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Abstract

Following an acute crisis, a number of the later works of August Strindberg became
marked by a deep religiosity, at once Christian and eclectic. The religious turn,
evident in a number of his later plays, is accompanied by a radical development of
Strindberg’s dramaturgy in his “dream plays.” These imaginative, poetic plays
disrupt logical narrative and character-development. In effect they undermine the
salvific motifs woven into the fabric of these writings. These are paradoxically
Christian, therefore, because although intensely religious, they are dramas that take
place after the death of God. Drawing on Strindberg’s paintings and novels as well as
his plays, this thesis investigates the ramifications of the death of God in a number of
Strindberg’s later plays. To do so it also draws on the writings of both theologians
and dramatic practitioners who all in their different ways are responding to the same
situation confronted in Strindberg’s writing. In doing so, it emerges how far
Strindberg anticipates the religious and spiritual crises of the following century.
Finally, I attempt to put Strindberg into the context of the post-postmodern condition,
reflecting both on what this has to say to Strindberg, and what Strindberg has to say to

it.
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A note on the texts and translations used

Until recently, the standard Swedish cdition of Strindberg was the Samiade Skrifier,
cdited by John Landquist. This has now been supplanted by the “national edition,”
the Samiade Verk. The laller amounts to seventy-two volumes, a few of which have
yet to be published. Whilst Glasgow University Library has a number of volumes
from the Samlade Verk, it bas far from a full collection. On the other hand, although
it does not have any of the Landquist edition, it docs containn a complete set of the
Skrifter, edited by the eminent Strindberg scholar Gunnar Brandell. Tn doing this
thesis, I have had to use whatever copy came to hand. Flence 1 sometimes refer to the
Shrifter, somelimes the Samlade Verk, and sometimes to paperback editions ofthe
plays. On other occasions I have had recourse to privately owned volumes from the
Samlade Skrifter. This is admittedly messy, but was unfortunately the best way to
make use of the resources available to me. Strindberg’s letters, however, are referred
to in the standard edition edited by Torsten Eklund and Bjdrn Meidal. 1 refer to them

in the footnotes as Breyv.

In some placcs 1 have used translations. The principle I used here was always to refer
to the original Swedish for the texts that form the main subject of this thesis. For
some of Strindberg’s other writings, such as his first major play Master Olof and his
Inferno (which he in fact wrote in French) I have used English translations, Tinally, 1
have also referred (o the original Swedish for works outside the main focus of this
thesis where no English translation was available. This was the case with

Strindbery’s letters and his 4 Blue Book. When a reference does not mention a
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translator, the translation is my own. Tn these cases I have tried to make the

translation as literal as possible without losing the sense of the Swedish.
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1. Introduction

The Swedish playwright, poet, painter, essayist and novelist, August Strindberg,
reverted to Christianity in 1896. Tlc was by this time living as an exile in Paris, a
notorious misogynist, blasphemer and atheist. Internationally, he had made his name
as a writer with a serics of violent and compelling naturalistic dramas. However, by
the titne of his conversion, he had given up literature, pursuing instead an eccentric
programme of chemical and alchemical experiments and seeking (unsuccessfully)
recognition as a scientist. His conversion followed a series of increasingly severe
break-downs in what has come to be known as his ‘Inferno-crisis’. One major
consequence of this crisis and conversion was that Strindberg began to write plays
again, at a frenetic pace that was even for him extraordinarv. Between 1898 and
1909, Strindberg wrote history plays, fairy-tale-like pieces, and a number of bizarre
quasi-religious picces that he himsclf called ‘dream plays.” It is a selection of the

fatter that this thesis mvestigates.

The path of Strindberg’s conversion back to Clristianity can seem deceptively clear.
As a young man he became first a free-thinker, then an avowed atheist, but following
a spiritual and psychological crisis he converted and became an avowed Christian —
an cxperience reflected in a number of subsequent writings. However, an
examination of some of Strindberg’s later plays complicates this picture. His so
called ‘dream plays’ break up their own narrative cohercnce along with the unity of
thewr characters. While they recycle and rework themes of guilt and salvation, the
significance of the latter in particular has shifted to the point of becoming empty of

meaning. These are plays haunted by the crucifixion and the promisc of atonement,




