englishman Sir Thomas
Hope commissioned the statue in marble and enabled him
to remain in Rome sculpting.

The play is a bagatelle; the fact that it was the
first of Strindberg's plays to receive production is in

itself eloquent testimony to the theatrical taste of

1 samlade skrifter, 1, 165-200.
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the times: the play is short, light, written in verse,
and depicts an artistic milieu (a subject much in
vogue). There is an autobiographical element to the
play (Strindberg, like Thorvaldsen, was experiencing
financial and family pressures to abandon his artistic
ambitions and take a "regular" job), and one can note
the young author's mastery of dialogue improving by
leaps and bounds, despite the far more restrictive
medium (rhyming iambic pentameter). Of greater inter-
est, however, is the religious idealism with which he
manages to permeate this inconsequential piece. As in
Hermione, the presence of God is seen in artistic crea-
tion and in our responses to works of art; looked at
from the opposite direction, artistic inspiration is a
spark of the divine fire, artistic creation a religious
act. This idea is first advanced by Thorvaldsen's coun-
tryman, friend, and fellow artist, Pedersen, when lack

of success makes the former begin to doubt his talent:

PEDERSEN:
Till hijdrtats rést din 1it du blott béor
satta.
THORVALDSEN:
Men om den mig pa villovidgar £o6r?
PEDERSEN:
Det kan den ej: -- det &r Guds roést du hoér.2
2 samlade skrifter, I, 177 (sc¢. i):
PEDERSEN:
What's in your heart is what you must
believe.
THORVALDSEN:
But if me down the garden path it steer?
PEDERSEN:

It cannot: -- it's the voice of God you hear.
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Thorvaldsen's self-doubts are resolved in contem-
plation of his statue, and the symbol of divine fire is

added to Pedersen's notion:

... 0! nu jag kanner

den eld, som ner i sjdlens djup mig brénner!
Ja! jag vill leva att den elden varda,

att den en gdng md hirligt bryta ut

och md@ mig méta 6den, &n s& hiarda,

jag vill dock striden modigt kdmpa slut!s

Thorvaldsen was the leading Scandinavian exponent
and practitioner of neoclassicism, and Rome, with its
treasury of Greek and Roman sculpture, was his inspira-
tion. The play closes with an original (and unorthodox)
explanation for Rome's sobriquet, the Holy City: it is
holy because it provides inspiration to artists, and
artistic inspiration is divine!

THORVALDSEN:
... jag vill liva upp ett gammalt minne:
sen I, i dag &r just den dagen inne,
did jag fo6r sex ar sedan vigen tog
till Monte Pincio, att fa d&r betrakta
den helga staden uti all dess prakt...
Jag kom och s3g ... mig grep en sdllsam makt.
Och mina knén sig béjde ned sd sakta,
och hjartat klddde sig i hégtidsskrud.
En suck sa andaktsfull smég fr&n min mun:
"H&r &r ett heligt rum, och hdr bor Gud" ...

3 samlade skrifter, I, 187 (sc. iv):

ees. Oh! now I know:

deep down within my soul a fire's aglow!

Yes! now my goal will be that fire to nur-
ture,

until one day its raging flames may burn;

however hard the blows of fate in future,

I will persist until I victory earn!
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Kom, 13t mig njuta &n en s&dan stund.*
The other image of note in the play is Thorvald-
sen's earlier comparison of the artist's life to a pil-
grimage along a road strewn with thorns:

Mah3nda var férnuftet ock férvirrat

av ungdomsyran, d3 jag dvergav

for konsten allt och tog helt glad min stav
att vandra pd den tdérnbestrddda stig,

didr man med ndden jamt f&r foéra krig.S

As Strindberg develops the pilgrimage symbol
throughout his own artistic career, it will come to
symbolize the pursuit of truth not only in art, but in

life itself€.

4 Samlade skrifter, I, 199-200 (sc. ix):

THORVALDSEN:
... I want to reenact an old memory:
it is today the very day, you see,
on which, six years ago, I wandered up
to Monte Pincio, there to behold
the Holy City in its splendour dressed ...
I came and saw ... was by strange power pos-
sessed.
My knees then of themselves began to fold,
my heart put on the garb of holiday.
And past my lips an awe-filled sigh then
tore:
"This is most holy ground; here God holds
sway" ...
Come, let me feel that moment yet once more.

5 Ibid., 186 (sc. iv):

Perhaps my reason also was confused

by youth's delirium when once I spurned

all things for art, and, staff in hand, I
turned

to wander on the thorn-encumbered track

where need, the foe, walks ever at one's
back.
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Chapter 4

"Den fredldse"

The second of Strindberg's plays to be performed
was '"Den fredlése: sorgespel”™ ("The Outlaw: a Trag-
edy", 1871), which had six performances at Kungliga
teatern beginning October 16, 1871. In the meantime,
Fritidnkaren had been published, and the young play-
wright was becoming something of a literary sensation:
with disastrous results on his studies! Those studies
were not wasted, however, for "Den fredlése" was the
result of university studies of the Icelaﬁdic sagas;
the tales fired Strindberg's imagination, and inspired
at least two extant works: "Den fredlése" and "Borjan
av An Bogsveigs saga" (1872). |

The previous year, Strindberg had written a three-
act play called Blot-Sven2, but burned it after it had
been severely criticized by one of his friends. Rewrit-
ten as a one-acter, that play became "Den fredlése".

The setting in 1Iceland around the year 1100 (i.e.,

1 Samlade skrifter, I, 201-52.

2 Blot-Sven (reigned 1084-87) was Sweden's last
pagan king. The name Blot-Sven means "sacrifice-maker";
his real name may have been Sverker, since he is
believed to have been the grandson of Sverker Kol
(sérkver Karl), who is named in the thirteenth-century
Icelandic saga Brennu-Njdls saga (Burnt Njall's Saga)
(Ohlmarks, 30-31). In his history play Bjdlbo-jarlen
Strindberg describes how the descendents of Blot-Sven
contended with those of St. Erik for the Swedish throne
during the following century and a half.
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about a century after the introduction of Christianity)
is a bit late for the sagas, most of which deal with
| the period 870-1030, but whenever Strindberg wrote on
historical themes, he chose to deal with a time when
one age or movement (in this case, Scandinavian pagan-
ism) was on its very last legs, about to give undis-
puted sway to another: the choice can be seen in Hermi-
one as well as in his cycle of Swedish history plays.

The hero of "Den fredldse" is a Swede (Thorfinn),
who has fled to Iceland with his wife (Valgerd) and
daughter (Gunléd) in order to protect them £from the
influences of Christianity, which was overwhelming his
homeland. He is a hang-over from a previous century:
not only one of the last pagans, but one of the very
last Vikings as well, who has chosen this remotest cor-
ner of Europe in an attempt to hold on to his way of
life. This is not to be, however: history rolls on,
even in Iceland, and Thorfinn is doomed to go under.
"Den fredldse" is the story of his defiant last stand.

Thorfinn does not believe in the pagan gods him-
self -- in his own words,

ir jag ej Thorfinn jarl den starke,
som béjde tusen viljor under sin?

Som aldrig kravde vanskap eller &lskog,
men sjialv bar sina sorger!3

3 Samlade skrifter, I, 239:

Am I not Earl Thorfinn the Strong,

who bent thousands to his will?

Who never asked for friendship or for love,
but himself bore his own sorrows!
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Even in the midst of his despair, when he commands a
Christian slave to pray for him, his self-reliancé
asserts itself; he is beyond help because his pride

will not permit him to ask for help:

THORFINN: .... Kan du doé med lugn i denna
natt?

TRALEN: Ja, om jag bara hann gdra en bén
forst.

THORFINN: Far man lugn d&?

TRELEN: Ack ja, herre!

THORFINN (stiger upp och tar en b3dgare): Du
skall f£f3 den hir om du beder f£6r mig.

TRELEN: Det &r for litet!

THORFINN: Du skall f34 tio -~ men om du nam-
ner ett ord darom -- tar jag ditt liv!

TRALEN: Det hjdlper ej om I ocksid gdven mig
hundra. I skolen bedja sjalv!

THORFINN: Jag kan ej! Men jag befaller dig!

TRALEN: Jag skall lyda -- men I fan se att
det icke hjdlper. (Beder.) Jesus Krist, for-
barma dig over denna arma syndare, som tigger
om nad!

THORFINN: Det &r 16gn -- jag tigger aldrig
om négot!

TRALEN: Sen I att det inte hjdlper nu!4

4 Samlade skrifter, I, 242-43:

THORFINN: .... Could you die peacefully
tonight?
THE SLAVE: Yes, provided I had time to pray
first.

THORFINN: Does that give you peace?
THE SLAVE: Oh yes, lord.

THORFINN (rises and takes a goblet): 1'll

give you this if you pray for me.
THE SLAVE: That's too little.

THORFINN: I'll give you ten -- but if you
say a word about it -- I'll kill you!

THE SLAVE: It wouldn't help even if you
gave me a hundred. You should pray for your-
self.

THORFINN: I can't! But I command you to!

THE SLAVE: I'll obey ~-- but you'll see that
it doesn't help. (Prays:) Jesus Christ, have
mercy on this poor sinner, who begs for
grace!

