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CHAPTER I
INTRODUCTION

August Strindberg has been called ". . . one of
Sweden's greatest anthors, and the only Swedlsh author who
occupies an important place in world 11terature.“1 Shaw
claimed that Strindberg was . . . the only genuine
Shakespearean modern dramatist . . . and he gave his Nobel
prize money for better translations of Strindberg's work.2
Strindberg!s influence on twentleth century drama has been
emphaslized by Eugene O'Neill:

Strindberg was the precursor of all modernity in our
present theatre .  « Strindberg still remains among
the most modern of moderns, the greatest interpreter in
the theatre of the characteristic spliritual conflicts
which constitute the drama~-the blood--of our lives
today.?

Although Strindberg has had a great Influence on

modern expressionlsm and the modern theatre, hls plays are
rarely performed, especially in the United Sta.'bes.4 The

explanation for this may be found in his unusual personality,

1arix Gustafson, A History of Swedlsh Literature
(Minneapolis: University of Minnesota Press, 19317, Po 254,

2
Eric Bentley, The Playwright as Thinker (New York:
Reynal and Hitchoook, TORErpe 196, — o

Haskell M. Block and Robert G. Shedd, Masters of
Modern Drama (New York: Random House, 1962), p. 112.

AIbido



2
his willfulness, his unwillingness to go along with popular
taste, his unconventional dramatic techniques, and his
thematic use of autoblographical material.

Because of the unusual quallities of Strindberg and
his plays and hls influence on modern drama, The Ghost Sonata

has been chosen for this production study.
I. THE PROBLEM

The purpose of thls thesls was to deslgn, from a di-
rector's viewpoint, an original production of the play, The
Ghost Sonata that could be performed effectively and feas-
ibly on a college campus. The thesis has been entitled ny'
Production Study of the The Ghost Sonata by August Strindberg.”

The Ghost Sonata presented two major challenges to the
director. The play 1s quite difficult to understand even
after several readings. It 1s a religlous fantasy involving
abstruse thought, and it relies a great deal upon nonverbal
effects, l.e., what is seen on the stage. One does not Jusﬁ
read a play like thils; rather one takes hls time working it
over and asking questions.S For these reasons the director
must be able to convey meaning clearly to the audlence
through the directing techniques used. The expressionistic
style of the scrlpt presents another important challenge to

5Eric Bentl
ey, The Play A Oritical Anthology (New
York: Prentice Hall, Incorporated, LO51), D. 5'3%.



the director.
IXI. PROCEDURE

To begin the production study, a thorough examination
of the life of Strindberg and the nature of expressionism
was made to uncover the influences of each upon the play.
After a thorough interpretation and analysis of the play, a
production plan waé developed. This plan was recorded in a
prompt book which was flled with the Speech Department of
Bowling Green State University. Thils prompt book contained
& diagram of movement and composition, a floor plan, and a
description of the stage business and the tempo. This thesls
was then written to state the results of the study.

III., TRANSLATION USED

Strindberg 1s not only difficult to understand when
translated into English, but his style of writing ls almost
impossible to translate into another language:

He writes an idlomatlc Swedish which, in a sense, 1s
not reproduclible in another language. Hls sentences,
whether in the dialogue of a drama, or in the story of
a novel, are wrought with a nervous force which is un-
translatable, His phrases seem to be lnnervated, warm-
blooded entities, and support the theory that the sen-
tence preceded the word in the evolutlion of speech. He
is often ungrammatical; each sentenee 1s a living whole
which cannot be divided. Analyse him with syntax and
dictionary and you will find “mistakes" and startling
neology. The meaning will sometimes be obscure. 3But
read him as you would listen to a plece of music with
your ear to the harmonics, and you willl find a consum=



mate artist in words.6

Three translations of The Ghost Sonata were available.7
The translation by Elizabeth Sprigge was chosen for several
reasons. The language of the Bjorkman translation was out-
dated. In the Sprinchorn version the language was so modern
that 1t bordered on slang. The Sprigge translation seemed to
be a good medlan between the two extremes. To lllustrate the
above statements, segments of the dlalogue have been taken
from each translation. In Edwin Bjorkman's version the follow=
ing dialogue is found:

Student. What a ludicrous adventure:

Hummel. Are you a spor'bsma.n?8
In Sprigge's translation the same dlalogue was interpreted in
the followling menner:

Student. What an odd adventure!

014 Man., Are you a gambler?9

6L. Lind-Af-Hageby, August Strindberz The Spirit of
Revolt (London: Stanley Paul and Company, 1913), DDs 329-30.

Taugust Strindberg, Plays by August Strindberz, trans.
Edwig nggkman (New York: Charles Scribner's Sons, 1916),
PDP. 01- ]

August Strindberg, Six Flays of Strindberg, trans.
Elizabeth Sprigge (Garden City, New York: Doubleday and Com-
pany, Incorporated, 1955), pp. 263=304.

Aungust Strindberg, The Chamber Plays, trans. Evert
Sprinchorn, Seabury Quinn, Jr., and Kenneth Peterson (New
York: E. P. Dutton and Company, Incorporated, 1962), pp. 102-
152,

8B 36rkman, p. 109.
Osprigge, p. 273.



Sprinchorn's version varied even more:

The Student. I don't know what I'm getting into. It's
crazy.

The 01d Man. Aren't you a gambler?:®
Very formal English was used by Bjorkman:
Hummel. Whom Wwere you talking to awhile ago?ll
Student. Whom does that statue represent?12
Sprigge translated this same passage into a more conversa-
tilonal style:
0ld Men. ¥Who was 1t you were talking to Jjust now?1l3
Student. Who 1s that marble statue of? %
The Sprinchern version looses the beanty of Strindberg's
meaning by using the everyday Jargon:
The 0ld Man., Who was that you were talking to Jjust now?l5
The Student. Who is that marble statue in there?l
Another reason for choosing the Sprigge translation

was that it is used in college courses and in the newer an-

thologies being published. Therefore, it is more famillar

10gprinchorn, pe 11l.
llijrkman, p. 106,
2Ip1d., p. 110.

13Spr1gge, p. 271.
14

1

Ibid., p. 274.

158princhorn, p. 108,
161p14,, p. 112.



with the college audience than the other translations. For
these reasons Elizabeth Sprigge's translation seemed more

adaptable to production in 2 college theatre.
IV. SOURCES

The malin source of information came from the seript
of The Ghost Sonata by Elizabeth Sprigge. Critical discuse
sions of Strindberg's style, literary worth, the play and its
meaning were found mainly in Carl Dahlstrom's Strindberg's
Dramatic Expressionism, The Chamber Plays by August Strind-
berg, and The Playwricht As Thinker by Eric Bentley. Much
valuable material was found in blographles and in anthologles.
The three most helpful were Elizabeth Sprigge's The Strange
Life of August S;r;gdberg, L. Lind-Af-Hageby's August Strind-
berg The Spirit of Revdls, and Eric Bentley's The Play A Ori-
tlcal Antholozy. ZXlay Direction by John Dietrich was used as
the gulde for the prompt book.

V. ORGANIZATION OF THE THESIS

This thesis ls dlvided into six chapters. The first
chapter Includes the introductory and background material.
The second chapter dlscusses the meaning and interpretation
of the play. The third chapter analyzes the structure and
style of the play. The fourth and fifth chapters dlscuss
the directing techniques, the acting style and the teehnieal



espects that were employed in the prompt book. The final
chapter 1ls a summary and conclusion of the problems derived
from the production study of the play.

The chapter headings were divided in a manner de-
signed to show the process the writer would take in directing
the play. Reasons will be given for the production approach
that was chosen,

The prompt book that will be included as part of the
thesis study must be detalled enough to be used by anyone
who would want to produce the play. It includes a record of

movement, composition, business, and tempo.
VI. BIOGRAPHY OF STRINDBERG

In order to understand and appreciate Strindberg's
works, ome has to know about the life of this man. The
greatest part of his works are autoeblographlecal; and if he
is not the main subject of hls work, his own experiences
and obsesslions fill the pages.17 Strindberg sald about his
life and hils writing:

e o ¢« I live and I live the manifold lives of the
people I describe, happy with those who are happy,
evll with the evlil one, good with the good; I creep
out of my personality and speak with the mouths of
children, of women, of old men: I am king and beggar,
I have worldly power, I am the tyrant and the down-

17g) 125beth S
prigge, The Strance Life of August
Strindberg (London: Hamish Hamiltom, 1949, p. vii.



trodden, hater of the tyrant; I hold all opinlions and
profess all religions; I live in all times and have my-
self ceased to be. Thig is a state which brings in-
deseribable happiness.l
Johan August Strindberg was the fourth child of Carl
Oscar and Ulrika Eleanora Strindberg. His parents had been
married only a few months before he was born on January 22,
1849, in Stockholm. His family was poverty stricken, and he
had elght brothers and slsters to share this poverty. Since
the family was so large, Strindberg had to compete for his
mother's love and for the attention which she had no time to
give him. His father also had no interest in him or time
for him.19 Strindberg found no comfort in his family 1ife:
Sacred Family! Thou art supposed to be the home of
the virtues, where lnnocent children are tortured into
thelr first falsehood, where wills are broken by ty-
ranny, and self-respeet killed by narrow egoism., Fam=
i1y: Thou art the home of all social evil, a charit-
“able institution for comfortable women, an anchorage
for house=fathers, and a hell for children.20
In school he was consldered an outcast because he was

so poor.2l School for him was "a preparation for hell and

18August Strindberg, Alone, clted in Sprigge, The
Strange Life of August Strindberg, Pe. Vii,

190me Strange Life of August Strindberz, p. 2.

20pygust Strindberg, The Son of a Servant, cited in
J. Marchand, "Strindberg in America,” The Bookman, XXXVIII
(December, 1913), 436.

2lggg Stranze Life of August Strindberg, p. 6.
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not for 1ife."2? Since 1ife seemed so full of misery, it
was not surprising that he developed into a paranoic and an
extreme pessimist.