Indeed, the crucifixion comes to stand for the characteristic human experience — to
live 18 to suffer crucifixion. But this is crucifixion without the promise of the
resurrection.  Rather, certain motifs and images reappear — the motif of the
scapegoat, the images of cruct{ixion and apocalyptic fire. Insicad of a narrative of
satvation whose coherence as it were guarantees the authenticity of its salvific claims,
these plays rehearse a partial Passion narrative in which final atonement never arrives.
The breaking-up of narrative coherence with the corresponding break-down of
character as a unified subject undermine the salvitic themes that Strindberg exp fores.’
In this, these plays confront an oddly postmodern theological predicament. The
Passion narrative can no longer serve as a template for salvation, Not only this, but
the language of salvation becomes paradoxical: the holy and the damned become
confounded, as do Christ and Lucifer. The archetypal figure here is Cain, cursed for
his fralricide, yet marked by God and therefore also holy. Thesc paradoxes arguably
exist alrcady in the Bible, but Christianity has tended to suppress them. The telos of
salvific history separates the wheat from the chaff, the holy from the damned.
Strindberg’s later plays throw this teleological guarantee into doubt, and so they are
paradoxically religious: profoundly Christian in their focus on crucifixion at precisely
the point where Lhey threaten to undo the theological framework of Christian

redemption.” Haunted by the Passion, they endlessly rehearse suspended narratives of

" 1 is true that even in his naturalistic phase character was for Strindberg incoherent and self
contradictory, By the time of the later plays, however, (he context has changed. Instead of dramas that
pretend to a scientific rigour, the plays I deal with are obsessed with damnation and redemption. At
this point, Strindberg’s views on character come into sharp contrast with the requirements of a salvific
narrative, and therefore become all the more significant from a theological point of view.

This raises another question — how far were Strindberg’s later, post-Inferno plays a genuine
break {rom his earlier work? A detailed discussion of this is beyond my scape, cxeept to observe that
despite continuilics that run throughout Strindberg’s writings, the difference between, for example,
Miss Julie and To Damascus is so obvious that I do not think it needs defending. The significance of
the change in Strindberg’s dramatic technique is, however, both important and fascinating. 1 spend
some time exploring this, especially in chapter 2.

% Redemption through Christ is the central and characteristic foature of Christian arthodoxy and dopma,
As such il is embedded in a coherent network of ideas —~ about humanity, God, history, sin — and it is




satvation. Thus, despite Strindberg’s overt theism, his drecam playvs inhabit a different

territory, that of a kind of a-theism.®

These plays, then, problematise a metaphysically coherent theology. They do soina
way that anticipates some recent responses to Christian theism. The undermining of
narrative and of stable identity anticipates the postmodern dismembering of coherent,
self-enclosed and seif-validating texts. They do this not with postmodern glee,
however, but with a mournful air. Although at times they consciously attack theolog
as an all-encompassing system, the dream plays long for a vamished coherence. They
do so even as they undermine the claims of the grandest of grand narratives. "L'his
emerges especially in the plays’ Platoaie streak: parallel to the suspended narratives
of salvation runs a ‘breken’ or “fallen’ Platonism. In his plays, Sirindberg repcatedly
voices the suspicion that the world is a copy; however, the copy has gone wrong.
This world is made of deceitful appearances in which nothing is as it seems: rather,
the world and everything m it form an unstable, ever-changing surface. The original
from which the world is copied is truthfirl and stable, but beyond our reach, This is
one dimension of the term ‘dream play,” a play in which the world is perceived as
dream-like appearance. These suspended narratives open a number of possible
conclusions — that they are exercises in nostalgia; that they are nitimately tragic, in

that they long for a stability and coherence that always remain beyond our grasp; or

the coherence of this network that had by Strindberg’s time come under strain. Aspects of this
network, and indeed Christianity as a coherent net of ideas, come under attack in Strindberg’s work, as
will becomme apparent in the course of this thesis, Ialso discuss this further later in the Introduction.

! By this, 1 do not mean the kind of rationalist rejection of religion promoted by Richard Dawkins,
among others. Rather, I mean an ill-defined territory suspended between the poles of theism and
atheism, something like the half-belief of Peter Baelz or the a/theism of Mark C. Taylor, both of which
T discuss below. In Strindberg’s case, it seems to me that Christianity presented him with a
Kierkegaardian either/or, but he remains suspended between thewm, unable to choosce. I discuss this,
also, beiow,
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that an obscure salvific promise does in fact lurk, however dimly, beyond the

apparently irredeemable fragmentation.