THORFINN: That's a lie -- I never beg for
anything! _

THE SLAVE: Do you see now that it doesn't
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This is a heroic¢ figure in the romantic Sturm und Drang
mould. It also looks forward to existentialism: not//////
only does Thorfinn perceive himself as bearing his own
sorrows (i.e., taking complete responsibility for his
own actions and their consequences), but he is so pef—
ceived by others; as his wife imagines his drowning at
sea after she has received a report that his ship went
down in a storm, she considers that now, finally, his
self-reliance must have deserted him: "Du ropar pa
hjalp, du starke man, som alltid halp dig sjalv_...."s
His self-reliance has not deserted him, however: bear-
ing the skald's harp in one arm, he heroically swims to
shore. The scene which the skald Ormé paints of this
episode makes a significant identification of Thorfinn
with N&dcken, the evil spirit of the water:

-- I skullen ha sett honom, d& han sam med

min harpa i handen -- Henne hade han lovat

hdlla reda p&; havstdngen hade snott sig i

hédr och skidgg, s& att man var frestad att
tro, det vore necken sijilv -- I detsamma kom

help!

5 Samlade skrifter, I, 220: "You call for help,
strong man, who always helped yourself "

6 The name literally means "snake", perhaps an
indication that Strindberg is already developing a view
of the poet's function in society as agent provocateur!
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en vdg -- stor som ett hus -- -- 7
Néckeh appears as a character in Strindberg's play
Kronbruden (The Virgin Bride, 1901), where he repre-
’sents the primitive, untamed, darker side of nature
(including human natufe); in that play he also longs.
for salvation.

Thorfinn is a precursor of Strindberg's post-
Inferno heroes: refusing to allow Chfist to suffer for
him (through his rejection of and opposition to Chris-
tianity), he must suffer himself until, like the Mag-
istrate in Advent, he is driven forth to the very foot
of the Cross (Thorfinn dies with an acknowledgement of
the new God on his lips). His suffering takes on a form
which 1is also characteristic of later Strindberg
heroes: loneliness. One who is completely self-reliant
finds himself, in the end, completely alone. The lone-
liness itself becomes a symbol for the emptiness of his
life. His wife hates him (presumably for having trans-
planted her from her home in Sweden to this bleak and
ice-bound land) and his daughter fears him. The latter
has become a Christian, despite her father's opposition

to that faith, and Valgerd, although not told of this,

7 Samlade skrifter, I, 221:

-- you should have seen him, swimming with my
harp in his hand -- he had promised to look
after it; seaweed had twined itself in his
hair and beard, so that one was tempted to
think it was Nacken himself -- just then a
wave came -- large as a house -- --
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secretly knows of and approves her daughter's actions
(just as she knows of and approves Gunlodd's continuing
attachment to Gunnar, her childhood sweetheart): "N&r
sdg du en mor som icke visste sin dotters hemlighet?"®
Indeed, Valgerd has been exposed to Christianity
too, and although she has not yet gone so far as her
daughter, she too is beginning to doubt the old ways
and embrace the new faith. Valgerd has long been seek-
ing revenge on her husband for what he has made her
suffer (this is the earliest example in Strindberg's
writings of the love-hate relationship that has come to
be known as a Strindbergian marriage), but during the
storm which wrecks his ship she sacrifices her revenge
to the pagan gods in order to obtain his deliverance,
and places a torch in the window‘to guide him to shore.
When a gust of wind extinguishes the torch, she is sha-
ken; she reveals that she has long only feigned belief
in the o0ld gods in order to appease her husband, and
she gropes toward a faith in the new God, about Whom
her knowledge is very sketchy:
(En v&aderil skakar luckan och slédckar blos-
set. Valgerd far foérskrdckt upp och ténder
blosset anyo.) 0! han férgas -- vad skall jag
géra! Bedja? till vem? 0din? Njord? 8gir? Jag
har anropat dem i fyra génger tio &r, men
aldrig ha de svarat! Jag har blotat, men
aldrig ha de hulpit. -- Du, Gud, vad Du &n ma

heta -- Du midktige, som later solen gd upp
och ned, Du vadldige, som ra&der d6ver vind och

8 Samlade skrifter, I, 217: "Have you ever seen a
mother who didn't know her daughter's secret?"
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vatten, till Dig vill jag bedja -- Dig vill
jag offra min hdmnd, om Du r&ddar honom!?®

The final words of this prayer are more prophetic than
she knows: she does become reconciled to her husband
subsequent to his delivery from a watery death, but his
dying words show that he has been delivered as well
from his paganism. They are still strangers to each
other, however: after he has been outlawed by the
(Christian) Icelandic community, and is threatened with
being burned alive in his house, she expresses her love

for him through her willingness to share his death, and

9 Samlade skrifter, I, 220:

(A gust of wind rattles the window frame and
extinguishes the torch. Valgerd, terrified,
relights the torch.) Oh! he's dying -- what
shall I do? Pray? to whom? 0din? Njord?
Aegir?* I have invoked them for four times
ten years, but never have they answered! 1I
have offered sacrifices, but never have they
helped. -- You, God, whatever Your name is --
You powerful one, who cause the sun to rise
and set, You mighty one, who rule over wind
and water, to You will I pray -- to You will
I offer up my revenge, if You deliver him!

* Valgerd has chosen her nordic gods well: 0Odin (the
All-Wise) was supreme god of the later Scandinavian
pantheon and was, among other things, god of war and of
the dead; Njord was the god of ships and protector of
seafaring men, ruler of the winds and calmer of the
seas; and Aegir was the god of the sea (Benét, I, 728;

Davidson, 128-38).
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at least to him she continues to feign a belief in the
old religion:

Thorfinn! .... ... jag har svurit félja dig i

déden -- s& &r ju gammal sed -- Se hdr har
jag rett min gravhdg (dppnar en lucka p& gol-
vet), h&r vill jag dé -- under dessa sotiga

bjadlkar, som varit vittnen till mina sorger
-- tillsammans med dessa hogbdnkstolpar, som
visade oss vagen hit -- vill jag g& upp i
lagorna och med rdéken skall min ande stiga
mot Gimle och £& klarhet och frid!ie

10 samlade skrifter, I, 245:

Thorfinn! .... .. I've sworn to follow you
into death -- that s the old way, as you know
-- See, I've prepared my burial mound here
(opens a trap in the floor); here will I die
-- under these sooted beams, which have been

witnesses to my sorrows -- together with
these high-bench pillars,* which showed us
the way here -- I'll burn up in the flames

and with the smoke my spirit shall rise

towards Gimli** and receive enlightenment and

peace!
* The high bench was the seat of honour in an 0ld Norse
house. Centred on one wall, upon a dais, and immedi-
ately before the open fire, it was placed between two
carved pillars, which extended from the top of the dais
to the ceiling beam. In his opening stage directions,
Strindberg tells us that these particular two pillars
weré carved with representations of the gods 0din and
Thor (Ibid., 203). Valgerd here indicates that they had
once been erected on Thorfinn's ship.
*¥* Gimli was a golden-roofed building in Asgard (the
realm of the gods) to which it was said that righteous

men went after death (distinct from Valhalla, another

hall in Asgard, which was the final destination of
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Later, however, when Thorfinn has been given the honour
of dying in combat rather than being burned alive (thus
preventing Valgerd and Gunldd from sharing his fate),
Valgerd confesses to her daughter that she too believes
in the new God, although she knows Him but imperfectly:
"Jag hoppas pd den Gud, som &r kérleken."ll

Like so many Strindberg heroes (and like those of
the Icelandic sagas after whom he is patterned), Thor-
finn is a man pursued by fate. In his case, fate mani-
fests itself as the relentless roll of history, which
leaves him behind. The notion is introduced by the
skald Orm (Thorfinn's blood-brother) in a highly sym-
bolic speech which makes it clear that the new age that
is dawning in Scandinavia is the age of Christendom,
and that Thorfinn, who rejects the new age, will share
the fate of the old gods:

Jo, Thorfinn, jag skall tala! Kinner du

hur marken gungar under dig -- det betyder
jordbadvning! Hela vdrlden b&avar i dessa
dagar, ty hon skall till att £f6éda -- hon

skall foéda fram, under gruvliga smartor, en
hidrlig hjdlte. Oppna dina d6gon och se! Ser du
hur 6sterns folk kampar med visterns? Det ar
dlskogens forsta strid -- den nya makan dar-
rar fér den gamlas omfamningar, hon k&mpar
och lider -- men snart skall hon fréjdas --
och facklor skola tdndas i tusendetal och
hela jorden skall strdla av frid och gléadije,
ty han skall fédas, den unge, den starke, den

those who fell in battle) (Davidson, 28).

11 samlade skrifter, 1, 247: "I hope in the God
Who is love."
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skéne drotten, som skall harska o6ver alla
folk -- vars spira heter kirlek och vars
krona heter ljus -- och vars namn i&r den nya
tiden! -- Thorfinn! minns du sagan om Thor
hos Utgdrda Loke? Katten lyfte han hégt sé
att trollen bleknade -- ur hornet drack han
s&8 djupt, att trollen bidvade -- men nér
kdringen fdllde honom pd knd -- D& skrattade
trollen! Det var tiden som besegrade honom,
och det &dr tiden du har k&mpat mot och som
slagit dig -- det &r tidens herre -- det &r
Gud som krossat dig!l2

12 samlade skrifter, I, 234:

Yes, Thorfinn, I will have my say! Do
you feel the ground heaving beneath you --
that signifies an earthquake! The whole world
is trembling in these times, for it is about
to give birth -- it will give birth with ter-
rible pains, to a glorious hero. Open your
eyes and see! Do you see how the people of
the east are striving with those of the west?
That is love's first quarrel -- the new bride
trembles at the embraces of the old man, she
struggles and suffers -- but soon she will
rejoice =-- and torches will be 1lit in the
thousands, and the whole world will be radi-
ant with peace and joy, for he will be born:
the young, the strong, the beautiful king,
who will rule over all people -- whose scep-
tre is called love and whose crown is called
light -- and whose name is the new age! --
Thorfinn! do you remember the story of Thor's
visit to Utgard-Loki? He lifted the cat so
high that the trolls grew pale -- he drank
from the horn so deeply that the trolls trem-
bled -- but when the old woman brought him to
his knee -- then the trolls laughed!* It was
time that defeated him, and it's time that
you have struggled against, and that's what
has beaten you -- it's the lord of time --
it's God who has crushed you!