He attended the Unlversity of Uppsala. Whlle there
he became Interested in medicine and in acting. He proved
a fallure at both. Strindberg seemed to lean toward liter~
ary creation when in school and had a short play produced by
the Royal Theatre. He then wrote The Outlaw which won him a
stipend from King Charles XV of Sweden. This helped him fi-
nancially to remaln at the University. However, he lost the
stipend when Charles died. He tried his hand at a full- ‘
length romantic historical drama, Master Olaf, in 1872. It
was a fallure at this time although he revived it several
years later.23 Prom 1872 to 1880 he wrote for several news-
papers and magazi'nes.24

In May of 1875 Strindberg fell in love with Siri von
Essen, who at the time was the wlfe of Baron Carl Gustaf
Wrangel. She divorced her husband to marry Strindberg in
December, 1877, two months before the birth of their first

22prank Chandler, Modern Continental Playwrights
(Wew York: Harper and Brothers, 1951), p. 21. -
23gpe Stranze Life of August Strindbergz, pp. 19-52.

24Br1ta M. E. Mortensen and Brian W. Downs, Strinde
berg: An Introduction ito His Life and York (Cambridge Uni-
versity Press, 19157, P. 25,
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chlld. Sirl was an actress who enjoyed the llfe of the so-
clal world while Strindberg preferred a quiet life devoted
to reading and his writing,23

During the years from 1874 to 1882, Strindberg worked
at the Royal Library. In this poslition he was able to ob-
tain a wide background for his future literary endeavors.26

Strindberg's first outstanding success was his novel,
The Red Room, written in 1879. In 1881 he tried his luck
again with Master Olaf, and it proved a success. He pub-
lished a2 collection of modern short stories on matrimony in
1884 under the title of Married. This book revealed his at-
titude toward women and thelr emancipation.27

After fourteen years of marriage during which time
three children were born, Strindberg obtained a divorce from
Siri in 1891 under highly unpleasant circumstances. He ac-
cused his wife of having lovers of both sexes and of wanting
to have him commltted to a mental Institutlion. He began to
deteriorate mentally In the years following his works against
women., 28

In 1893 he married an Austrlian journallst Frida Uhl.

25Strindberg: An Introduction to His Life and Work,
pp ] 26-29 ®

261p1d., p. 29.

2Tmne Strange Life of August Strindberg, pp. 86-100.
281pid., pp. 110-13.
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However, his clouded mental sta?e was not conducive to mari-
tal happiness; and this second marriage soon ended. He began
to engage In fantastlec chemlcal experiments, became a Sweden-
borglan mystic (one who follows the doctrines set up by
Emanuel Swedenborg, a Swedish philosopher and religious
writer), and had unusual psychic reactions that led him to
enter a private sanatorium where he quickly recovered. Dur-
ing this period, however, he wrote twelve historical plays
which showed he had not completely lost his mental prowess.
Later several of his plays became subjective and elusive.
These plays included Io Damascus, The Dream Play, The Great
Hichway, and The Ghost Sonata which were the forerunners of
expressionistic drama.

Strindberg married a third time in 1901 to Harrilet
Bosse, an actress; but thlis marriage lasted only a short
time.2% In 1907 he published his Chamber Plays, The Peli- ,
can, The Storm, After the Fire, and The Ghost Sopata. These
plays were intended for a theatre built execlusively for the
staging of these and others of Strindberg's plays; this
theatre was called the Intimate Theatre.©

August Strindberg, the man who never seemed to find

happiness in this life, passed to a possible peace on May

29225 Strange Life of August Strindberg, pp. 197-206.
3()J,\Io::"l:ensen, P. 139.
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14, 1912. His last words were sald as he pressed the Bible
to his heart, “Here is to be found the only true expres-
sion.*31

Strindberg's collected works included fifty to sixty
volumes.32 In these volumes he produced plays, novels, short
stories, autoblographles, poems, historical and sclentifilc
studles, literary and philosophical essays. At one time his
historical work The Swedish People was read more than any
other book except the Blble among the Swedlsh people.33

Strindberg has aptly summarized his life in his auto-
blography, The Inferno:

2

Such then is my life; a slgn, an example to serve
for the betterment of others; a proverb to set forth
the nothingness of fame and of celebrity; a proverd
to show the younger generation how they should not
live; yese I am a proverb, I who regarded myself as
a prophet, and am revealed as a braggart.

VII. HISTORY OF THE PLAY

The Ghost Sonata was wrltten ln 1907 as part of a

collection of Kammarspel or Chamber Plays. These plays were

31prenibald Henderson, European Dramatists (New York:
D. Appleton and Company, 1926), p. T2.

32Bdwin Bjorkman, Volces of To-Morrow (New York:
Mitchell Kennerley, 1913), p. 42.

3351 bert Shaw, “"The Strindberg Celebration," The Amer-
ican Review of Reviews, XLV (February, 1912), 159.

3%august Strindvers, The Inferno, $rans. Claud Field
(New York: G, P, Putnam's Sons, 1913), pp. 228=9.



15
performed at a small theatre called the Intima Teatern (In-
timate Theatre) in which only Strindberg's plays were per-
formed. The orlginal title of The Ghost Sonata was Kama-Loka
which means ghost supper. This term refers to the appearance
of the guests in scene two. They gather daily for this meal
to munch silently on their biscults and to sit 1ln silence.
Bach guest 1s afraid he will reveal some secret from his
past.35 The Theosophists, a religious sect with which Strind-
berg was assoclated at one time during hls life, gave the name
of Xama-Toka to a kind of limbo or purgatory through which
people had to wander before they reached the peaceful realm
of the dead.3®

This play was not successful at the Intimate Theatre
in Stockholm. Max Reinhardt was the first o direct 1t suc-
cessfully in Germany in 1917. Then the Swedish director Olaf
Molander gave a successful production of it, In the 1920's
Eugene 0'Neill and the Provincetown Players staged it in New
Yoﬁk.37 Several productions have been given throughout Eur-
ope and the United States since 1945.38

35Martin Lamm, Modern Drama (New York: Philosophical
Library, 1953), p. 149.

362gg Chamber Plays, p. 225.
37Gustafson, Pe 273

385 118t of the productions of The Ghost Sonate is
found in the Appendix on page 72.
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When the play was produced at the Provincetown Play-
house, Stark Young gave a good account of the effect produced

upon the audlence:

[The play/ was like the flux and confusion and urgent
logic of dreams. The play + « « is uneven and disor-
dered, but it slips from one sirange lunner certainty to
another, and abounds in recognitions and revelations
whose point arises qulte as much from the moment in
which they come as from their words. . « + yOU are coh=
stantly aware of Strindberg's essential realism, which
is often the more penetrating by reason of its being so0
unexpected, and intangible. It holds an audiences' at=-
tention by a kind of subconscious sequence of life in
it and by a strange, mad veracity that, for all the dis-
order and poor taste and vio%ence and mental disease,
has its owm unity and force.d

To amplify Mr. Young's observation, the phrase, "one
strange inner certainty to another," refers to the bond of
sin and evil that tles all of the characters, young, old or
spectral together. One ls constantly aware of the main
theme even though the events seem disordered.

The phrase, "abounds in recognition and revelations
whose point arises qulite as much from the moment in which

" means that the viewer re-

they come as from thelr words,
allzes what 1s happening by seelng the action that takes
place rather than from what is sald. Much is implied in

the dialogue, and the essential meanings are revealed malnly
through the actlon of the characters.

"Strindberg's essential realism," results from the

39stark Young, "The Spook Sonata," The New Republic,
XXXVII (January 23, 1924), 231-32,
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basis in reality which Strindberg has given to his concep-

tions. The characters and plot are drawn from real human
experience. The characters reflect real life, but thls life
is seen in an unreal way.

The "subconscious sequence of 1ife," refers to the
dream experiences that the audience has. The play should

remind them of the dlsordered sequence of their own dreams.



CHAPTER II
INTERPRETATIQN OF THE PLAY

To Interpret a play one must discover lits meaning in
terms of the main theme and the minor themes whlch permeate
the script. Additional interpretation of the theme is found
in the major and minor character symbols and in the visual
symbols lncorporated by the author. The mood of the play is
another important aspect to consider in interpreting a play.
After determining the above factors of lnterpretation, the
director is better able to apply the technique of stage di-
recting in the process of producing the play.

I. SINOPSIS OF THE PLAY

The play begins early on a Sunday morning. One hears
church bells ringing and sees the fagade of a house.
Through its windows are seen two rooms, known as the Round
Room and the Hyacinth Room. The Lady in Black stands motion-
less in the Hyacinth Room; and her mother, the Caretaker's
Wife, 1ls outside sweeping the doorstep. The 0ld Man is
reading a newspaper whille seated in a wheel chalr near the
advertisement column outside the house., The Milkmaid enters
upon the scene and goes to the water fountaln In front of
the house to freshen herself., The Student enters and is ex-

hausted from having saved people from a terrible fire during
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the night. The Milkmaid is an apparition seem only by the
Student. He asks her to give him a drink and to bathe his
eyes. She does so and then gquickly disappears.

The 01d Man has been watching the Student and pro-
ceeds to talk to him, He finds that he knew the Student's
father from years past. The 0ld Man supposedly ruined the
father financlially. Hummel, the 0ld Man, offers the Student
a job. In this job the Student will render a few small fa-
vors for Hummel., A date is then made for the Student to go
to the opera and to slt wlth the Colonel and his daughter,
who is actually the 0ld Man's daughter by the Colonel's wife.
In the continuing discusslon between the Student and Hummel,
one learns that the Colonel, his wife the Mummy, thelr daugh-
ter the Girl, the Fiancee, the Caretaker's Wife, and the Lady
in Black inhablt the house that is seen onstage. All of
thelr lives are Interwoven in a web of sin and sordidness
in which the 01d Man plays the spider. The Mummy used to be
young and beautiful; but now she hides herself in a cupboard
worshlping her own statue, which 1s dlsplayed in the Round
Room. The Fiamncee was engaged sixty years ago to the 0ld
Man., The Caretaker's Wife and the Dead Man, who has Just
passed away, are the parents of the Lady in Black. The Lady
in Black has a sultor who is the Aristocrat, Baron Skans-
borg. He is getting a divorce from hlis present wife, who is
the daughter of the Dead Man.
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The Girl enters the scene, and the Student is over~
vhelmed by her beauty. This pleases the 0ld Man greatly,
for hls goal 1is for them to meet and marry. The 0ld Man
hopes he can save the Girl, who is his daughter by the Mummy,
from the perverted housechold in vhich she lives.