The rest of this introduction Jooks into the history preceding Strindberg’s fracturing of
coherent narrative and coberent identities. This is in part a matter of Strindberg’s own
personal history. Strindberg was always a highly autobiographical writer, and the
religious turn of his late plays has, vot surprisingly, roots in his early life. Some
account of his life is therefore an indispensable background to his writings. The
relation of Strindberg’s life and writing is a vexed question, which we will touch on in
the course of the introduction. My aim 1s to some extent to wrench Strindberg’s
writings away from his life history. The particular reason for this is that so much
Strindberg scholarship, especially the earlier scholarship, reads the plays as
autobiography. This biographical context can become too narrow, particularly in a
study like this one where 1t may serve as a sort of straitjacket for the text, creating a
kind of coberence in terms of Strindberg’s life where in the play there is a meaningful
mcoherence. This is reinforced by a suspicion that taking a too biographical approach
may ultimately tell us little about why anyone should read Strindberg now.

Strindberg is in some ways a very modern figure, something that will I hope emerge
from what follows. In addition to Strindberg’s personal history, there is a larger
background to the particular form his religious turn took. This includes the influence
of a number of thinkers and writers, notably Schopenhauer and Kierkegaard; and the

history of Christianity and hermeneutics since the Relormation.

Strindberg’s lite

47
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My purpose here is not to reconstruct Strindberg’s post-Inferno belief system.* A
number of very able scholars have engaged with this at length.” Rather it is to
adumbrate some of the personal sources of the agonistic religiosity found in the later
plays. 1lowever it is pcrhaps worth noting that Strindberg’s conversion to Christianity
had its parallels, as scholar Martin Lamm has pointed out, throughout Curopean
intellectual circles at the turn of the twentieth century.® Strindberg’s case is vnusual,
however, because he did not ultimately find a home in either a particular confession
or any of the theosophical movements that then flourished. Strindberg’s scepticism,
evident cnough in what follows, was combined with a distrust of systems of ideas, and
this made it difficult for him cver to reach a settled view of the world, whether this
view was of his own making or not. In his plays, al any rate, Strindberg canoot help
being at least partially at war with his religion. Theatre may be, then, a particularly
appropriatc medium for expressing this sort of conflict. This conflict does not jssue in
a harmonious synthesis. In Marin Lamm’s case, althongh he concedes that
Strindberg’s religious ideas never rcached a final form, he nevertheless attempts to
create a more or less coherent whole out of them. This coherence conflicts, as Lamm
himself admits, with the way Strindberg addresses the question of divine justice in a
number of plays.” Indeed, Lamm’s account of Strindberg’s religious development
teaves a vivid impression of a man strenuously seeking to find evidence of order in

the cosmos, yet never convincing himself either of its presence or absence, still less

* [t will becowme clear, I think, in the course of this thesis that I think such an undertaking is inherently
problematic. Strindberg’s religion, although sieeped in Lutheran Protestantism, was a collection of
bits, assembled on. an ad hoc basis to meet his immediate needs. Whether it ever really constituted a
coherent system seems to me dubious,

? See, for example, Martin Laramn, Strindberg och Makternuy Guunar Brandell, Strindbergs Infernolris,
Geiran Stockensteom, Iswmael i Olnen

¢ Mar{in Lamm, Strindberg och Malterna (Stockholm: Svenska Kyrkaus Diakonistyrelses Bokforlag,
1936), p. 13

" Tbid., p. 139
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coming to rest in a settled view.® This intcrnal conflict finds expression in all the
plays examined here. How, then, did this conflict arise? Addressing this question,

even briefly, means engaging with the nature of the sources for Strindberg’s life.

Strindberg provided a vast array of information for biographers. His letters alone run
to twenty-two volumes, in addition to which he kept an “Occult Diary” (Ockulta
Dagboken) for several years. He also wrote a number of what purport to be
auloblographics. They have certainly heen treated as such. Strindberg, however,
always introduces an ironic distance between himself and his works. This is true also
of his plavs, which can seem deceptively autobiographical. The Son of a Servant,
written in 1886, is the major source for his carty life and illustrates this problem
particularly clearly. Strindberg introduces it with a mock interview in which the
Iaterviewer (a mouthpiece for conservative views) altempts to find out from the
Author whether his new book is an antobiography, a novel or a memoir. The Author
refuses to answer, saying only that it ts “the story of the evolution of a human being
from 1849 [the year of Strindberg’s birth] to ’67.™ He denies (hat it is a confession or

a defence of himself, but calls it the “literature of the future.”"®

1t aims to analyse
why the protagonist developed as he did in terms of heredity and environmenta}
factors. The book itself is written in the third person, reinforcing the thetorical
distance between the author and the protagonist. 1t contains a psychologically acute
study of its main character, and reads at times like a novel, at times like a polemic.