* Utgard-Loki (literally, Outlying Loki) was a giant
who lived somewhere east of Asgard. Thor visited him
there, where he and his companions were subjected to
several trials of strength, at which, to their amaze-

ment, they made a poor showing: Thor succeeded in rais-
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If time has left Thorfinn behind, it has also left
him completely alone. It is in his loneliness that the
two symbolic patterns of the play -- the birth of a new
age upon the death of the old, and the leading of a
sinner to the Cross -- converge: as mentioned above,
the loneliness caused by the march of time becomes the
suffering that leads Thorfinn to God. The first pattern
is elucidated in the speech of Orm just cited; the sec-
ond is embodied in Thorfinn's long and moving soliloquy
on the despair of solitude, as he traces his movement
ing only one paw of a great cat from the ground (but
even this caused the spectators to blench), could not
empty a drinking horn which he was given (although all
were amazed that he succeeded in even lowering the
level of the liquid therein), and was finally forced to
drop to one knee in a wrestling match with an old and
decrepit woman. Later, they learned that nothing
involved in these tests had been what it had seemed to
be: the cat had actually been Thor's arch-enemy, the
Midgard Serpent; the tip of the drinking horn had res-
ted in the ocean (which Thor had succeeded in lowering
to ebb tide); and (Orm's point here) the crone had been
none other than 0l1d Age (i.e., time), which can over-

come even the strongest (Davidson, 34-35 et passim).
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from his former assured self-reliance to his present
craving for meaning in his life:

Ensam! Ensam! Ensam! ...
(Uppehadll.)
Jag minns, det var en hést,
dagjamningsstormen gick med vald
fram 6ver Englands hav. Min drake krossades
och jag blev ensam kastad pad ett skéar!
Se'n blev det stillt. -- 0! vilka langa dygn!
Blott molnfri himmel &ver mig
och &ndlést, djupblétt hav omkring mig!
Ej ljud av livfylld varelse!
Ej masen vickte mig med sina skrin!
ej ens en kdre kom den latta vag
att skvalpa mot en sten.
Det forefdll mig som jag sjidlv var doéd;
jag hoégljutt talade och skrek,
men résten skramde mig
och torkan band min tunga.
Blott hjartats jamna slag i brostet
mig minde att jag fanns!
Men ndr en stund jag lyssnat till dess 1ljud
jag snart ej mer det hérde.
Da for jag upp av bdvan
och s& var gang, tills jag i vanmakt £6l11.
Nar d& jag vaknade till slut -- jag horde
invid mig sakta slag lik hjartats,
jag hdérde flidsande frin mun som ej var min,
och modet vaxte ater i min s3jal.
Jag sag mig om,
det var ett sildjur, som sig sékte vila;
det sig pd mig med égon fuktiga,
som om medlidande med mig dem £fyllt.
Nu var jag icke mer allena.
Jag striackte ut min hand att smeka
dess strdva kropp; did flydde det
och jag var dubbelt ensam.
Nu stdr jag ock pd skiret.
Vad fruktar jag? Jo ensamheten!
Vad a4r d3 ensamheten?
Det ar jag sjalv!
Vem 8r jag dad att mig jag rades?
Br jag ej Thorfinn jarl den starke,
som béjde tusen viljor under sin?
Som aldrig kravde vanskap eller &alskog,
men sjalv bar sina sorger!
Nej! nej! jag &r en annan!
Och darfdr rddes Thorfinn starke
for Thorfinn svage! -~
Vem stal min kraft? Vem slog mig?
Mann' det var havet? Slog jag icke havet
tre ganger tio resor, och det slog mig
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blott en -- men d& till ddéden.

Det var did starkare. Det &r en gud.

Men vem slog havet s& att still det 1&g

dd nyss det rasade! Vem? Vem? Vem?

Det var den starkaste!

Vem &r d& du, den starkaste?

0, svara att jag md dig tro! -- -- --

Han svarar ej! -- Allt &r sd tyst! --

Nu hdér jag &ter hjadrtats slag!

0 hjalp! hjalp! jag ar sa kall,

jag fryser -- (G&r till dérren och ropar:)
i Valgerd!l3

13 samlade skrifter, I, 237-39:

Alone! Alone! Alone!...
(Pause.)

I remember, it was autumn,

and the equinoctial gale blew hard

on the North Sea. My dragon ship was wrecked

and I alone was thrown onto a skerry!

Then it grew calm. -- Oh! what long days!

Just the cloudless sky above me

and endless deep-blue sea around!

No sound of living creature!

No gull awoke me with its cries!

and not a breeze provoked the gentle wave

to lap against a stone.

It seemed to me that I myself was dead;

I talked out loud and cried,

but my voice frightened me

and dryness bound my tongue.

Only the steady heart-beat in my breast

reminded me that I was still alive!

But when I had been listening to its sound
awhile,

I soon no more could hear it,

and I was seized with dread.

This happened every time, until I senseless

- fell.

Then, when at last I woke -- I heard

beside me gentle beating like a heart's;

and panting from a mouth that was not mine,

and courage grew again within my soul.

I looked around:

it was a seal, which sought a place to rest;

it looked at me; its eyes were filled with
tears,

as if it felt compassion for my plight.

No longer was I now alone.

I then stretched forth my hand to pet

its rugged body; but it ran away,

and I was doubly lonesome.

Now I am on that skerry once again.
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The cold that Thorfinn feels is symbolic of his
spiritual emptiness. It is also winter (according to
Frye, the season of the disappeared hero: both Thorfinn
and Gunnar are absent when the play opens), and in Ice-~
land, which touches the Arctic Circle, darkness reigns.
The darkness is also made a symbol of Thorfinn's spir-
itual state, as he commands a slave to remain with him,

that he might not be alone:

What do I fear? Yes, loneliness!

What, then, is loneliness?

It is myself!

Who am I then, that I should fear myself?

Am I not Thorfinn Strong, the Earl

who has bent thousands to his will?

Who never asked for friendship or for love,

but his sorrows bore himself!

No! no! I'm someone else!

And therefore Thorfinn Strong now fears

Thorfinn the Weak! --

Who stole my power? Who has defeated me?

Perhaps it was the sea? Did I not beat the

sea

on thirty voyages, and it beat me

just once -- but then, to death.

It was the stronger, then. It is a god.

But who subdued the sea so it lay calm

when it had just been raging? Who? Who? Who?

It was the Strongest!

Who are you then, oh Strongest?

Oh, answer, that I might believe in you! --

He answers not! -- All is so silent! --

Now I hear once more the beating of my heart!

Oh, help! help! I am so cold, '

I'm freezing -- (Goes to the door and calls:)
Valgerd!
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du skall stanna en stund h&r hos mig.
Tand bloss -- manga bloss; hir &r sa moérkt --

och ldgg ved pad &rilen; jag fryser.l4
Indeed, Iceland itself is a symbol of Thorfinn's
state: the land he has deliberately sought out as a
haven is barren, hostile, and, above all, cold and
dark. The point is made early in the play, as Valgerd
gently berates Gunldd for not yet having £forgotten

Sweden and Gunnar:

VALGERD: Du har haft tre vintrar att goéra
ditt avsked pa.
GUNLOD: Du sade ratt -- tre vintrar -- ty
har blev aldrig sommar.
VALGERD: N&ar drivsen smilter blir det
vartls
Gunldd seems to think that by her mother's omen spring
will never arrive, but there is indeed a time of hope
and new life in store for her. Spring will come, and
her sorrows, buried deep within her heart, will give
birth to joy:
GUNLOD: Jag skall sld bort sorgen, moder.
VALGERD: Nej, nej, gom henne som det dyra-

ste du &ger. Kornet f&r icke ligga ovan jord,
om det skall bli ax och k&rna. Du har en djup

14 samlade skrifter, I, 240:

you'll stay here with me awhile. Light

torches -- a 1lot of torches; it's so dark
here -- and put wood on the fire; I'm freez-
ing.

15 TIbid., 204:

VALGERD: You've had three winters to make
your farewell.

GUNLOD: You're right about that -- three
winters -- for here it's never been summer.