The Dead Man enters from the side of the house. The
Dead Man is an apparition seen only by the Student. The 0ld
Man has sald that the Student is a Sunday child, who can see
what others cannot.

Johansson enters to give hls master, the 0ld Man, a
message. He then pushes the 0ld Man around the corner of
the house to the back door, so that he can visit with the
beggars. Johansson returns, and disgusses with the Student
the motives of the 0ld Man. Johansson states that the 0ld
Man wants power over people and wlll stop at nothing to get
it. Hummel is afréid of nothling except the Milkmaid. He
fears her because she 1s connected to some terrible episode
of his past 1life. Hummel returns from the back of the
house followed by the beggars., The Milkmalid appears, and
the 01.d Man 1s horror stricken. He exlts qulckly.

Scene Two beglns Inside the Round Room where Bengts-
son, the Colonel's servant, and Johansson are discussing
the ghost supper that is about-to take place that evening.
The ghost supper i1s a hablitual gathering of the members of
the household at which tea and biscults are served. The
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people say the same things or say nothing at all, for fear
that their past might be revealed. Bengtsson opens the door
of the cupboard to find the Mummy looking as her name im-
plies; she 1s also babbling like a parrot.

The 0ld Men, who has invited himself to the ghost sup-
per, walts in the Round Room for the others to arrive. The
Mummy comes out of her cupboard and speaks to Hummel. While
they are talking, one learns that the Colonel took the Fi-
ance/e from the 0ld Man. Therefore, Hummel had to take re-
venge by winning the Colonel's wife which resulted in the
birth of the Girl. Also one discovers that the Baron was
the Mummy's lover and that the Colonel had seduced the Fian-
ce’e. The Mummy polnts out that they are all bound together
by "erimes and secrets and guilt.”

The Colonel comes Into the Round Room, and the 0ld
Man proceeds to carry out hls mission for beilng there. The
Colonel has unpaid promissory notes which the 0ld Man holds
over him. Hummel reveals Information that discredits the
Colonel's titles as a nobleman and as a colonel, He is
found to be nothing but a lackey. The 0ld Man continues to
expose the crimes and secrets of the past lives of the other
guests, He wishes to rid the house of all evil in order
that the Student and hils daughter might escape it to start
a new life., The Mummy stops him, however, by asserting that
he camnot undo the past and wipe it out by bribes and
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threats. The only way to do this 1ls through suffering and
repentance. She accuses him of being the cause of the sin
and crimes. Therefore, he has no right to condemn others.
Bengtsson exposes him aé having formerly been a servant ln
Bengtsson's kitchen. He also states that the 0ld Man had
lured a young girl out on the ice to drown her because she
had witnessed a crime he had committed. The Mummy then trans-
forms him to her former state, as a mummy-like figure, who
speeks like a parrot. She leads him to the cupboard where he
hangs himself. The scene ends with the Student recltling a
poenm to the Girl in the Hyacinth Room.

Scene Three contlinues in the Hyacinth Room which is
symbolle of heaven and eternity. The Student and the Girl
discuss the meaning of the hyacinth and the Buddha. The
Girl tells how the cook sucks all the nourishment from the
food which ls causing her, the Girl, to die gradually. The
Glirl has to do all the work, cleaning and so on because the
housenmald never thoroughly flnishes anything. Adele, the
Glrl, labors constantly; but she grows very tired of living.
There seems to be no hope for her in life. The Student tells
how his father was caught in such a web as this household,
and he decided to break loose. The father told hils friends
what he thought, and he was taken to a madhouse where he died.
The Student asks for answers to the questions, ". . . Where is

beauty to be found? . . . Where are honor and falth? . . .
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Where is anything that fulfills its promise?"l The Girl is
dying, and the death screen 1s brought in to be placed in
front of her. The Student closes the play by stating, "The
Liberator is coming . . .",% and this liberator is death.
Death seems to be the only hope, for it leads to an after=-

life where the Student's questions may be answered.
II. DISCUSSION OF THE THEME

Central theme. The main idea of The Ghost Sonata is
a ", . . merciless exposure of life's most shameful secrets.“3
People's lives are bound together by crime, secrets, and guilt
from the past which will be exposed eventually.

The past of all the characters' lives is linked through
unusual and entangled relationships., The 0ld Man is the spi-
der in this web, for he seems to be the main link In all of
these character relationships. The 0ld Man points out this
theme quite explicltly in Scene I. He 1s talking to the Stu~
dent about the past lives of the members of the house which
is before them. The Student does not realize the notorious
past which Hummel has had. The 0ld Man comments quite casu-
ally, "My whole life's like a book of fairy stories, sir.

ltne Ghost Sonata, p. 303.

21pid.
3g4x Plays of Strindberg, p. 265.
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And although the stories are different, they are held to~-
gether by one thread, and the main theme constantly recurs."4
At another time in the same scene, Hummel tells the Student,
"Our fates are entwined through your father--and other
things.”5

When Bengtsson is discussing the ghost supper with Jo-
hansson 1n Scene II, he states the theme lndirectly when he
says there are ". . . always the same people saying the same
things or sayling nothing at all for fear of being found out."6
Each 1s afraid of revealing hls past.

In Scene II the Mummy, the past lover of the 0ld Man,
is found hilding In a cupboard. She does thls to forget her
guilt from the past. In the same scene, the 01d Man invites
himself to the ghost supper in order to expose the past life
of the Colonel. However, the Mummy enters the room to turn
the tables on Hummel. With Bengtsson's aid she completely
reveals Hummel's past. Again the central theme is found re-
curring in the Mummy's lines: "Orime and secrets and guillt
bind us together. We have broken our bonds and gone our ouwn

ways, times wilthout number, but we are always drawn together

4zgg Ghost Sonata, pe. 274.
5Ibid., p. 277.
61b1d., p. 284,
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again. 7

The Student repeats the central idea in the final
lines of the play: "You poor little child, child of this
world of illusion, gullt, suffering and death, this world of
endless change, disappointment, and pain."8

The guilt and crime of the 0ld Man's past recurs in
the form of the ghosts of the Dead Man and the Milkmaid.
Hummel, it will be recalled, had killed the Milkmaid because
she had caught him in the act of committing some crime. He
figuratively strangles the Dead Man by using his power as a
creditor over a debtor,

As stated previously, Strindberg's works are auto-
blographical. While he was a reporter, he was supposed to
have found that ¥, . . even the closest families appeared
to be held together by fear, decelt and greed-«by every hu-

man emotion, but most seldom 1ove.“9 Perhaps this observa-

tion was the inspiration for the theme of The Ghost Sonata.

Servants and vampires. The servants in the play are
referred to as vampires. Bengtsson describes the 0ld Man,
vwhen he was a servant in Bengtsson's household, as ". . .

like a vampire, sucking the marrow out of the house, so that

TThe Ghost Sonata, p. 289.
81pid., p. 304

Masters of Modern Drama, p. 112.
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we became like skeletons."™O Another time the Girl describes
the cook as belonging ". . . to the Hummel family of vampires.
She 1is eating us." 1 In March 1907 Strindberg had trouble
with his servants, quarters, and food. This may have in-
fluenced the repeated theme of servants taking nourishment
out of their masters' food. Thils theme is found in almost
all his plays 1n which there is a relationship between masters
and servants.l2

Vampirism seems to be with Hummel still in his role
of creditor. He drains the people of their money and causes
them to be poor or to kill themselves as in the case of the
Student's father and in the case of the Dead Man, Hummel as
a vampire 1s seen again when he clasps the Student's hand in
Scene I, and the Student is unable to free himself from the
deathlike grip. The Girl is a vampire in that she is a leech
on the Student because he has no strength and has no soul.
She is related to the Cook and to Hummel. They are all para-
gltes who consume without producing. Only the Girl's death
saves the sitrength and life of the Student from being de-

107he Ghost Sonata, p. 294.
1l1pi4., p. 298.
120ar1l Enoch William Leonard Dahlstrom, Strindberg's

Drematic Expressionism (Ann Arbor: University of Michigan,
19305, P. 200.
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stroyed by her.l3

Strindberg seems to be obsessed with vampires for in
The Confessions of a Fool he describes his wife ", . . as a
beautiful vampire sucking his heart's blood, "14 Again the
life of Strindberg creeps into his writing. Also in his
play The Stronger the silent Miss Y is a vampire whose ",
soul bored . . . like a worm into an apple, and ate and ate
and burrowed and burrowed, till nothing was left but the
skin and & 1ittle black mold."l?

Rellgion, Reference to two religions are found in
Ihe Ghost Sonata. The most evident of these is Buddhism be=-
cause a Buddha is part of the decor of the Hyacinth Room and
is the object of many references in Scene III. Religion or
an afterlife seems to be the only hope left for the Student
and the Girl, who are surrounded by the sin, the greed, and
the gullt of the Hummel household., The Student appeals to
Buddha:

You wise and gentle Buddha, sitting there walting for

a Heaven to sprout from the earth, grant us patience in

our ordeal and gurity of will, so that this hope may not
be confounded.l

13qhe Ghember Plays, p. xxii.
140handler, P. 22,
151p1d., p. 28.

162@3 Ghost Sonata, p. 304.



26

The second religion to which the Student appeals is

Christianity. In Scene III he says, "Savior of the world,
save us! We perish." 7 The Christian symbols in the poetry,
the heavenly music, and the use of Bocklin's painting, The
Island of the Dead, at the end of the play serve as a kind

of deus ex machina effeet.18 Another reference to Christian-
ity is made in the last lines when the Student asks, “the
Lord of Heaven,'l9 to bless the Girl on her journey %o
eternity.