The narrator inirudes to attack mora! codes, especially those relating to sexuality, to

make comments on contemporary political developments, or to argue against the

¥ Sce, in particular, Lamm, Strindberg ach Makterna, pp. 135-50

? August Strindberg, The Son of a Servant: the Story of the Evolution of a Humuan Being, 1849-67,
trans. Bvert Sprinchom (London: JTonathan Cape, 1967), p. 19

" Ibid., p. 24
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child-rearing practices and educational system of his day. Clearly the whole thing is
highly autobiographical, but is it autobiography? The Author in the introduction is

right to resist calling it that.

With this in mind, The Son of a Servant nevertheless tells us a lot about Strindberg’s
early religious life. He was born in 1849 into an intermitiently prosperous middle-
class housebold, ruled over by Oscar Strindberg, his stern, emotionally distant father.
Some have connceted this, not implausibly, with Strindberg’s later fixation on God as
an angry, punitive but strong father figure that Strindberg alternately rebelled against
and identified with.'" Certainly he felt an early dissatisfaction with the weak Christ,
wishing to confront God directly rather than through an intermediary.'* His mother,
who had been a servant in Oscar Strindberg’s household before they married, died
when Strindberg was thirteen. From her, Strindberg acquired his enduring scnse of
identification with the working classes, although this was complicated by a conflicting
scnse of identification with the aristocracy. Under his mother’s influence, Strindberg
inclined towards Pietism, which had gained wide popularity among the lower classes
in mid-nineteenth century Sweden. As a vesult, Strindberg became feroctousty
religious. According to The Son of a Servant, he enpaged in a competition with his
stepmother, who also had Pietistic leanings, to become the most insufferably pure in
the household. Strindberg developed a martyr-complex thal remained with him for

the rest of his life. 7%e Son of a Servant recounts his pleasure in being overlooked

i Sirindbery himself seems to suggest this conncetion in his essay “Mysticism -- For Now.” The
scholar Gunnar Brandeil certainly interprets this essay as evidence that Strindberg derived his idea of
God from his father, even positing a Strindbergian “Mother — rcligion” and “Father — religion.”
August Strindberg, Selected Essays, trans. Michael Robinsen (Cambridge: Cambridge University
Press, 1996), pp. 56— 63; Guunar Brandcll, Strindberg in Inferno, trans, B. Jacobs {Cambridge,
Massachusetts: Harvard University Press, 1974), pp. 3-4, 153 - 154

2 In the essay “Mysticism — For Now” Strindberg says that as a child *my thonglts about God
embraced the notion of an infinitely strong man, from whom I had borrowed strength by way of prayer
[...]1Inever prayed to the weak, lortured figure of Christ, not even then, when his image hung upon the
altar. Presumably I considered him as helpless as myself [...]1. Strindberg, Selected Essays, p. 60.
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and taking the blame for others’ wrongdoing; his young flesh was “nailed to the
cross.”® He found a sensc of exultation in his degradation. At the same time, he
feared the seduction of worldly life, a fear that re~surfaced in his post-Inferno plays.
He therefore longed for marriage, this being the only outlet for his scxual drive that
was legitimised by church and state. He hved in a state of terror, convinced that
because he had practised masturbation his body would rot away and he would die at
the age of twenty-tive. His life among the Pietists left a lasting impression. He Jater
described them as *...those pale, wicked, terror-stricken creaturcs, who cannot smile
and who look like maniacs.”" Afier a few years, having already strained relations
with his family by berating them for their lack of religious seriousness and holding
himself aloof, he came under the influence of Theodore Parker, an American
Unilarian minister with a strong following in Sweden. Strindberg, in accordance with
Uaitarian principles, rejected the Trinity and the divinity of Christ, becoming a
freethinker. He seems to have embraced this with a fervour equal to that of his former
Pictism. According to Strindberg scholar Martin Lanim he “agitated in class,
instigated a strike against morning prayers, quarrelled with the theology teacher and

&
the headmaster.”!