VALGERD: When the pack ice melts it will be
spring!
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“jord, om det skall bli ax och k&drna. Du har
en djup sorg. Hon skall bdra stor frid och
stor glddje.l6

Spring comes, symbolically, with the arrival of
Gunnar, who has been on a crusade to the Holy Land, and
now comes seeking his beloved. His story, from the time
he left Sweden on his crusade until the moment he shows
up in Iceland, is told through a song which Gunlad
hears through the window as she is at prayer. His asso-
ciatibn with the spring (and thus with Gunléd's future
happiness) is established by the song's refrain: "Jag
kommer v&l &ter ndr granen blommar."l7

Although Gunlod is deeply in love with Gunnar, she
nevertheless gives him a cold reception: life with a
father who has never shown her love, in a cold and bar-
ren land, has made her afraid to give herself to
another; she has inherited some of her father's stub-
born self-reliance. Gunnar soon discovers that if he is
to win her, he must set about melting the pack-ice that

has seized her heart:

GUNNARV(trycker henne i sin famn): Gunldéd!
Gunldd! har sndén fallit s& tatt, att minnet

16 samlade skrifter, I, 204-05:

GUNLOD: I1'll shake off my sorrow, mother.
VALGERD: No, no: bury it, as the dearest
thing you possess. The seed must not lie on
top of the earth if it is to become a plant
and bear grain. You have a deep sorrow. It

will bear great peace and great joy.

17 Ibid., 208: "I'll surely come again when the
spruce tree blooms."
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frusit bort -- sjdlva eldfjdllet d&rute kan
ju grata eld -- och du &r kall som en sndvind
- 000018

He has brought her a wreath of spruce and blue hepa-
tica from the garden of her former home (where he now
lives): the green of the spruce and the spring flowers
are symbolic of hope (and the fulfillment of the song's
refrain: the spruce tree flowers!), and the blue colour
of the latter reminds Gunldd of cloudless summer skies.
He wants her to return to Sweden and marry him, and he
promises her the joys of summer (Frye's season of the
lover and the beloved), in contrast to the frozen life
she now leads:
f6lj mig fré&n detta foérfarliga land dit
bort d&r var barndom flydde, och lev sid fri
som fageln bland blommor och solljus och
varme -- ....l°%
It is significant that the song that relatés Gunnar's

past adventures describes him as having been away on

his crusade "i somrarna trenne'29, whereas Gunldd has

18 Samlade skrifter, I, 209:

GUNNAR (takes her in his arms): Gunldéd!
Gunléd! has the snow fallen so thickly that
memory has died of the cold -- even the vol-
cano out there can weep fire -- and you are
cold as a winter wind --

19 Ibid., 213:

... follow me away from this dreadful country
to where we spent our childhood, and live as
free as a bird among flowers and sunshine and
warmth --

20 Thid., 208: "for three summers”.
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had three winters to forget him: his love has burned
clearly during those three years, and he has been in
the Holy Land (where Christ was physically bdrn), which
(at least by Scandinavian standards) never knows win-
ter. One recalls Orm's portents of the new age: the
lighting of thousands of torches so that the earth is
radiant to greet a king crowned with light!

The ice-maiden does not melt easily, however; she
resolves that she will not bend to Gunnar's will by
going to where he awaits her on his ship: if he wants
her, he will have to return for her. He does return, in
the final moments of the play, as Thorfinn lies dying
from his wounds. Before he dies, he gives his blessing
on the marriage between these two whom he has tried so
hard to keep apart. In this sense too, his death is
symbolic: the deéth of (pagan) austerity of feeling and
the birth of (Christian) love!

The despair of Thorfinn's loneliness has brought
him at last to the foot of the Cross; that he finally
cares for someone besides himself is demonstrated by
his blessing of the two children, and that his soul as
well as his heart has been converted is evident from
his dying breath:

GUNLOD (stiger upp; gdr med la&ngsamma steg
och sinkt huvud mot Gunnar, tar hans hand och

leder honom till Thorfinn, d&r de falla pa
kné&. ‘
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huvud): Gud! (D&r.)21

As if to make sure that the significance of Thorfinn's
last word was not lost, Strindberg expanded the line
(the last in the play) in the second edition to read:
"Evige -- Danande -- Gud ... (Ddr)."22

Throughout the play, the winter sky has been illu-
minated by the eerie Northern Lights (Aurora Borealis).
As Thorfinn makes his last stand, these lights take on
a vivid red colour, as of blood -- an effective theat-
rical device for conveying offstage slaughter -- and
one is reminded of Marlowe's Doctor Faustus (V, ii,
144-45): "See, see where Christ's blood streams in the
firmament! / One drop would save my soul, half a
drop."23 In this final battle, although the new age
wins over the old, Thorfinn's soul is, indeed, saved.

When Gunnar appears, he bears two symbols besides
the wreath of greenery and blue spring flowers. One is

a cross which he wears on his arm: token that he has

21 samlade skrifter, I, 252:

GUNLOD (rises; goes slowly and with bowed
head toward Gunnar, takes his hand, and leads
him to Thorfinn, before whom they fall to
their knees.)

THORFINN (places a hand on each of their
heads): God! (Dies.)

22 71pid., 338: "Eternal -- Creating -- @God
(Dies.)"

23 1 am not aware of any evidence that Strindberg
knew Marlowe's play, but it is possible that he
intended the symbolism, without being aware that it had
been used before.
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visited the Holy Sepulcﬁre, it is also a visible remin-
der of the choice which Gunldd must make: the choice
between allegiance to a pagan father who appears not to
love her and a Christian husband who does. The power
struggle which goes on between ‘Gunnar and Gunléd
despite their love for each other is symbolized in the
heraldic¢ device which adorns his shield and dragon
ship: a tethered silver falcon. Gunnar himself explains
its significance, when he expresses his confidence that
Gunldd will come to him and will return to Sweden with
him:

GUNNAR: Vill du veta vad silverfalken med
bandet betyder, det &r den vilda flickan som
jag skall tamja.

GUNLOD: Du! -- G& innan jag hatar dig! --
Mig har annu ingen bdijt.

GUNNAR: Vilda blod, an sjuder det av
vikingaelden, men han skall slockna. Gunlédd,
ett dygn vintar jag dig, du skall komma, mild
som duvan, ndr hon sdker skydd, fastan du nu
1ikt falken vill flyga ©over molnen. -- Jag
hdller &nnu i bandet -- det &r din k&rlek --
och honom kan du ej slita.24

24 Samlade skrifter, I, 216:

GUNNAR: If you want to know what the teth-
ered silver falcon means, it's the wild girl
I'm going to tame.

GUNL8BD: You! -- Go, before I hate you! --
Nobody has made me bend yet!

GUNNAR: You have wild blood, still seething
with Viking fire, but it will grow still.
Gunldd, I'll wait one day for you; and you'll
come, gentle as a dove seeking refuge, even
though now, like the falcon, you want to fly
beyond the clouds. -- I still hold the tether
-- that's your 1love =-- and you can never
break it.
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He has chosen his heraldic device well: Ferguson tells
us (18) that a tamed falcon is a traditional symbol for
a pagan who has converted to Christianity. It is per-
haps a token of Gunnar's love that his arms represent
not himself but the girl he hopes to marry. The colour
of the tethered falcon, silver, is traditionally asso-
ciated with the moon (hence night, and comparative
coldness): Gunldd's present state, as opposed to living
free as a bird in sunshine and warmth if she marries
him. This association of the silver falcon with night
(although falcons are diurnal birds) is perhaps the
reason Valgerd (not realizing that Gunldéd is in fact
referring to the returning Gunnar) thinks it is a bad
omen, near the end of the play:

VALGERD: Tala -- vad ser du?

GUNLOD (med livliig gliddje): Silverfalken!

VALGERD: Vad sag du?

GUNLOD: Jag si8g en falk!

VALGERD: Det betyder nagot illa!2$
Indeed, as the representative of the new age, Gunnar
does embody an omen when he reappears: the death of the
old, represented by Thorfinn.

The transition between the old age and the new

(between paganism and Christianity) is made by Thorfinn

25 samlade skrifter, I, 249:

VALGERD: Speak -- what do you see?

GUNLOD (with animated joy): The silver fal-
con!

VALGERD: What did you see?

GUNLOD: I saw a falcon!

VALGERD: That forebodes something bad!



"Den fredldse" 40

in his death and by Gunléd in her life, as she first
converts to the new religion, and then leaves her pagan
past in order to join a Christian husband in a Chris-
tian land. This transition is difficult for her as
well. Her own account (to Gunnar) of her conversion
reveals that she too has been driven by suffering and
loneliness to the foot of the Cross. Her early love for
her father was apparently never reciprocated, and was
betrayed when he wrenched her from her happy childhood;
her mother has become hardened by her own sorrows, and
consumed with a desire for revenge on her husband; and
the young man whom she loved had disappeared from her
life, perhaps forever. She did not even possess Thor-

finn's self-reliance:

Forst trodde jag pd min far -- han var sa
stark -- se'n trodde jag pa min mor -- hon
var sd god -- sist trodde jag pad dig -- du
var si stark och sid god och -- s& skén; och
nar du for bort -- stod jag sa ensam -- mig
sjdlv kunde jag aldrig tro pd&d -- jag var sa

svag. Da mindes jag din Gud, som du si& ofta
bett mig &lska -- och jag bad till honom.2§6

Gunldd's acceptance of the new faith against the

wishes of her family has apparently restored her self-

26 Samlade skrifter, I, 210-11:

First I believed in my father -- he was so
strong -- then I believed in my mother -- she
was so good -- finally I believed in you --
you were so strong and so good and -- so
beautiful; and when you went away -- I was
all alone -- I never could believe in myself
-- I was so weak. Then I remembered your God,
whom you so often bade me love -- and I
prayed to Him.
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esteem, for as we have seen above, her pride becomes a
major stumbling block to happiness as Gunnar's wife:
having freed herself from the dominance of her father,
she is now reluctant to accept the dominance of a hus-
band. Very often in Strindberg, a character who feels
stifled by a stronger personality experiences diffi-
culty in breathing; the symbol first appears here, just
after Gunléd has sent Gunnar away and has resolved that
she will not go with him unless he retﬁrns for her. The
recent threat to her personality makes her feel that
she must get outside to breathe; the ambivalence 6f her
feelings makes her want to walk where she can see Gun-
nar's ship: "0, 13t mig g3 ut -- p& fjallet -- till
stranden -- har &r sa kvavt!'27

She has boasted that nobody has been able to bend
her, but after Gunnar has gone she regrets her inabil-
ity to yield to another, and prays to have it removed:
"Gud! Gud! BOj mitt hadrda sinne...."28 Valgerd draws
the parallel between her and her father during Thor-
finn's last stand, echoing the words Gunléd has applied
to herself. Gunldéd's reply expresses confidence in the
God who destroys that love might flourish:

VALGERD: Den mannen béjer ingen.
GUNLOD: Gud gdér det!