The themes found 1n The Ghost Sonata reflect the life

of Strindberg as seen in the following deseription by L.
Lind-Af-Hageby in his biography of Strindberg:

He took upon himself the role of destroyer; he mocked
men's religion and men's morality; he ridiculed pro-
priety and poured bitter scorn on the soclal order.

He passed on, making enemles, breaking idols, dese~
crating temples. He sowed reality and reaped hatred. « o« «
He dissected the humen heart, lald bare its meanness, 1lts
uncleanliness; made men and women turn on each other with
sudden understanding and loathing, and walked away smiling
at the evil he had wrought.20

From this description it ls evident that the antoblographical

elements of Strindberg are found Interwoven In The Ghost

17zne ghost Sonata, p. 303.
18mme P1ay A Oriticsl Anthology, p. 624.
19ne ghost Semata, p. 304.
20L.1nd-Af-Hageby, pp. 9-10.
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Sonata. The qualities of Strindberg's writing are seen par-

ticularly in the 0Old Man,
III. DISCUSSION OF SYMBOLS

Major character symbols. Hummel represents a man of
power and a man of this world.21 He 1s the splder which has
entangled the lives of all those around him into his wed of
sin and erime.—

The Student 1s not a man of this world, for he is Sun-
day's child who can see what others cannot.22 He can see the
Mlilkmald and the Dead Man who are only specters from the past.
He seems to represent hope because of his optimism and nal-
veté. He believes in some kind of eternal life.

The Mummy has unusual powers in that she can stop time,
wipe out the past, and undo what has been done. Her character
implies that the soul has only one way to escape from its hell
and that 1s through retribution.®? She is a savior and re-
vealer of the truth. The Mummy could be & sort of deux ex
machina for the second scene. She also stands for eternity
which can stop time.

Thus 1t can be seen how the major characters carry out

2lrne Play A Critical Antholozy, P. 625.
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38ix Plays of Strindberg, p. 265.
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the meaning and theme of the play. They represent ideas
above and beyond the simple aspects of a character.

Minor character symbols. A few of the supporting
characters contribute to developing the theme through theilr
symbolic meaning., The Dead Man and the Milkmald, as appari-
tlons, are symbols of the sinister past of the 0ld Man.

The Cook 1s a symbol of greed withln the Hummel house=
hold 1in that she takes all the nourishment from the food for
herself and leaves the famlly to starve to death. She is
one of the ordeals of life's suffering.

Yisual symbols. Certaln visual aspects of the setting
represent more than Just thelir physical make-up. The Buddha
in the Hyacinth Room stands for eternlty or for the hope of a
life without sin, greed, and guilt. The clock which is
stopped by the Mummy in Scene II represents time or the heart-
beat of 1ife. The statue in the Round Room 1s a representa=-
tion of the youth of the Mummy. The Japanese screen 1s used
as a death screen; l1lts purpose 1s to hide the dead from this
world. The hyacinth and the Hyaclinth Room represent heaven
or eternal life. The whole atmosphere of this room 1s one
of 1life and happiness. The Liberator referred to at the end
of Scene III symbolizes death which comes to take the Girl
to a better life. The Round Room stands for death or hell,
for most of the sinister happenings take place in this room.
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The visual symbols also contribute to expanding the
theme of the play.

IV. THBE MOOD OF THE PLAY

The mood of The Ghost Sonata changes from time to time,
but these changes take place within a dream-like world. Char-
acters appear and disappear like spirits, and the events suc-
ceed one another as events do In dreams rather than in a
stricetly logical progression.

Four different moods and worlds seem to be shown. The
first world is outside the fapgade of the house where life is
found to be normal, happy, and pleasant. The Student has
saved people's lives in a fire, the 0ld Man wants to help the
Student by giving him a Job and arrangling a meeting with a
beautiful girl, and the 0ld Man seems to be reforming Iin his
ways by giving instead of taking.

A second world or mood Interrupts the first when
spirits in the forms of the Milkmald and the Dead Man enter.
Upon thelr appearances, the mood of happiness ls changed for
a short time to a mood of fear, mystery, and confusion.

These vislons suddenly disturd the previously established
atmosphere.

In Scene II the third mood or world is found within
the Round Room. This room represents death and hell, which

conveys a dark and depressing mood. The sins and secrets



30
of all the characters are revealed; the ghosts of their pasts
return to expose the truth. Each character goes through a
kind of hell when his past is brought out in the open. The
01d Man hengs himself in this room for the crimes he com=
mitted and for the crimes he caused others to commit.

The Fourth mood or world 1s found in the final scene
of the play which takes place in the Hyacinth Room. In this
room one finds beauty in the hyaclnths which are sitting
throughout the room, youth in the Student and the Girl, and
hope 1In the Buddha which ls to be seen at the back of the
room. Eternity and heaven are represented in this room, and
the mood is a combinatlion of happiness and sadness because
life and death are found there. The Girl dies, but it is
hoped she will find happiness 1In the world to come,

The over=-all mood of the play seems to be one of hope-
lessness and despalr with rays of possible happiness which
never actually materlalize within the play.

V. SUMMARY

Ihe Ghost Sonata displays the lives of thirteen char-
acters whose llves are interwoven as 1f in the web of a spi=-
der. The spider is the 0ld Man who tries to ruin the lives
of the other characters by enclosing them in his web of lies,
sin, and greed. The 0ld Man dies, and all are freed to face
the world and their pasts. The only hope seems to lie in the
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two young people, the Student and the Girl; but even they
have to find happiness in another life after death.

The central theme of people'’s lives being bound to=-
gether by crime, secrets, and guilt is complemented by the
minor themes involving servants and vampires, and religion.

The ma jor character symbols include Hummel (the spi-
der), the Student (a man of another world), and the Mummy (a
revealer of the truth). These are combined with the minor
character symbols of the Dead Man, the Milkmaid, and the
Cook to represent the theme of the bond of sin and greed.

Visual symbols which enhance the theme are the Buddha,
the clock, the statue, the Japanese screen, the Hyacinth
Room, and the Round Room.

The mood of despalr and despondency predominates
throughout the play, but the possibllity of hope and Joy is
suggested in the closling moments of the play.
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CHAPTER III
ANALYSIS OF STRUCTURE AND STYLE

In order to determine the structure and style of a
play, the director must dlvide it into parts in order to
see how these parts are inter-related. When this is dis-
covered, it wlll be easier to understand the work of art as
a whole. This chapter will consider the elements of the
structure of the play according to Freytag's divisions as
found in Play Direction by John E. Dietrich. IThe Ghost
Sonata uses the dramatic style of expressionism, and its
characteristics will be specifically pointed out in the fol=-

lowing discussion.
I. EXPRESSIONISM AND THE GHOST SONATA

As previously stated, the expressionistic style of
the script is one of the major concerns of the director in
producling the play. Ihe Ghost Sonata ls generally classi-
fled as expressionistic in style although the actual term
expressionism was not used untll approximately 1910 when 1t
came into use with reference to the literature and art of
'Germany.l This was three years after the composition of

The Ghost Sonata. BStrindberg, however, has been credited

1panistrom, p. 10.
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with being the forerunner of expressionism because of this

2 14 was

play and others written with similar techniques.
from Strindberg that expressionism most fully stemmed."”
Expressionism 1s difficult to explain concretely; it

is "a form that camnot be formulated."* However, 1t will be
useful to define the term expressionism as it applies to
this play. Expressionlsm is conveying life through the eyes
of the playwright or his main character(s) by means of inner
emotions and feeling. It is a way of directly expressing a
subjeetive reality. Observed reallty is not seen in an ex-
pressionistic drama. Instead one's inner experiences are
projected by use of distortion, pantomime, monologues,
stream~of-consciousness dialogue, typification of characters,
specters, dream elements, and autoblographical materials.5
All of these characteristics of expressionism may or may not
be used in this style of drama, but each is used in The Ghost
Senata.

_ &4 further definition of expressionlism is that of Kasgi-
mir Edschmid. His concept of the term 1s useful in further

2John Gassner, Magters of the Drama (New York: Dover
Publications, 1940), p. 395.

Sp1an Reynolds Thompson, The Anatomy of Drama (Los
Angeles: University of California Press, 1948), D. 349.

4Dahlstrom, p. 60,
5Ibid., p. 80.



describing Strindberg's style in The Ghost Sonata:

The artist fastens upon reality not be seeing, but
by observing; not by depleting, but by experiencing;
not by reproducing, but by fashioning; not by taking
but by seeking--a selective act. He sees the human
element 1n the harlot, the divine in the factory; all
Individual elements are fashloned by him into that

34

whole which constitutes the world. . . . In expression-

ism, the human belng is the most exalted and the most
miserable. He becomes human. . « . man no longer is
represented as an individual, classiflied according to
his role in an artifieial soclety. The hand of the
artist goes behind all classifications, gogs behind
the mere individual, and shows us mankind.

II. USE OF STYLE

The preceding dlscussion establlished the fact that
Ihe Ghost Sonata was written in the expressionistic style
of drama. However, 1t should be polnted out that because
Strindberg was a forerunner of expressionism, not 2ll as-

pects of expressionlism are exemplified in this play. ZFor

example, a social and political framework, telegraphic style

dialogue, and the theme of modern mechanization, which are
often considered characterlstic of expresslonistic drama,

are missing in this play. The characterlstics previously

listed include major aspects of expressionism which are ap-

plicable to this play.
Expressionism has been defined in part I of this

chapter as conveylng life through the eyes of the playwright

6Dahlstrom, Pp. 28-29,
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or his main character or characters. In The Ghost Sonata
Strindberg's irner emotions and feelings are predominant,
for the play is distinctly autoblographical in nature. Ine
cluding autoblographical materlal is one of the character-
isties of expressionistic drama. For example, while Strind-
berg was writing the Chamber Plays, he had trouble getting
someone to cook properly for hlm, This somewhat petty do-
mestic problem provided a good symbol in The Ghost Sonata.’
The Cook is used as a symbol of a vampire.