Both these phases, Pietistic and Unitarian, offer clues to
Strindberg’s post-Inferno ‘confessionless Chwistianity.”’® The Pietists began as a

radical Protestant movement in the fate 17" century, and sought fo emulate the earliest

Christian communities. They believed in the complete spiritual renewal of the

“Strindberg, The Son of a Servant, p. 146

"* August Stsindberg, Tnferno / From an Occult Diary, rans. Mary Sandbach (London: Perguin, 1979),
p. 262

" Martin Lamm, August Strindberg (Stockholm: Bonniets, 1967), p. 17

Y& «Confissionless Christianity™ and “confessionless reli gion” are phrases Strindberg himself used to
characterise his religious orientation, without ever defining what the terin meant. In the prose work
Legender {1.egends), for example, he says “I cut my personality in half and show the world the
naturalistic ocoullist, but inside mainfain and nurse the sprouting germ of a confessionless religion.” In
Ensam (Alone), he says that the works of Balzac “had ... slipped into me a kind of religion which 1
would call confessionless Christianity.” August Strindberg, Sumlade Skrifter, vol. 28, John Landqvist
(ed.) (Stockholm: Bonniers, 1914), p. 214; Ibid., vol. 38, p. 147
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individual, bringing him or her to a vivid sense of God’s presence. This inner rencwal
was made evident in personal piety, that is, a manner of living “expressive of love for

God and man.”"’

Pietistic Christianity thus had an existential orientation. Abstract
theology was less important than personal piety. In addition, the Piclists held that
their fellowship abrogated all bounds of religion, class and nationality. They
addressed each other as “brother” and “sister.” They had a sense of separation from
society as a whole, which did not live by Pietistic values, and they had a mission to
reform and improve the world. Thus, despite their sense of separation from society,
they had a strong commitment fo social engagement on behalf of the poor and the
sick. Finally, Pietism inherited Luther’s emphasis on a more or less literal
interpretation of the Bible. The Bible formed the centre of their faith, and their
church services emphasised sermons at the expensc of ritual.'S Now Strindberg, in
the end, cmphatically rejecied Pietism. In a letter to Torsten Hedlund, for instance, he
imveighs agamst them, complaining of their selfish egotism and the falseness of their
proclaimed love of humanity.'” Nevertheless, some aspects of Pietism seem to have
remained with Strindberg. These are, firstly, that religion remained for him an
existential question, not one of an abstract trﬁth. This was as true of his atheist period
as of his periods as an avowed Christian. Secondly, the Pietists” social engagement
on behalf of the poor also remained with Strindberg, despite his occasional fantasies
of becoming a Nietzschean superman. Indeed, late in life Strindberg equated
Christianity with socialism.”® This found expression in his later plays in a sense of

outraged compassion, often directed against a Creator of dubious justness. Thirdly,

" ¥. Ernest Stoeffler, “Pietism,” in. The Encylopedia of Religion, vol. 11, Mircea Eliade (ed.), p. 324
8 Tbid., pp. 324 - 326

" August Strindberg, Brev, vol. 10, Torsten Eklund (ed.), (Stockholm: Bonniers, 1968), p, 205

* Olof Lagerkrantz, August Strindberg, trans. Anselm Hollo (London: Faber and Vaber, 1984), p. 363
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his works, and especially his late plays, interrogate the Bible even as they prolifically

reproduce Biblical motifs.

From Theodore Parker’s Unitarianism, on the other hand, Strindberg gained a
renewed vigour and enjoyment of life. According to The Son of a Servant, a
beefsteak and two bottles of beer with an aristocratic friend finally caused his devout
Christianity 1o tumble, and he tumed to Parker’s optimistic theism. Parker, and the
Umitarians generally, rejected the Trinity, the divinity of Jesus, and original sin.
Strindberg’s former asceticism crumbled, at least for a time. Subsequently, it seemed
to Strindberg that he had two selves: “[h]is new self revolied against his old one, and
for the rest of his life they fought with each other like an unhappy married couple who
cannot get a divorce.”' This internal conflict belped shape the religious outlook of

his later plays.