27 Samlade skrifter, 1, 218: "Oh, let me go out-

side -- onto the mountain -- to the shore -- it's so .

close in here!"™

28 1hid., 217: "God! God! Bend my hard will...."
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VALGERD: Hans hardhet &r stor.
GUNLOD: Guds nad &r stoérre!29

Thorfinn is bent to God's will, and dies reconciled to
God and to his family. Gunldd's hardness is also bent
in the final moments of the play, as she goes to Gunnar
(like a dove seeking refuge), takes his hand, and seeks
her father's blessing. The victory of the God who is
love is thus complete over father, mother, and daugh-
ter.

Despite its short initial run and indifferent-to-
hostile reception, "Den fredlése" caught the attention
of the king, Karl XV (reigned 1859-72), who was so
impressed with it that he granted the young author a
scholarship from his personal funds. It has been seldom
acted since then, but the few productions include one
mounted by Max Reinhardt in 1902. It is the thematic

and symbolic ancestor of Strindberg's greatest plays.

29 samlade skrifter, I,‘247:

VALGERD: Nobody can make that man bend.
GUNLOD: God is doing it!

VALGERD: His hardness is great.

GUNLOD: God's grace is greater!
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Chapter 5

Mister Olof

Strindberg's first great success as a dramatist
came with Méster Olofl! (Master Olof, 1872), although it
took almost ten years to reach the stage. Its symbolism
is in the main straightforward and sparingly used, in
contrast to that of many of the later history plays,
but one can recognize many types of symbolism which
were to become central to Strindberg's work.

In the "low relief" scene (patterned after Shake-
speare) which opens Act II, for instance, plant symbol-
ism is used to underline the state of Swedish society
at the time (Olaus Petri, the "Swedish Luther", lived
1493-1552; the actions treated in the play unfolded
from the 1520s to 1540s), and to reinforce the atmo-
sphere of desire for change:

SMALANNINGEN: ... skulle vi bdnder ligga
fér déden av svdlt och kndppa oss ett sa'nt
didr djur, ja di slapp vi d6 av svidlt -- ty de
hangde oss -- icke i en ek, Gud bevare oss,
det vore skam f£6r det kungliga trddet -- nej
i en fura! Ser ni, furan hon ar inte £46dd med
krona hon och darfér &r hon inte kunglig ...
och darfdér st3r det sid hdr i visan:

"Och béndren dem hingde vi opp

i furornas hdgsta topp --"
\Det stdr inte krona -~ hor ni det.

1 Skrifter, X, 5-49.
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TYSKEN: Men furan sticker upp huvut &nda,
och &' rak i ryggen!?

A couple of remarks later comes the punch-line, as it
were:

SMALENNINGEN: Ser ni -- om man skulle rakna
ihop furorna i Smalen, tror jag allt de voro
flera an ekarna!s’

Not only is the Swedish church ripe for change, but so
also is the entire social system, with its inequalities
and injustices. Méstef Olof leads the religious refor-
mation, but in the end recants his part in revolution.
The social firebrand in the play is the radical
revolutionary Gert Bokpréntare (literally, Book-

printer). BAnother effective use of plant symbolism

comes at the end of the play, when he admits that per-

2 gkrifter, X, 15:

THE MAN FROM SMALAND:* .... ... if we farm-
ers were starving to death and pinched an
animal like that, yes, we'd escape dying of

starvation then -- for they'd hang us -- not
from an oak, God protect us; that'd be a dis-
honour to the royal tree -- no, from a pine!

You see, the pine, it wasn't born with a
crown, it wasn't, and so it isn't royal ...
and that's why the song goes: "And the peas-
ants, we hanged them all up / In the pine
tree's loftiest top --" It doesn't say crown,
you notice.

THE GERMAN: But the pine still holds its
head up and keeps its back straight!

* Smidland is a province in southeast Sweden.

3 Ibid., 16:

THE MAN FROM SMALAND: Look here -- if you
counted all the pines in Smdland, I do
believe there'd be more of them than oaks!
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haps Sweden was not yet ready for the sweeping social
changes towards which he and Olof had been working, but
looks forward to a time, albeit in the distant future,
when their labours will bear fruit:

Var skérd var ej mogen. Det skall falla myc-

ket sn6é om hdéstsdden skall ga, ja, sekler

skola f6rgd innan man far se ens en brodd!4
The seeds of social reform planted during the Reforma-
tion will sprout three centuries later, in the labour
unrest of the late nineteenth century!

The forces working toward religious and social
change are symbolized by water: the "tide of change".
Olof finds himself trying not so much to stem the tide,
for that would be impossible, but to control and direct
it, to harness its energy rather than allowing it to
rage indiscriminately:

OLOF: Jag k&nner hur strdommen drar; &annu
har jag taget kvar i dammluckan, men slépper
jag, da drar strdommen mig med.

LARS: Sldpp du, de komma nog som hélla
igen!s ‘

4 gkrifter, X, 48 (V, Tableau):

Our crop was not ripe. Much snow will fall
before the autumn planting comes up. Yes,
centuries will pass before even a sprout is
seen!

5 Ibid., 8 (I):

OLOF: I feel the pull of the current; I
still have hold of the flood-gate, but if I
let go, I'll be carried along by the current
too.

LARS:* Let go: those who will hold it back
again will come soon enough!

* Laurentius Petri, Olof's brother.
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By Act II, when he has accomplished what he first set

out to do and sees that it is not enough, he decides

that the tide of change cannot be restrained at all:

GERT: Du har gatt i barndrommar tills i

da%;OF: Jag kanner det! Nu kommer floden! Nu
md han komma! Ve dem och oss!$

He has fulfilled Lars' prediction about him: "... du

skall in i virveln, &ven om du skall fdérgas."?

Another, though related, symbol of the irresist-
ible forces of change is the storm. It first appears
when Olof, troubled by Lars' urgings that he lead the
new movement, remarks: "Vilka stormar du blast upp i
min sjdl.... ... varfdor skakas icke trdden, varfor
mérknar icke himmelen!"® The symbol is given its ful-
lest expression, however, by Gert:

eese ... det gnyr ... i luften och det susar
och det ropar: "Ténk!"™ .... Det var luften
som ropade, det var ingen som ropade; men
résten stiger och en stormvind far fram och

han gar over Alperna och han ryter over Fich-
telgebirge och han vacker upp UOsterhavet och

6 Skrifter, X, 37 (III, Tableau):

GERT: You've been living in childish dreams
until today!

OLOF: I know! Now comes the flood! Now may
it come! Woe to them and to us!

7 Ibid., 8 (I): "... you'll enter the whirlpool,
even if you perish."

8 Idem.: "What storms you've raised in my soul....
... why aren't the trees shaken, why doesn't the sky
grow dark!"



Médster Olof 47

det ger eko mot stradnderna och tusendubblat
gdr ropet o6ver varlden: frihet! frihet!?®

The play opens in the spring (at Pentecost, when
the Disciples received the Holy Spirit), with Olof
still uncommitted to leading the Reformation and with
all things at peace: "... jag satt nyss och lekte i
trddens skugga och det var pingstafton, och det var var
och det var frid."10 At the end of the play, Gert looks
forward to another spring, when the seeds of reform
they have sown will sprout, and the discontent of their
age will resolve itself once again into peace.

Colour symbolism is limited, but effective. Par-
ticular use is made of the colour red, the colour of

love and of blood. Three times special lighting effects

9 skrifter, X, 11 (I):

e there's a roaring in the air, and it
sighs and it cries: "Think!"™ .... It was the
air that cried, it was no man who cried; but
the voice mounts, and a storm wind blows and
carries it over the Alps, and it rages over
the Fichtelgebirge Mountains,* and it whips
up the Baltic and echoes from the shores,
and, multiplied a thousandfold, the cry goes
out over the world: "Freedom! Freedom!"

* The Fichtelgebirge Mountains are a range of wooded
mountains in northeast Bavaria (to the east of Bay-

reuth).

10 1hid., 8 (I):

just now I was sitting and playing in the
shade of the trees, and it was Pentecost Eve,
and it was spring, and it was peaceful.
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are called for, all requiring the stage to be bathed in
red. The first comes as Olof realizes the inevitability
of his mission (like Christ, he cannot refuse the cup
which is offered him, bitter though it be) and sees a

vision in the sunset:

. . jag ser en angel som kommer emot mig
med en kalk; hon gadr pa aftonskyn dérborta,
blodréd &r hennes stig, och hon har ett kors
i handen.ll

The second is the rising sun which fills with the red
light of love the room in which Olof's mother dies:

(solen har bérjat stiga och lyser med
rédaktigt sken pd gardinerna.)