Another trait of expresslonism is the use of distor-
tion, Strindberg uses apparitions in the forms of a Milkmaid
and a Dead Man to represent the sinful past of the 0ld Man.
Hummel 's conscience is shown in the distorted form of spec-
ters. The Mummy 1s another distortion used in trying to con-
vey the essence of reality. To show the extent of her desire
to hide from the past, Strindberg exaggerates the effect it
has on her by meking her a recluse and a death-like figure.
The ghost supper is made bizarre in that all of the charac-
ters are descrlbed as sltting around and munching on biscuilts
like "rats in an attic." There is silence except for the
munching, and the characters are expressionless.

Pantomime is another important expressionistic tech-

nique which Strindberg employed in this play. The Dead Man,

TThe Chamber Plays, p. 227.
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the Milkmaid, the Caretakers Wife, the Fisncee, and the Beg-
gars do not have dialogue; thelr characters are interpreted
strlietly through pantomime. Also the characters being dis-
cussed by the Student and Hummel in Scene I would be panto-
miming while thls discussion transpires.

The use of the monologue is frequently found in ex-
presslionistic drama. In The Ghost Sonata the Student has
speeches at the end of Scene II and Scene III which are mono-
logues. Also the long speech given by the 0ld Man in Scene
II, when he exposes the hidden secrets of the guests, could
be classlifled as a monologue.

Strindberg gives few specific names to hls characters.
In the 1list of characters the Mummy, the 0ld Man, the Stu-
dent, the Girl, the Cook, the Caretaker's Wife, the Lady in
Black, and the Milkmald are found. Typification of charac-
ters 1s another aspect of expressionism.

Specters are often included as a part of the expres-
sionistic style. There are two specters in The Ghost Sonats,
the Milkmaid and the Dead Man. The Milkmaid appears and dise
appears like a spirit; she 1s seen only by the 0ld Man and
the Student. The Dead Man appears to be seen only by the
Student.

Strindberg employs the dream-eclement whieh ls charace-
teristic of expressionism. Events seem to succeed cne an-

other in the disorderly fashion of a dream. The specters
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enter and disappear suddenly as characters do in a dream.
A1l of the eléments mentioned above are used by Strind-
berg to project subjective realities in = mamer character-

istic of expresslionism.
III. DRAMATIC STRUCTURE

In order to analyze the structural quallties of The
Ghost Sonata, the following elements have been considered:
Exposition, Complication, Climax, Resolution, and Conclu-

8

sion. The Ghost Sonata does not £it this system perfectly,

but deviations from 1t will be explained.

Exposlition. John Dietrich defines exposition as
"the begimning, the introduction. It is that part of the
play in which the inlitlial situation 1ls deseribed . . . The
characters are introduced . . . the theme is introduced."?
The expositlion in this play differs from the above defini-
tion In that 1t is dispersed throughout the play rather than
being concentrated near the beginning of the script. The
relationship of all the characters is not completely re-
vealed until the end of Scene II. For example, the Milkmaid
is one of the first characters to appear upon the stage, but

her significance is not fully explained untll the end of

8Jomn E. Dietrich, Play Direction (Englewood Cliffs,
New Jersey: Prentice-Hall, Incorporated, 1953), pp. 32=34.

9Tpbid., p. 32.
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Scene II., It is then learned that she is a ghost from Hum-
mel's past., He has drowned her because she has witnessed a
crime he has committed.

At times the sltuations and characters are understood
only in retrospect. Hummel remarks to the Student in Scene
I, "My whole life's like a book of fairy stories . . . the
stories are different, they are held together by one thread,
and the main theme constantly recurs."l0 The viewer will
not realize the meaning of thls statement untll Scene II
when the Mummy says, "Crime and secrets and guilt bind us
together. We have broken our bonds . . . times without num-
ber, but we are always drawn together again."l Only then
does one look back to Hummel's statement and realize that
he was implying the same 1idea.

According to Dietrich, exposition "must catch the in-
terest of the audience.'l? In The Ghost Sonata, however, it
1s the lack of exposltion at the beginning that brings about
the same result. One ls intrigued to find out what connec-
tlon there is between a certain character or line with the
remainder of the play.

The inciting action which upsets the inlitlial balance

1016 chost Sonata, p. 274.

l1y44,, p. 289.

12pietrich, p. 32.
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of the action of a playl® is the introduction of the Old

Man's servant, Johansson, at the end of Scene I. Johansson
beglins to give the audience Insight into the real character
of the 01d Man. Johansson reveals the true motive for Hum~

mel's actions in the previous part of the scene.

Complication. The complication is the "bringing to-
gether of the protagonistic and antagonistic forces.“l4
This "middle or heart of the drama"l® is found in Sceme II
when Hummel, the protagonlst, strips the characters at the
ghost supper of all pride, prestige, and honor. He is in-
tent upon destroying them all as he had destroyed others in
the past. However, the antagonist, who 1ls the Mummy, inter-
feres. She In turn strips Hummel of his false fagade of
power and godllness. Hummel 1s discovered to be as sinful

and lowly as the others he has accused.

Climax., Dletrich points out that the cllimax is the
"high tide of the drema"6 and that 1t "usually appears near
the end of the second act."7 In The Ghost Sonata 2 climax

13D1etr1ch, p. 32,

41p44,, p. 33.

15114,
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does come at the end of Scene II when Hummel enters the
closet of the Mummy and hangs himself. However, a climax
Just as important appears at the end of Scene III. Hummel
and his power as destroyer are not actually dead. In Scene ,
IIT it i1s seen that Hummel's influence lives on in his daugh-
ter, the Girl. Until she dies, his power will continue to
destroy. After her death at the end of the scene, the Stu-
dent has some hope of escaping from the evil and sin of the
world of Hummels. At the same time this second climax serves
as a concluslon; as such it wlll be treated further in the
£ifth part of this discussion.

Regolution. This term 1ls defined by Dietrich as "the
inevitable unwinding of the conflict."8 1n The Ghost
Sonata the resolutlion is not exactly an unwinding of the
conflict; it is rather a continuation of the conflict by
the protagonist, Hummel., His evil influence stllls lives
on in the Girl, and hls influence has to be purged in order
for the play to have a concluslon that will provide some
kind of an equilibrium. Scene III presents a further cycle
of action in which the entire course of the previous action
is repeated in a more concentrated form. Thls further ac-

tion echoes all that went before it with the Student and

18p1etrich, p. 33.
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Girl now becomling the central characters or pivotal charac-

ters.

Conclusion. "It /the conclusion/ is the section in
the play that logleally and finally answers all the ques-
tions of the audience."® Again this play seems to depart
from Dietrich's system of structural analysis, for answers
are not given. There 1s an Ilndication that a life after
death provides an escape from the dirt of life. However,
even the Student does not know if this is the answer, for he
asks, "Where is beauty to be found . . . Where are honor and
faith? . . . Where is anything that fulfills its promise?"ZC
He appeals to Christ, to death, and to Buddha to glve him
the answers. Strindberg does not hand out the answers to
his audience, for he wants them to search and to dlscover
the meanling for themselves.

Since Strindberg uses the dream element in his play,
the structure seems to follow a sequence of events found in
a dream. Therefore, it does not fit very neatly into a con-
ventional classification of the component parts of a drama,

Another reason for the varlatlion in the structure of

this play is that it is meant to be treated as a sonata, a

piece of music. The Ghost Sonata was named after Beethoven's

19Dietrich, p. 34.

20pne Gnost Somata, p. 303.
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"Ghost Sonate in D Minor" and his "Ghost Trio."l The three
scenes could be regarded as three movements of a sonata.22

Strindberg's unique structure is summarized in his

description of a theatre which should be free from conven-
tional ties:

May we then secure a theatre where we may be horrible
over the horrible, laugh over the laughable, play with
the playful; vwhere we can see anything and not be of=-
fended, when we see what lies concealed behind theologil-
cal and esthetic vells, even 1f the old conventional
laws must be broken; may we secure a free theatre, where

we shall have freedom for all thlings sav% 40 have no
talent and to be a hypocrite or a fo0l.2

IV. SUMMARY

The director must analyze the structure and style of
a play in order to better understand the play.

Ihe Ghost Sonata 1s classifled as an expressionistic
drama. Expressionism is a style of writing in which the
playwright conveys life through his or his characters' emo=-
tions and feelings. It 1s a way of expressing a subjective
reallty dlirectly. There are certain elements that are char-
acteristic of expressionistic drama. These include the use

of: distortion, pantomime, monologues, stream-of-conscious-

21'.l'he Chamber Plays, p. 225.

22ppe Play A Oritical Antholozy, p. 626.

23Angust Strindberg, The One-Act Play, cited in Hen-
derson, p. 2.
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ness dlalogue, typification of characters, specters, dream
elements, and autoblographical materials. All of these ele=-
ments are included in The Ghost Sonata.

The elements considered in analyzing the structure
of this play were: exposition, complication, climax, reso-
lution, and conclusion. It was discovered that the exposi=-
tlon was dispersed throughout the play rather than concen-
trated near the beginning of the play. The complication of
the play tekes place when Hummel reveals the past lives of
all the guests at the ghost supper and 1ls stopped by the
Mummy. TIThe Ghost Sonata has more than one climax. Climac-
tic moments are found at the end of Scene II and at the end
of Scene III. ZEach climax is equally lmportant. The reso-
lutlon is the unwinding of the conflict. However, in +thils
play the conflict does not unwind in Scene II but continues
on into Scene III. Hummel's influence and power lives on
in the Girl, even though he dies. A kind of resolution oc~
curs when the Girl dies at the end of Scene III. The con-
clusion does not give definlite answers to all the questions
In the play; it seems to leave the answers to be determlned
by the audience.

Ihe Ghost Sonata has an atyplcal structure, for 1t
is written in the form of & dream. The events follow the

epparently disorganlized sequence of a dream. Another reason
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the play varies from the usual structure is that it is
written as a sonata. It should be treated as a piece of

music.

Strindberg helleved in a theatre that was free from
conventional laws; this belief is shown in his play, The

Ghost Sonata.