Strindberg may have abandoned Pietism carly on, but he remained a theist untif his
trial for blasphemy. In 1884 he caused a scandal with his short story collection Giftas
(“Matried”) m which be refers to holy communion as “the impudent deception
practised with Hogstedt’s Piccadon at 65 dre the half gallon, and Lettstranm’s wafers at
I crown a pound, which the parson passed off as the body and blood of Jesus of
Nazareth, the agitator who had been exccuted over 1800 years earlier.”™* While this
passage satirises Church ritual, it implicitly expresses admiration of Jesus. The trial
was a public sensation, but although Strindberg was acquitted life in Sweden became
unbcarable to him and he left for the first of a number of periods of exile in Europe.

He became an avowed atheist and nataralist, producing a number of violent and very

YStrindberg, The Son of a Servant, p. 134
2 August Strindberg, Getting Married, paris T and II, trans. Mary Sandbach (Londan: Gollancz, 1972),
p. 71
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powerful dramas in which he depicts life as a deadly struggle for survival, He himself
conceived of thesc as part of a drama “which is not concerned whether something s
beautiful or ugly, as long as it is gTeat.”23 ‘The most famous of' these were The Father
and Miss Julie. Strindberg’s atheism was notably practical. God’s existence was for
him a personal and ethical question rather than one of an abstract truth. Indeed,
Strindberg’s atheism was an existential choice. We get the flavour of his atheism in
this statement from his /nferno: “The fact is, that in the course of years, as I came to
notice that the unseen Powers left the world to its fate and showed no mterest in i, |

had become an atheist.”*

As one scholar puts it, Strindberg’s atheism “was the result
of a practical decision to tuke his fate into his own hands, instead of depending on the
intervention of divine Providence.” ‘Thus in the Foreword (o Miss Julie Strindberg
berates believers not for inteliectual but for moral weakuoess: they cannot bear their
own guilt, but must put the burden onto Jesus.*® This comment reveals the extent to
which Strindberg retained, even as an atheist, the emotional outlook of his Pietistic

years. 1t is also true that he retained a sharp sense of God’s injustice even after his

conversion back to Christianity, a point we will return to in the course of the thesis.

Strindberg’s re-conversion to Christianify took place after a crists, or in fact a
repeated serics of crises between 1894 and 1896. Strindberg himself gave a
fictionaliscd account of this period in his book Inferna, because of which it has come
to be known as his “Tnferno crisis.” Since Martin Lanmn’s monumental work on

Strindbery, it has been a convention of Strindberg scholarship to divide his life and

2 Strindberg, Sefected Essays, p. 78

** Strindberg, Iuferno, p. 102

¥ Gunnar Brandell, Strindberg in Inferno, trans, B. Jacobs {Cambridge, Massachusetts: Harvard
University Press), p. 54

?% August Strindberg, Miss Julic und Other Plays, trans. Michagl Robinson (Oxford: Oxford University
Press, 1998), p. 63
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work around this point.?” Each of the crises followed the samc pattern: general
anxiety and feeling sick; fantasies of saicide and persecution; flight 1o new
surroundings, followed by the subsiding of the crisis.”® This conveys nothing of the
vivid sense of paranoid terror in some passages of Inferno, or the hallucinatory force
of others. As with The Son of a Servant, this is not quite autobiography. The narrator
1s very close to Strindberg, and the cvents he narrates follow closely those that
Strindberg experienced in Paris and, later, in Austria. Yet this is still not straight
autobiography, but somewhere between auiobiography, allegory and novel. It deals
with the narrator’s abnegation and chastisement by ‘the Powers’, who eventually whip
Inm somewhat unwiltingly back into the Christian fold. At times these Powers scem
to be actual spiritual beings external to the parvator, at times they appear to be
psychological projections embodying aspecets of the narrator’s own psyche. A thought
which first occurs in ke Son of a Servant recurs here, that this world is a penal
colony where we suffer for unremembered crimes in a previous existence. But here
the narrator (as did Strindberg himself) experiences life as an actual hell. 1t was
towards the end of his Inferno-crisis that Strindberg first encountered the writings of
the eighteenth century Swedish mystic, Emanuel Swedenborg (1688 - 1772).
Strindberg was immensely impressed by Swedenborg’s writings. Of his first reading
of Swedenborg’s descriptions of hell, Strindberg says “I recognized in it the landscape
around Klam [the Austrian village he was staying in] ... drawn as if from nature.”

Swedenborg shared wit