OLOF (springer upp): Morgonsol, du bleker
mina ljus! Du &r karleksfullare &n jag!l2

Finally, the moon rises, and it too glows red, not as
in the previous instance, with the colour of love, but,
as in the first, with that of blood:

(Ma&nen har gatt upp ré6d och ett rétt sken
faller 6ver scenen. Folket férskrickes.)

11 gkrifter, X, 8 (1):

. I see an angel coming towards me
w1th a chalice; she is walking on the evening
sky out there, her steps are blood-red, and
she has a cross in her hand.

12 1hid., 40 (IV):

(The sun has begun to rise and lights up
the curtains with a reddish glow.)

OLOF (jumps up): Morning sun, you make my
candles pale! You are more loving than I!
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OLOF (stiger upp pd en grav): Himlen grater
blod o6ver edra synder och eder avgudadyr-
kan....l3

Olof, then, is associated with the red of blood, the
tearing down of the established religious order, rather
than with love. That red symbolizes both blood and
love, both the end (sunset) and the beginning (sun-
rise), indicates a basic dichotomy in Olof's own
character: the man of peace who leads a great social
upheaval.

In addition to these natural manifestations of
colour, the Prostitute appears dressed (like the Plague
Girl in Polkungasagan, 1899, and Hildur Horgabrud in
Hévdingaminnen: Memories of Leaders, 1905, in the two
basic colours of the alchemic scale, red and black,
representing the physical side of human nature rather
‘than the spiritual (white and gold). Black, usually the
colour of death (and hence of mourning) and elemental
chaos, is given a most unusual meaning (found nowhere
else in Strindberg) in this play, where it is the col-
our of innocence (generally symbolized by white):

Kom fram, broder Marten, du 1 jusets
angel, som klatt dig i oskuldens svarta kla-

13 gkrifter, X, 44 (V):

(A red moon has risen, and a red glow suf-
fuses the stage. The people are frightened.)

OLOF (steps up onto a grave): Heaven weeps
blood over your sins and your idolatry....
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der och rakat ditt har £6r att ingen skall
kunna se huru du grdnat i synd!l4

The reference is to the black habit of a monk, innocent
because celibate, but Marten wears the habit unwor-
thily, as symbolized by the greying of his hair (which
was presumably once also black). The symbolic meaning
Strindberg here assigns to black is not really new,
then (monk's habits are black because of the primary
symbolism of the colour), but rather a secondary mean-
ing derived from association (black = death to the
world = innocence).

The above passage identifies MAarten as Satan
(Lucifer, the light-bearer, the angel of light: see 2
Corinthians 11:14-15), and the identification is per-
haps a just one: Marten is not only an unworthy monk
but a seller of indulgences. More important, however,
is the association of Gert with Satan. This is an asso-
ciation which Gert, the social and political agitator,
first makes himself:

Jag heter den fdérkastade &ngelen, som tiotu-
sen ganger skall gd& igen, jag heter befriaren

som kom f&6r tidigt, jag heter satan, darfor
att jag &dlskade er hdégre &n mitt liv, jag har

14 gkrifter, X, 17 (11):

Come forward, Brother Marten, you angel
of light who has dressed himself in the black
clothing of innocence and shaved your hair so
nobody would be able to see how you have
grown grey in sin!
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hetat Luther, jag har hetat Huss, nu heter
jag Anabaptistal!ls

This would be little more than an account of the name-
calling of those opposed to reform were it not for two
considerations: Gert Bokprantare is not a historical
figure, but was invented by Strindberg as a symbol of
those forces of change which flourished during the Ref-
ormation and survived even Master Olof's eventual com-
promise with authority; and Gert himself strengthens
the association he has just drawn with a clear biblical
allusion to the Temptation of Christ, casting himself
in the rdle of Satan to Olof's Christ: "... jag vill
féra dig pd ett hdgt berg och du skall darifran skéda(
ut o6ver varlden."16 Olof himself also makes reference
to this association of Gert with Satan: "Sdg ut, Gert,

du ser ut som satan i detta 6gonblick!"i7?

15 gkrifter, X, 10 (I):

I am called* the outcast angel, who shall
return ten thousand times; I 'am called the
deliverer who came too early; I am called
Satan, because I loved you more than my life;
I have been called Luther; I have been called
Huss; now I am called Anabaptist!

¥ i.e., in the sense of "my name is".
16 JIdem.: "... 1 want to lead you up a high
mountain, and from there you will look out over the

word." (See Matthew 4:8-11; Luke 4:5-8.)

17 Ibid., 11 (I): "“Speak out, Gert; you look like
Satan just now."
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This identification is complemented by that of
Olof with Christ, both in the allusions to Gethsemene
and the Temptation already cited, and in his reenact-
ment of the biblical story of the woman taken in adul-
tery (John 8:3-11):

Kom fram den som &r ren och kasta forsta
stenen! .... Kvinna! Stig upp! Man har fri-
kdnt dig! G&! och synda icke hirefter....l8®

That Gert is identified with Satan, then, is not
to be interpreted as a criticism of the Swedish Refor-
mation, since Olof was the leader of that Reformation.
What is implied, rather, is that in his relation to
Olof, the man of high ideals, Gert plays the rdle of
tempter, and that not all of the forces which converged
to bring about the Reforﬁation were motivated by reli-
gious considerations. Furthermore, as the Epilogue
("Efterspelet", 1877) to the verse version of the play
makes clear, Strindberg's conceptions of God, Christ,
and Satan, were highly unorthodox at the time!

The play successfully examines the various forces
at work in the Reformation, "with more sympathetic
treatment given to those which strove towards social
equality and justice: after Olof recants his rdle in

the conspiracy to overthrow Gustav Vasa (who embodies

18 gkrifter, X, 17-18 (11):

Let him who is without sin come forward and
cast the first stone! .... Woman! Stand up!
You have been acquitted! Go! and sin no
more....
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the political motivations of the Reformation), Gert
emerges as the true hero of the action. If one concen-
trates on the character of Olof, however, the theme of
the play can be seen as the ephemeral and subjective
nature of truth: an attitude that was eventually to
become central in Strindberg's work, developing into
his regarding all earthly experience as illusion.

When all his efforts to get Midster Olof produced
failed, Strindberg decided to rework the play, taking
into account many of the criticisms which had been lev-
elled against it. The result was a shortened version,
completed in 1874, which has become known (for reasons
which will become clear below) as Mister Olof: mellan-
dramat (Master Olof: the Intermediate Play). I have not
seen this version, but it is summarized, with extracts,
in Samlade skrifter (II, 339-53) and discussed in Ollén
(35-36). Much more pessimiétic in outlook, if more
tightly constructed, than the original version, it
lacks its imagery and energy (0Ollén says it is "like
flat champagne"). The characters are more one-sided,
with Olof's losing much of his vigour and Gert's being
reduced to a madman, so that it is more a drama of
ideas than of individuals. Stringberg had no success in
getting this version produced either.

He did not give up, however, and in 1876 he had

rewritten the play yet again, this time as a verse
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drama.l? Like the intermediate version, the verse play
is about two-thirds the length of the prose version and
lacks its vibrant energy. Nevertheless, it contains
many fine lyrical passages, and indeed has been per-
formed often. The main differences which affect the
symbolic structure of the play are that the rdle of
Gert has been severely reduced, so that he no longer
emerges in the final act as the true heroic figure of
the play; and that of Gustav Vasa has been entirely
eliminated, with the result that the verse version con-
centrates steadily on Olof as a man of ideas who sacri-
fices everything that is most dear to him (his rela-
tionships with his mother and his wife) but is finally
unwilling to sacrifice also his life. The verse ver-
sion, then, emphasizes an element also present in the
prose version: the illusory and evasive nature of
truth. The last speech in the play, when Olof has been
accused of apostasy by one of his former students,
anticipates the plays of Strindberg's last decade, with
its vision of life as a voyage in search of truth
(i.e., a pilgrimage), but one which will not reach its
goal on earth:

Och nu jag vinkar mitt: lycka pd férden,

at djdrve seglarn, som ej vill lyss

till honom som foérliste didr ute nyss!

Sstyr hoégt mot vinden, ratt ut pad fjidrden,

dit bort mot malet, dit du vill sa& gérna:
du faller dock av som vi gjorde alla,

19 samlade skrifter, 11, 185-306.
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om ock ditt mirke du tar pd en stjdrna,
ty himlens stjarnor ju ocksi falla!20

The point is made earlier by Bishop Brask, after
parliament has legalized the Reformation (even if not
~as Olof wished: the church is now controlled by the
state, but doctrinal changes must await the King's dis-
cretion): he sends a letter to Olof, congratulating him
and warning him of what will follow:

"Du har segrat," skriver han. "Stanna hir och
var ndjd med vad du f£att utritta! Jag var
fodd att bli slagen, du att segra; men efter
dig kommer ett sldkte, som skall nedersla
ditt verk, och vad du holl £6r sanning skall
da bli 16égn och 1lika ménga martyrer skola
l3ta korsfésta sig f6r den nya sanningen, men
alltid skall en Pilatus std bredvid och fréaga
sin eviga, obesvarade fréga: Vad &r san-
ning?"21

20 samlade skrifter, 11, 305-06 (V, ix):

Now "Bon voyage!" is what I say

to the bold sailor who pays no care

to him who has just foundered out there!

Sail high into the wind, straight out in the
bay,

away toward your goal: be it near or far,*

you will still go astray as we did, all,

even if you set your course by a star,

for, you know, the stars of heaven also fall!