CHAPTER IV
DIRECTING TECHNIQUES AND ACTING STYLE

Strindberg has been called a "stumbling-block to pro-

nl po direct one of Strindberg's plays ia & diffi-

ducers.
cult undertaking. Eric Bentley aptly explains the reasons
for the problems involved in directing Strindberg's plays:

Strindberg is difficult. He 1s dlfficult in that he

is great, and he is difficult in that he is not su-
premely great but in part a victim of a confused and
confusing age. This means that a director has to ap-
proach him with a respect that 1s due to genius, has to
be loyal to him, modestly subjJeet to his will, and yet
at the same time has to deal with his faultg thus assum-
ing undeniably, an attitude of superiority.

In realizing the difficulty in producing The Ghost
Sonata, much care has been taken to employ directing tech-
niques whlch would convey meaning clearly to the audience.

A combinatlon of expressionistic and realistic ele-
ments would be employed In directing The Ghost Sonata. Ex~
pressionism would be used to convey the mystic and heavily
symbollc portions of the play, while reallism would be used
to enhance the development of the theme. Drawing attention
to the theme is the most important aim in a Chamber Play ac=

cording to Strindberg.3 The lack of production emphasis on

1 Search of Theatre, p. 138.
2Ipid., pp. 139-40.
?ggg Chamber Plays, p. ix.
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the expresslonistlic style 1s intended to keep the audience
from becoming engrossed in the unususl production style,
rather than becoming engrossed in the theme. The actors,
for the most part, would be directed toward using realistic
techniques, except when conveying the impression of a dream~

like world.
I. COMPOSITION

According to Dietrich, composition In the staging of
a play is ". . . the artistic and meaningful arrangement of

4 This arrangement of characters must

characters on a stage."
clearly convey to the audience the meaning of the play and
the emotions of the characters.

To exemplify such an arrangement, in Scene II the regu-
larly scheduled ghost supper takes place with the Colonel, the
Fiancéé, the Aristocrat, the Mummy, and the 0ld Man participa-
ting. They are found seated around the dinner table in si-
lence except for the munching of their biscuits. The charac-
ters are eating thelr meal in a slow, mechanical manner. They
each stare Into space as the 014 Man begins to tear them apart
by exposing the sins of their past lives, Each 1s seated in

a position so that he does not directly face another person.

The silent, macabre atmosphere with little movement presents

4Dietrich, p. 92.
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an eery, death-like feellng. By being placed in such an ar-
rengement, the effect of the habitual, automatic, lifeless
atmosphere would be created.

Another example in which composition plays an import-
‘ ant part 1s found In the beginning of Scene III. The Student
and the Girl are in the Hyacinth Room dliscussing the hyacinth
and the Buddha. The Student refers to the Mummy and the
Colonel, who are sitting in the Round Room completely immo-
bile and silent. The Colonel and the Mummy are sitting in
chairs opposite each other and are staring at each other,
but each falls to see anything. The Girl explains their si-
lence by saying that "they have nothing to say to each
other . . . neither believes what the other says."5 Their
vell of illusion or sins of the past has been revealed in
Scene II, and now neither one can say anything that will
fool the other. Therefore, they remain silent. Thls ar-
rangement of characters helps to point out the preceding ac-
tlion and the characters' reactioms.

The 01d Man is confined to a wheel chair in Scene I;
and in blocking, this minimizes the different positions in
which he can be placed. It 1s lmportant, however, that he
be In strategic places where he can hear and see all that

goes on in the other characters' lives. In the beginning

SThe Ghost Sonata, p. 297.
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of the scene he just happens to be outside the house reading
his newspaper. He 1is close enough to the water fountaln to
overhear the Student talking 4o the Milkmald. Later in the
scene the Caretaker's Wife and the Lady in Black are talking;
only Hummel 1s close enough to hear what is being sald. In
the end of Scene I, Johansson says figuratively that the 014

6 Hume

Man "breaks into houses . . . sneaks through windows,"
mel always knows all that happens, and hls position on stage
must be conducive to acquiring such Information.

In Scene III the Girl would remain in one place on
the stage; she would be sitting or reclining on the couch in
the Hyacinth Room. This would be done to show her 1illness,
her waning strength, and her inabllity to cope with the life

of the Hummel household.
II., MOVEMERT

Movement may be defined as the changing of a charac-
ter or characters on stage Into different poslitions neces-
sary to imparting the meaning of the play.7 In The Ghost
Sonata three of the characters have an ethereal or ghostly
quality, and thelr movement must portray this quality. The
Dead Man enters only once, and he would walk in a very stiff

6The Ghost Sonata, p. 281.

Tpietrich, p. 119.
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and military manner. Thils quallty of movement would be used
to represent his past office as Consul and hls spectral
quality.

The Milkmald would move as lightly and gracefully as
possible. BShe should seem t0 appear welghtless and should
make no noise. This movement must glve the effect that she
is a spirit and that she appears and disappears as a spirit
does.

The Mummy is also "of another world" in that she has
been enclosed in a cupboard in the Round Room for twenty
years.8 Her movement must deplect a mummy~like quality. She
would display a stiff body and 1little faclal expression. She
retains this quality until she begins speaking in her natural
voice. At the end of Scene II she figuratively transforms
Hummel into her former state as a Mummy who makes sounds re-
sembl ing a parrot. The Mummy becomes llke & magiclan by put-
ting Hummel in a trance. She makes the appropriate hand and
arm movements and draws Hummel to the closet.

The movement of the other characters does not vary to

any great extent. The Fiancee moves In a trance-llike state

8There is some apparent discrepancy in the length of
time the Mummy has sat In the closet. Bengtsson says 1t has
been forty years on page 285, and the Mummy says 1t has been
twenty years on page 295. However, the Mummy should know
better than Bengtsson how long she has been there. Bengts-
son may be referring to the length of time the Mummy has been
a member of the family and not to the time spent In the clo-
set. See Ihe Chamber FPlays, p. 227.
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on and off stage, for she 1s not aware of anything outside
of her own small world. The Student's movement would be
definite and brisk to show his confidence and superiority in
that he is a Sunday child.

ITI. STAGE BUSINESS

"Stage business may be defined as all visual activity
not involving movemernt from one place to another.”9 Stage
business may be classified into types called storytelling
business, essential to the advancement of plot or conflict;
character business, to dlfferentiate one character from an-
other; business for emphasis; and arbltrary business, to f£ill
in gaps In the action.10

Business may involve pantomime to a great extent.

The Milkmaid's character business involves having her hands
outstretched to illustrate the condition that she is in the
act of drowning. Her entlre character 1is portrayed through
business and pantomime, for she never speaks. Also the en-
tire character of the Dead Man, the Flancee, the Caretaker's
Wife, and the Beggars 1s developed through pantomime. None
of these characters have spoken lines.

The Caretaker's Wife distributes fir branches in front

9Dietrich, p. 143,
107p14., pp. 144=45,
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of the house In Scene I. This action is used as storytelling
business in order that the 0ld Man can explain her part in
the plot of the play.

Faclel expression plays an important part In the stage
business of Hummel. He must not obviously appear to be lis-
tening to the different conversations on stage, and yet the
audience must know that he 1s not missing a word of what is
being said., In Scene I he is supposedly reading a newspaper,
but the audlence must see that he is listening to the Stu-
dent and the Mllkmald. ILater 1n the same scene, he listens
to the Lady in Black and the Caretaker's Wife in the same

mammer.
IV. TEMPO

The use of tempo on stage should direct attention,

convey emotion, intensify coanflict, and provide variety.ll

Since the play was named The Ghost Sonata after Beethoven's
"Ghost Sonata in D Minor" and his "Ghost Trio," it is appro-
priate that the play be directed as a plece of music.12 A
sonata is defined as beling:

Literally 'Sound-plece.' An instrumental composi-

tion in three or four movements, each with a unity of
its own, but related to form a whole. The movements

1lpjetrich, pp. 175-76.
12mye Ghomber Plays, p. 225.
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are contrasted in theme, tempo and mood. . . .13
With this definition in mind, 1t can be seen how the scenes
of Ihe Ghost Sonata resemble a sonata with contrasting tempo,
theme, and mood. The first scene would be classified as a
brisk allegro. The youthful buoyancy of the Student and the
grasping eagerness of the 0ld Man is seen as they make their
plans to enter the elegant house. The second scene provides
e sharp contrast with a slow tempo often found in a largo.
The long silences of the ghost supper emphasize this tempo.
The final scene is a quiet andante ln which the principal
theme 1s emphasized. The play 1s brought to a close by a
coda that restates all the themes.l%

According to the definition of sonata, each movement
must be unified within itself and yet be imtegrated Into a

larger whole. The director must keep this requirement in

mind in staging this production.
V. OCHARACTERIZATION

The autoblographical nature of Strindberg's works is
revealed in the characters of The Ghost Sonata. He ex-

plained the development of his characters in a speech at a

farewell banquet when he left the Unlversity of Uppsala:

131,ee Orean Smith “Century" Musical Dictiona (New
York: Century Music Publishing Company, 1935), DP. bl.

l4me Ohamber Plays, P. XX.
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A personality does not develop from itself, but out
of each soul it comes in contact with it sucks a drop,
Just as the bee gathers its honey from a million flowers,
giving 1t forth eventually as its owm.

In another place he tells how his characters are pieced to-
gether from people he has known in his own life:

e o« « I have drawn my characters vaclllating, broken,
mixtures of old and new « . . . My souls (characters)
are conglomerations of past and present stages of cul-
ture, scraps of books and newspapers, fragments of men
and women, torn shreds of Sunday attlre that are now
rags, such as go to make up a soul. And I have thrown
In some history of origins in letting the weaker steal
and repeat the words of the stronger, in letting souls
borrow ldeas, or so-called suggestions from one another.16

In The Ghost Sonata a "fragment of men” is found in

the character, Hummel. Hummel's character was modeled from
a Stockholm merchant, Isaac Hirsch, whose pretentious phllan-
thropy irritated Strindberg. The name Hummel may have been
suggested by an American criminal lawyer, Abraham Henry Hume
mel, who was convicted on charges of conspiracy in 1905.
There was also a Hummel of some significance in Beethoven's
life.17

By understanding Strindberg's method of developing

characters, the actor can better interpret his role. 4 cone
pletely sitylized, non-realistic approach to acting 1ls often

used in expressionistic dramas. This proposed production

15Henderson, . 21.
16Lind-Af-Hageby, PP. 216=17.
l?ggg Chamber Plays, pp. 225-26.
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would not adapt such an approach., Such an emphasis might
detract from the theme and philosophy of the play. Only a
few cparacters would deviate from the realistic style of act-
ing in order to show their spectral or distorted qualities.

The Milkmald would enter and exlt with the light,
quick steps of a dancer. A4ll of her movement must be grace-
ful in order to show her resemblance to a spirit. Her make~
up would also enhance her ghostly quality by being very light
and pale.

The movement of the Dead Man would be stylized by a
stiff, riglid walk while his eyes would be staring straight
ahead., Since he 1s not of this world, his acting cannot be
conventional but should convey his ethereal qualility.

The acting style of the Mummy is also exaggerated and
distorted. These characteristics would be emphaslized by her
movement and faclial expression. A stiff posture and an ex-
pressionless face would help to give the effect of a mummy.
The character of the Mummy also has to imitate the sound of
2 parrot speaking during part of the play.

Most of the characters In The Ghost Sonata lack a
three~dimenslional develoyment.18 The characters are more
like universal symbols or emotions than fully developed per-
sonalities. This makes 1t more difflcult for the actor to
thoroughly understand and interpret hls role. The actor

181,1n3d-Af-Hageby, p. 316.



55

must reallze the lack of character development and work to
thoroughly incorporate the aspects of the character that are
shown.

The stream-of-consclousness monologues of the 01d Man
In Scene II and of the Student in Scene III would require a
deviation from the conventional style of acting. The thoughts
of the charecters do not follow an organized pattern as do
most lines in a play. The character speaks as hls ldeas hap-
pen to enter his mind. The actors of these two roles would
have to suggest a trance-like state in order to convey the
effect that they are alone with their thoughts. The use of
silence and pauses would add effectively to these monologues,
The pauses would show that the character is reflecting upon
what he has said, that his mind has wandered to another sub-
Jeet or that he is thinking of what he would say next.

4 combination of realistic and expressionistic tech-
niques of acting would be applied in The Ghost Sonata. Which-
ever style 1s employed, the purpose would be to ald in inter-
preting the meaning more clearly. Stylized movement in act-
ing would be employed when dream elements or dlstorted ele~
ments are predominant in the script. A realistic acting style
is used In all other segments of the actlon.

VI. REHEARSAL

The requlirements of the individual producing organiza-
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tion may determine the rehearsal schedules of its plays.
However, five weeks should be the minimum time gliven to re-
hearse and perform The Ghost Sonata. It is longer and more
difficult than the typical one-act play. The first week
would linclude reading and interpreting the play with discus-
silons with the cast about Strindberg and expressionism. The
second end thlrd weeks would be spent blocking the play and
in learning the lines. Adding the technical elements and
polishing the play would occur during the fourth week. Dur-
Ing the final week there would be dress rehearsals and per-

formances.
VII. SUMMARY

The directing technlques and acting style of The Ghost
Sonata will employ a combinatlon of expressionistic and re~
allistlic elements In order to better emphasize the meaning and
philosophy of the play.

In blocking the play, the principles of composition,
movement, stage business, and tempo were considered. The
composition or arrangement of characters on stage was de=-
signed to give the audlience a clear understanding of the mean=
ing of the play and to portray the emotions of the characters.

The movement in the play lis baslcally conventional ex=-
cept for the stylized movement of the spectral characters.

The Milkmald, the Dead Man, and the Mummy portray the dream
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element of a world of distorted and spectral characters by
thelr movement on the stage.

Much pantomime 1s used 1In the stage business of the
play. Pantomime is particularly prominent in the characters
who appear on stage but never speak. These characters are
the Milkmald, the Dead Man, the Piancee, the Caretaker!
Wife, and the Beggars. Also characters may be pantomiming
in one room while the characters in another room or outside
the house are spesking,

The tempo of the play 1s similar to that of a sonata
with three contrasting movements. The first scene is a
brisk allegro; the second scene provides a contrast with the
slow tempo of a largo; the third scene is a quiet andante
with a coda that cléées the play by restating all the themes.,

Even though each of the principles of play direetion
has been considered separately, they are only parts of what
must become a uniflied whole in production.

In analyzing the characters of the play, it 1s help-
ful to know that Strindberg has combined characteristics of
many of the people who have passed through his life to de~
velop his characters. His characters are not three-dimen-
sional. They seem to represent universal symbols and emo-
tions rather than fully developed personalitles. The actor
must take the facets of character that are there and develop

them iIn the best way possible to bring out the theme and



meaning of the play.

FPive weeks would be needed to rehearse and perform
Ihe Ghost Sonata. Thls proposed rehearsal schedule varies
from the typical one-act play because The Ghost Sonata is

longer and more difficult than the typlcal one-act play.
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CHAPTER V
TECHNICAL ELEMENTS NECESSARY FOR PRODUCTION

Usually a university has a technical director who is
in charge of the technlical elements of production. However,
the director should know what technical aspects are needed
and should work with the techmical director on them. For the
purposes of this project, complete details with regard to the
exact design and coloring of the set, the specific music used,
ete., will not be consldered. A general, practical approach
to the technical elements of production will be discussed
from the stage director's point of view.

The technical requirements for The Ghost Sonata would
include: stage setting, stage properties, lighting, sound,
costumes, make-up, and special effects.

It is assumed that the stage facilltles and budget
would be ample enough for a full-scale production. The fa-
cilities for the productlion would not need to be elaborate,
but they should be generous enough for an lmaginative use of
the technical elements called for by the seript and the di-

rector.
I. STAGE SETTING

The setting of a play should be practical and func-
tional. 1Its purpose 1ls to ald or to enhance the play being
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presented and not to detract from it by being a center of
attention in itself,

The deslign of a stage setting for The Ghost Sonata
would require a combipation of expressionlstie and realistic
elements. A few aspects of expresslionism would be used in
the setting to convey to the audlence the lmpression that the
play 1s not entirely realistic; it has elements of distortion,
and 1t occurs within a dream world. A multiple set would be
used to eliminate any scene changes and Interruptions in
transferring from scene to scene., Scene I takes place in
front of the fapade of a house. The two rooms of the house
would be exposed except in Scene I vhen a window in fromt of
each room would be flown from above to establlish the location
of the front wall of the house. The expressionistic element
would be found in the windows which would be made with dis-
torted angles.. In Scene II the window of the Round Room on
stage right would be ralsed to reveal the action that ls take
ing place within. The walls of the room would be semi=-circu=-
lar in shape in keeping with the name of the room. In Scene
IITI the window of the Hyacinth Room would be ralsed to indi-~
cate that the locatlon of the action of the play has been
shifted. The walls of the Hyacinth Room would be formed as
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a regular box set with rakedl slde walls. An alley at the
side of the house on stage right with a wall or fence lead-
ing to the back of the house would be needed. A drinking
fountain in front of the house on stage left is required in
Scene I, but this fountain may be removed at the end of the
scene, Lights would be used to indicate the transitions from
scene to scene.

The use of a multiple set would provide for a smooth-
flowing production without any unnecessary interruption. This
is essential to Strindberg's Chamber Plays. He wrote the play
to be performed within approximately ninety minutes and to be
given without an intermission. He did not want the action to
be stopped or the rhythm to be interrupted. He felt the au-

dience should not reflect until the curtain went down.2

II. STAGE PROPERTIES

Few of the properties needed in The Ghost Sonata pre-
sent any particular problem. The water fountain in Scene I
may be removed when the scene is finished, and the flown win-

dows would be raised for Scene II and for Scene III. The re-

170 raxe the side walls means to slant the walls toward
the center at the rear for the purpose of alding sight lines.
See Willard J. Friederich and John H. Fraser, Scenery Desgsign
for The Amateur Stage (New York: The Macmillan Company, 1950),
DP. 249,

2he Ohamber Plays, pp. xii, xiii.
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moval of these set propertlies should not detract from the ac-
tion of the play. Any hand properties needed would be brought
on and taken off by the individual actor using then.

III. STAGE LIGHTING

Lighting would play an important part in the produc-
tion. It would be used to emphasize the areas in which the
action ls taking place upon the multiple set by i1lluminating
a particular area while subordinate areas are left in dark-
ness., Lighting l1s essential to designating the mood and at-
mosphere of the play. Scene I takes place out-of-doors on a
bright, cheerful Sunday morning. ILights of a bright tint
would be needed for thls atmosphere. The second scene is in-
side the Round Room which represents death. Therefore, the
lights would be dimmer to portray an atmosphere of gloom and
evil., The Hyacinth Room, in which Scene III takes place, has
& heavenly atmosphere and the lights would be brighter and
softer.

Since spectral characters appear unexpectedly in the
first and second scenes, lights would add greatly to giving
a ghostly, unreal quality to the characters. A special spot=-
light can be used to emphaslize thelr pale, ethereal qualities.

The climaxes at the end of Scene II and at the end of
Scene III would be enhanced by lighting. A red glow provided
by the appropriate lights would be used as the 0ld Man enters
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the closet to hang himself; thls effect would be used in or-
der to indicate that he is entering into hell where he is to
be punished. A%t the end of Scene III, the lights would be-
come brighter and brighter as the Girl dles and supposedly
enters Into a happler life beyond the grave.

IV. SOUND

The use of sound effects at different Intervals during
the play would help to maintain the atmosphere and mood of
the production. It would not be necessary to have continu~
ous background musle, for most of the language and actlion of
the play can stand by themselves. Eery and somber music,
such as "The Storm Scene" from the King Lear Suite by Otto
Luening and Vliadimir Ussachevsky, would be used when the Dead
Man enters to emphasize the distorted expressionistic ele-
ment he represents. Muslc such as A Poem in Oycles and Bells
by Otto Luening and Vliadimir Ussachevsky, would be used dur-
ing Scene III to denote the heavenly, unearthly qualities of
the scene. The striking of the clock in Scene II must be
added in order to motivate the reactions of the Mummy and
Hummel. Emphasls through music would be useful when the Mummy
is revealed in Scene IT.