* So translated in order to retain the rhyme scheme:
the second phrase of this line is literally "... which

you so earnestly wish to attain...."

21 Tbid., 260-61 (III, iv):

"You have won;" he writes,"stop now, and be
content with what you have been able to
achieve! I was born to be defeated, you to
win; but after you will come a breed who will
tear down your work, and what you held for
truth will be lies to them, and just as many
martyrs will allow themselves to be crucified
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Indeed, in this version of the play Olof has been
bereft of his earlier identification with Christ; no
more an idealistic hero, he is cast into the rdle of
Pilate: the man of heavy responsibilities who can find
no guidance in his decisions and consequently is filled
with self-doubt. This identification of Olof with
Pilate is emphasized by his unwillingness either to
assume responsibility for the consequences of his
actions or to oppose a deed which would further his
ideals through violence, when Gert reveals to him the
conspiracy to assassinate Gustav Vésa:

Jag tror, vid Gud, att denna tid &r frén for-
standet! Jorden far icke std stilla sedan den
didr stjdrnsiaren sett att hon gdr omkring
solen! Och vi, som trodde att det var tvar-
tom! Vad skall man tro? Den ene séger: har &r
Guds rike, den andre siger: dar &r det! Alla
sdga att de fd6lja andens rést i sina hjartan,
och den ena anden siger svart och den andra
vitt! Hur mdnga andar finns det d&?

Naval, jag skall vila mig vid vagkanten
och lata varlden ga& nagra fjat! Skall hon
ramla, s& ramlar hon min vilja fdrutan!

Rulla din bana, gamla jord -- jag tvar
mina h3nder och ser pat!22

for the new truth; but there will always be a
Pilate standing by, asking his eternal, unan-
swered question: ‘What is truth?'"x*

*¥ John 18:38.

22 gamlade skrifter, 11, 285-86 (IV, vii):

I believe, by God, that our age has lost all
reason! The earth no longer has leave to
stand still since that star-gazer observed
that it goes around the sun! And we, who
thought it was the other way round! What's a
man to believe? One man says the kingdom of
God is here, another says it's there! Every-
one says he follows the voice of the Spirit
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Again the symbol of the wanderer or pilgrim, again the
sentiment that earthly wisdom is illusion, and again
world-weariness, which in Strindberg himself will
eventually lead to a rebirth of faith. This is quite a
different Madster Olof than the young firebrand of the
prose version!

In 1877, with Mister Olof still unproduced (in any
version), Strindberg, still grappling with the "undra-
matic" ending (the spirit of the Reformation subjects
himself to the will of the King) wrote an Epilogue
("Efterspel")23 to the verse version, which restates,
in symbolic form, the central idea of the play: the
impossibility of absolute certainty in this world. Set
on a spring evening some years after the events with
which the play closes, it depicts Mister Olof, now
grown fat and comfortable, with his two young sons, as
they watch a play outside the city wall.

The play-within-a-play is called "De Creatione et
Sententia vera Mundi", or "Ett stort samtal om Virldens

in his heart, and one spirit says black and
another says white! How many spirits are
there, anyway?

Very well, I'll rest by the side of the
road and let the world take a few steps on
its own. If it falls on its face, it does so
independent of my will!

Roll on, old earth -- I wash my hands
and watch!

23 samlade skrifter, 1I, 307-19.
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skapelse och dess ratta mening" ("A Great Dialogue on
the Creation of the World and Its True Meaning"), sup-
posedly translated from a German original of 1542. 1t
challenges our perception of the truth by standing the
Judeo-Christian creation story on its head. There are

four characters:

. DEN EVIGE (osynlig); GUD eller Den Onda
makten och LUCIFER, ordagrant Ljusbringaren
eller Den Goda makten, samt MICHAEL eller den
ONDA AENGELEN.24

Of these, the Eternal never appears; he is unknown and
unknowable, and wishes to remain that way: God says
that he makes an appearance (in Heaven!) only once
every thousand years! The Evil Power is the being that
humans know as God, and it is he, indeed, who creates
the earth, but in a fit of boredom and as a bad joke:

... av intet skall hon bliva till, och till
intet skall hon bliva en géng i tiden; men de
som i henne leva skola tro sig vara Gudar som
vi, var glddje skall varda att se huru de
avlas och yvas. Darskapens varld skall hon
ock darfdére ndmnas.25

24 samlade skrifter, II, 312-13 (sc. iii):

... THE ETERNAL (invisible); GOD, or the Evil
Power; LUCIFER (literally the Light-Bringer),
or the Good Power; and MICHAEL, or the EVIL
-ANGEL.

25 71bid., 313-14 (The Play, Act I):

it will be created out of nothing, and
will one day return to nothing, but those who
dwell in it will believe themselves Gods like
us; our sport will be to watch them multiply
and give themselves airs. And therefore it
will be called the world of folly.
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It is Lucifer who takes pity on mankind, who are thus
condemned to lives of suffering and depravity; he per-
suades Adam and Eve to eat of the tree, not out of
malice, but in order to allow them to escape from the
world of vain illusion in which they have been placed:
Varje dag I aten av detta trdd skolen I bliva
vetande vad gott och ont &r och I skolen da
se, att livet &r ett ont, att I icke &ren
gudar, att den Onde slagit er med darskap,
att I leven blott till gudarnas foérstrdelse.
Kten darfdér och I &gen befrielsens gava --
doden!26
To counterbalance this great gift, God endows man with
life's greatest curse, love (!), so he will reproduce
himself before he dies. Lucifer, now bound like Prome-
theus, sends the Flood, that all of mankind might be
liberated from life at once, but again God outsmarts
him, by rescuing "ett par av de minst vetande, som
aldrig skola komma till sanningen",27 that the race
might continue. To counter Lucifer's gifts of war,

pestilence, hunger, storm, and fire, through all of

which man might win deliverance, God endows him with

26 samlade skrifter, 11, 315 (The Play, II):

Every day you eat of this tree, you will gain
knowledge of what good and evil are, and you
will come to see that life is an evil, that
you are not gods, that the Evil One has
stricken you with madness, that you live only
to divert the gods. Eat, therefore, and take
possession of the gift of deliverance: death!

27 1bid., 317 (The Play, V): "... a couple of the
least knowledgeable, who would never arrive at the
truth!"
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love of life, so that he does not wish to take advan-
tage of them, or will struggle against them. Finally,
Lucifer sends his son "... att frédlsa minniskorna och
genom sin déd borttaga dodens forskrackelse och léra
dem doé!"28 sSome say that he (the son) is God, others
that he is possessed by the devil. When Michael informs
God that by "the devil" they mean Lucifer, the latter
replies "Ljusbringaren! Ennu veta de intet, d&rarna!'29
And here the play ends.

This is a perverse view of the creation myth, but
it serves its purpose: to demonstrate that it is pos-
sible to view things in another light than what is
accepted as truth, that, in fact, all of history might
be based on a lie, that reality might be the exact
opposite of what we take it to be!

The Epilogue returns to the framing action, with
protests from the audience éhat there was no reconcili-
ation at the end of the play. As he is later to do in
Midsommar (Midsummer, 1901), Strindberg uses the device
of a play-within-a-play to speak directly to his own
(still, alas! only hypothetical) audience:

ROST 1I: I skall ge oss forsoning! Vad &r
det foér ett spel som inte har en fdrsoning!

28 Samlade skrifter, II, 318 (The Play, VI): "...
to save men and through his own death to remove the
fear of death, teaching them to die!"

29 Idem.: "The bringer of light! They still know
nothing, the fools!"



Miaster Olof 61

ANFORAREN: S3dg at foérfattaren; jag har icke
gjort stycket!3o

If we substitute resolution for reconciliation, and
history for author, we see Strindberg's perception of
the problem with the ending of the play (a hero who
does not end heroically), and his unanswerable defence:
the historical playwright is constrained by the facts
of history!

Ironically, it was the prose version of Méster
Olof which eventually first saw production, in 1881,
after R6da rummet (The Red Room, 1879) and Gillets hem-
lighet (The Secret of the Guild, 1880) had prepared the
way. This, and the fact that the production was a great
success, demonstrated fully that the problem was not
with the play, as Strindberg had been led to believe,
but with the audience, which was not yet ready for a
play which departed so markedly from established theat-
rical traditions. The verse version did not premiére
until 1890, but it was also a success. Both versions
have become mainstays of the Swedish repertory. Unfor-

tunately, neither is well known outside Scandinavia.

30 samlade skrifter, 1II, 319 (sc. iv):

VOICE II: Give us a reconciliation! What
kind of a play is it that has no reconcilia-
tion!

THE TROUPE LEADER: Tell that to the author;
I didn't write the piece!
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Chapter 6
Anno fyrtiodtta

Together with another lost play, Gnat (Nagging,
1873), about which we know only that it was a two-act
comedy, Strindberg broke the tension of his attempts to
get Midster Olof staged with Anno fyrtiodtta: lustspel 1
fyra akterl! (Anno Forty-Eight: Comedy in Four Acts,
1875). The play is execrable, Strindberg's attempt to
write a French farce with political overtones in a
Stockholm setting. The genre does not suit him, and the
play is filled with a multiplicity of characters whose
endless comings and goings lead nowhere. Some of the
characters, however, eventually found their way into
Réda rummet to great effect, so the exercise was not
entirely wasted.