The distorted, exaggerated, expressionistic elements
of the play can be better emphasized with music to show thelr

nonreal characteristics.
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V. COSTUMES AND MAKE~UP

The costumes and make-up must add to the character's
type and yet be in keeping with the style of the production.
For the most part, the costumes would be of the early 1900's
except for those of the characters who are not of the real-
istic world. The Dead Man would be in his Consul's uniform
with plumes and ribbons. The Mummy would be in a whilite night-
gown or robe to glve her the quallty her name implies. The
Milkmaid's costume would be that of a typlcal milkmaid, but
her make-up and the use of lights would help to convey her
spectral qualitlies. The Fiancé; would wear a long out-of-
date dress for she is rather eccentric and lives in a world
of her own. To convey the expressionistic element of distor-
tlon, the Beggars would be made up in an almost grotesque
fashlon. The Lady in Black would be dressed in black to in-

dicate the dark, mysterious quality of her life.
VI. SPECIAL EFFECTS

Only one major special effect is requlred for this
production. At the end of Scene III as the Student is re-
citing the poem, special harp muslic would begin playing while
a pleture of Bocklin's Isle of the Dead would be lowered from
above, Lights would be focused upon it. The effect would
emphasize the passing of the Girl from life to death.
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VII. SUMMARY

Even though a university director usually works with
a technical director in producing a play, it is necessary
that the director be aware of the techniecal problems involved
in the productlon. In producing The Ghost Sonata a combina-
tion of realistic and expressionistic elements would be used
to aid in a clearer interpretation of the play.

The setting of the play would be & multiple set with
three playing areas for the three scenes. These areas would
conslst of the area in front of a house and of the two rooms
inslde the house. The set would be designed in this manner
to eliminate scene changes and interruptions between scenes.
This technique would ald in creating 2 smooth~flowing produc-
tion without breaking the thought pattern of the audience as
Strindberg had planned in writing his Chamber Flays.

A water fountain and the flown windows in front of
each room would be the only set properties to be changed.
Hand properties would be taken care of by the particular ac-
tors using them.

Lighting 1s pertinent to the mood and atmosphere of
the play. It would be important in indicating the areas of
the stage which are being used as the scenes change. It
would play an important part in conveying the dream element
when the nonreal characters appear on stage. A red glow at

the end of Scene ITI would help to produce the effect of hell.
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A soft, bright light at the end of Scene III would help to
convey the atmosphere of heaven.

Sound would be used to emphasize the distorted and
exaggerated elements of the play. Background music would
also help to bulld the climaxes at the end of Scene II and
at the end of Scene IIT.

The costumes of the characters would be essentlally
those of the early 1900's. The make-up would be realistic.
The exceptlons to the above would be with the charscters of
the splritual world., They would be distinguished in part by
thelr costumes but mainly by thelr ghostly, pale make-up.

One major special effect would be used. At the close
of Scene III a picture of Bocklin's Isle of the Dead would
be lowered while the Student l1ls reelting his poem and his
last lines. Harp music would be played and lights would be
focused on the picture.

In dealing with all the technlcal elements of the
play, 1t must be remembered that the elements are used to
enhance the language and theme of the play. The design of
the stage setting and the other technical elements should
not overshadow the play itself.
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CHAPTER VI
SUMMARY AND CONCLUSION
I. SUMMARY

The purpose of this thesls has been to design, from a
director's viewpoint, an original production of the play,
Ihe Ghost Sonata by August Strindberg that could be performed
on a college campus. Two major challenges were presented to
the director in that the script was difficult to understand,
and 1t was expressionlstic in étyle. The Elizabeth Sprigge
translation was chosen for the purpose of this study.

In studying the life of Strindberg, it was found that
his works were quite extemsively autoblographical in nature.
His plays have been performed rarely in the Unlted States and
therefore, presented a definite challenge to the director.

The central theme involved the idea that people's
lives are bound together by crime, secrets, and guilt from
the past which will eventually be exposed. Minor themes ine
cluded servants and vampires and religilon.

The major character symbols were Hummel (the spider),
the Student (2 man of another world), and the Mummy (a re-
vealer of truth). Minor character symbols found in the Dead
Man, the Milkmald, and the Cook contributed to the theme of
the bond of sin and guilt. The visual symbols of the Buddha,
the clock, the statue, the Japanese screen, the Hyacinth
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Room and the Round Room further enhanced the communication
of the central theme. Despailr was the predominant mood of
the play with rays of joy and hope found in the final moments
of the play.

Ihe Ghost Sonata has been classified as an expression-
istic drama. Expressionism has been defined as a style of
writing in which the playwright conveys life through hls or
his characters' emotions and feelings. Certain elements char-
acteristic of expressionlism were considered in analyzing the
play: distortion, pantomime, monologues, stream-of-conscious-
ness dlalogue, typification of characters, specters, dream
elements, and autoblographical materials.

In analyzing the structure of the play, the elements
of dramatic structure were used: exposition, complication,
climax, resolution and conclusion. It was found that this
play variled to a great extent in structure from the typical
play. The main reasons for the varlations were that the play
was written in the form of a dream, and 1t was wrltten as a
sonata or a plece of music. Strindberg belleved in uncon-
ventlonallty in the theatre.

Expressionistic and reallstic elements were combined
in the dlirecting techniques and acting style to better em=-
phasize the meanling and philosophy of the play. Composition
was designed to give the audience a clear meaning of the play

and to portray the emotions of the characters. The movement
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was baslcally conventlonal except for the stylized movement
of the spectral or distorted characters such as the Dead Man,
the Milkmaid, and the Mummy. Stage business involved a great
deal of pantomime for several characters had no spoken lines.
Also pantomiming took place in one area of the stage while
other characters spoke in another area. The tempo of the
play was influenced by the rhythmic structure of the sonata
with the three contrasting movements of a brisk allegro, a
slow largo, and a quiet andante.

Strindberg's characters were drawn from many of the
people who passed through his life. His characters in The
Ghost Sonata lacked three-dimensional qualitles and seemed,
instead, to represent symbols and emotions.

It was decided that five weeks would be necessary for
the rehearsals and performances of the play due to the fact
that it was longer and more diffilcult than the ususl one-
act play.

The director should be aware of the technical prob-
lems involved In a production even though he may work with
& technical director. A multlple settlng was designed for
the staging of the play. This type of stage setting helped
to eliminate scene changes and interruptions between scenes.
This was in keeping with Strindberg's idea of having a
smooth-flowing production in order that the audlence would
not have time to reflect until the end of the play. Few
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stage properties caused any special difficulty in this play.
Lighting contributed to the mood and atmosphere of the play.
Lighting was also pertinent in lndicating the areas upon the
stage in which the action took place. Sound was used mainly
to emphasize the distorted and dream elements of the play.
The costume and make-up were essentially realistic except
for the characters who were spectral, distorted, or eccentric
such as the Dead Man, the Milkmaid, the Mummy, the Fiancéé,
and the Beggars. One speclal effect, which wag a picture of
Bocklin's Isle of the Dead which was lowered from above at
the end of the play.

In dealing with all the separate elements in analyz-
ing & play, it must be remembered that these elements should
ultimately be combined to make a unifled, integrated work of

art,
IT., CONCLUSION

After a thorough study of The Ghost Sonata, 1t was
decided that 1t would be feasible and effective to produce
this play on a college campus. With the combination of re-
alistic and expresslonistic teclmiques, the meaning could
be conveyed clearly to the audilence. The setting would pre=-
sent no technical difficulties to most colleges. The fact
that Strindberg's plays are infrequently produced in the

United States would glve college students a new and educa-
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tional experience in pariticipating in the play or in viewing

it. Also the use of the expresslonlistic style provides a
further educational experience for the designer, director,
actor and viewer.

Strindberg's technique of a continuous production with-
out Intermissions would be new and different for the audience
and actors. Both could become more involved in the play with-
out a break in the rhythm or thought patbterns.

Because of the new educatlonal experiences The Ghost
Sonata would provide, 1t would be worthy of production on a

college campus.
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PRODUCTIONS OF THE GHOST SONATA
FROM 1945 to 1962

Denmark~--Kongelige (Copenhagen) 1948

France--Théétre de la Gaité;Montparnasse (Paris) 1949
Helvetia=--Schauspielhaus (Zurick) 1952

Norge-~De Norske Teatret (0Oslo) 1953

Suomi-~-Kansanteatteri (Helsinki) 1948
Tampere 1951

Sverige~-Stadsteater (Goteborg) 1956
Stadsteater (Malmo) 1954

United States~~Yale University 1950
Pasadena Playhouse 1951

Westdeutschland--Kammerspiele (Koln) 1955
Stadtische Buhnen (Dortmund) 1955
Stadtische Buhnen (Frankfort) 1956
Schauspielhaus (Bochum) 1961-1962
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A Production Study of The Ghost Sonata by August Strindberg.
7 PP NO. 762/

Faculty Adviser: Charles R, Boughton

The purpose of the thesis was to design, from a di-
rector's viewpoint, an original production of the play, Ihe
Ghost Sonata, that could be performed effectively and feas-
ibly on a college campus.

The production study included a thorough examination
of the life of the playwright, August Strindberg, and the
nature of expressionism in order to reveal the influence of
each upon the play. In interpreting the play, the theme,
symbols, and mood were established. The dramatic structure
of the play was analyzed in terms of exposlition, complica-
tion, climax, resolution, and conclusion.

After the interpretation and analysis of the play, a
production plan was developed. The plan was recorded in a
prompt book which was filed with the Speech Department of
Bowling Green State University. The prompt book contained
a diagram of movement and composlition, a floor plan, and a
description of the stage business and tempo.

The study established that the play could be produced
effectively on a college campus. Usling a combination of ex-
pressionistic and realistic technlques would help to convey
the difficult meaning of the play clearly. The fact that
the play was an expressionistic drama and had many unusual

elements, would provide a new, educational experience to all



who would be concerned with viewlng or participating in the

production.