The play is devoid of interest from the point of
view of symbolism, except perhaps for one brief passage
which reflects the young Strindberg's view of art as a
holy flame burning bright within the artist. The pas-
sage echoes similar ones in Fritédnkaren, and "I Rom",
and Han och Hon (He and She, 1875-76). Although put in
the mouth of the untalented dilettante Lundgqvist, the
sentiment is no doubt Strindberg's own:

Jag skall utmirka mig pad ett eller annat

satt; jag skall bli konstnidr, herre! Jag
kdnner den gudomliga l&8gan brinna i mitt .

1 Samlade skrifter, I, 253-328.
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sargade brést, den skall antingen sld ut i
blom eller den skall kvdva mig!?2

Fortunately for Strindberg's career and for the
history of modern drama, Anno fyrtiodtta was an experi-
ment that was not repeated: the ongoing project of the
period, Mister Olof, eventually proved itself one of
Strindberg's masterpieces, and when he next turned his
hand to drama, in 1879-80, it was with another play
based upon a historical theme, also with religious

overtones, Gillets hemlighet.

2 samlade skrifter, I, 281-82:

I1'll distinguish myself in one way or
another; 1I'll become an artist, master! I
feel the divine flame burning within my
wounded breast; it will either burst into
flower or smother me!
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Chapter 7

Han och Hon

Han och Hon: en sjals utvecklingshistoria, 1875-
761 (He and She: The Story of the Development of a
Soul, 1875-76) 'is a collection of letters, mainly
between Strindberg and his first wife, Siri von Essen-
Strindberg, in the two years preceding their marriage.
It begins just after their first meeting, when she was
married to Baron Carl Gustav Wrangel, and ends just
after her divorce from him to marry Strindberg.

The autobiographical novel Tjidnstekvinnans son
(The Sson of the Bondswoman, 1886) deals with the whole
of Strindberg's life up to the time, with one notable
exception: there is nothing in it about his first mar-
riage, then approaching its end (Strindberg and Siri
von Essen were legally separated March 24, 1891, and
the divorce was finalized the following year). To heip
fill this gap, Strindberg collected these letters
together and suggested their publication. When his pub-
lisher declined on the grounds of delicacy, Strindberg
planned another autobiographical novel, dealing with
the marriage. By that time, however, the marriage had
bégun to turn sour, and the novel, Le plaidoyer d'un

fou (A Madman's Defence, 1887) was written in French,

1 Skrifter, VIII, 5-138.
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with no plans for Swedish publication. A couple of
translations into Swedish were published during Strind-
berg's lifetime, but he never sanctioned these, and
shortly after his death, Han och Hon was published, as
he had wished.

The work is interesting chiefly for its picture of
the tempestuous emotional life of the young Strindberg.
But it has a further interest: many of the symbols that
inform his dramatic and other fictional works appear
here in a particularly forceful form.

It is a strange collection of documents: besides
letters exchanged between Siri and Strindberg, there
are letters to and from Siri's husband, her mother
(Elisabeth von Essen), and Ina Forstén-Lange, the
mutual friend who had introduced Strindberg and Siri.
The letters are mainly in Swedish, but there are also a
few written in German, French, and even one in rather
strained English! Siri is identified as Maria, Strind-
berg and Wrangel by their middle names (Johan and
Gustav respectively), the Baroness von Essen and Ina
Forstén-Lange by initials. There is no connecting nar-
rative, and often the reader is hard pressed to know
who is writing to whom.2 In one sequence of letters,?

Strindberg writes to Siri as Romeo to Juliet, as Mark

2 1 have relied on Lagerkranz as a guide where the
text is misleading, ambiguous, or silent.

3 Skrifter, VIII, 131-32.
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Antony to Cleopatra, as Léon to Théréset (in French),
and as Hamlet to Ophelia (in English), and on another
occasion he signs himself with his favorite nickname,
Ornen (The Eagle). Even in letters not written by
Strindberg himself, the emotional content penetrates so
thoroughly into his existence, that the language and
images help shape the way he views the world.

The letters aré presented chronologically, but are
grouped under eight headings which trace the progress
of the love affair, often in symbolic terms:

I. "Under askan" ("Under the Aéh": at its
beginning, love is 1like a glowing
"ember);

II. "Misslyckad flykt" ("Unsuccessful
Flight": Strindberg tries to escape the
situation he is in -- coming between two
friends who are married to each other --
by running away):;

III. "Smolk"™ ("itching", literally, a parti-
cle of dirt, as when one gets something
in one's eye: an irritation that will
not go away):

Iv. "Det brinner!" ("Fire!");

V. "I ljusan laga" ("Raging Flame");

4 strindberg seems to have confused Flaubert's
Madame Bovary (whose first lover was named Léon) with
Zola's Thérése Raquin (Claude Schumacher).



Han och Hon 67

VI. "Man av &ra" ("Men of Honour");
VII. "Skilsmissa" ("Divorce"); and
VIII. "Vackert vader" ("Fair Weather").

For what are essentially love letters, they con-
tain a surprising amount about God. Late nineteenth-
century Sweden was very conservative, and this love
affair was adulterous, as well as between members of
different social classes; and Strindberg sees the
development of the affair as a struggle between God
(representing, among other things, conventional moral-
ity) and the devil. Strindberg very early adopts the
attitude of the German Romantic hero, not denying God's
existence, but defying Him, raging against Him with
typical Sturm und Drang.kThe first instance of this is
rather light and bantering, but particularly explicit:

Har Ni observerat att jag sa ofta talar om
blommor? Hur kommer det sig? Det &r min reli-
gion f£6r ndrvarande! Och jag vagar ndsvis mot
Gud! Och jag tror inte pd Gud? Ajo, det gor
jag nog; men jag tycker inte om honom, allra
hdlst som han forstdrde mina tornrosor! Det
var brutalt gjort! Jag tycker inte om tyran-
ner, darfér 4&alskar jag svagheten -- d&arfor
ber jag till blommor!
Mon Dieu!s

5 Skrifter, VIII, 10 (§I. July 1, 1875):

So you've noticed that I speak a lot about
flowers? Why should that be? They're my reli-
gion for the time being! And I dare to be
impertinent to God.* But I don't believe in
God? Oh yes, I certainly do, but I don't like
Him: especially since He destroyed my briar
roses! That was brutal! I don't like tyrants,
so I love weakness -- that's why I pray to
flowers!
Mon Dieu!
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This is written in a playful mood. A little later,
in a letter full of guilt and despair (August 3, 1875),
Sstrindberg overstates the case: "Min historia skulle
kunna bli ett bevis £ér att Gud icke existerar!"é

In the second section, "Misslyckad f£lykt", Strind-
berg tries to run away from his problem, both physi-
cally and spiritually. He sets off for Paris, but falls
ill before the boat clears the Stockholm archipelago,
and he breaks his journey at the island of Dalard. He
sends for the local minister, and his visit provokes a
kind of religious conversion in him. He renounces his
former attitude of defiance towards God and decides as
well to sever his relations with the Wrangels. Here we
* There is a pun in the Swedish which is impossible to
translate (into a pun): nédsvis (cheeky, impertinent)
literally means nose-wise, in respect to noses; so the
sentence has the secondary meaning of "I dare to com-
pete with God where noses are concerned!", a sentiment
appropriate to the context! "I dare to thumb my nose at
God!" would preserve the primary meaning of the Swedish
and also introduce the notion of nose-iness into the
English, but it entirely misses Strindberg's implica-
tion that he has a better nose for flowers than God
does!

6 Skrifter, VIII, 14 (§I.): "My story could serve
as a proof that God does not exist!"
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have the dominant symbol of the Till Damaskus (To
Damascus) trilogy twenty-three years before the appear-
ance of Parts I and II!
P4 sjukhuset i hast -- febern kommer.
Herren har slagit mig -- "sSaul, Saul vi
férfdéljer du mig", sade Hans tjinare som nyss
lamnade mig. -- Jag fick inte resa. -- Nu
sedan jag funnit Honom min Frélsare foérstar
jag allt! Och lider allt med gladje.?
Strindberg sees his illness as punishment, not only for
coveting another man's wife, but for his defiant atti-
tude towards God, and for doubting His very existence.
Later in the same letter, he joins Saul's conversion to
the 0Old Testament story of Jacob's wrestling with God
(Genesis 32:24-32). The two stories are symbolically
identical: a man who resists God is forced to confront
Him, and is changed as a consequence. In both cases
there is also a physical consequence: Saul is temporar-
ily blinded, Jacob is wounded in the hip; Strindberg is

stricken with illness:

Jag har gjort uppror mot Gud -- jag har hddat
~~ Jjag har k&mpat mot honom som Jakob --

7 Skrifter, VIII, 23 (§II. October, 1875):

Written from my sickbed in haste: the
fever is coming on! _

The Lord has chastised me: "Saul, Saul,
why are you persecuting me?" [Acts 9:4], said
his servant, who has just left me. -- I was
unable to travel. -- Now that I've found Him,
my Saviour, I understand everything! And I
suffer everything with joy.
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Saul! Saul! ropade det dock aldrig -- men nu
dr min hdéftsena férlamad.s

It is perhaps advisable to look briefly at Strind-
berg's psychological state at this point. He has had a
small amount of success in the theatre, but both his
academic career and his attempi:s to become an actor
(first in Stockholm, 1869-70, and then in Gothenburg,
1872) have fizzled out. He has had a considerable
amount of difficulty supporting himself financially,
having worked successively as a teacher (1868), an
apprentice telegraph operator, and a journalist (both
in 1873), and 1is currently an assistant se<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>