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 Welcome to the second issue of  Cinema Scandinavia. This issue looks at the early 
Scandinavian cinema. 

	 Let	me	provide	a	brief 	overview	of 	early	Nordic	film.	Film	came	to	the	region	in	the	
late 1890s, and movies began to appear in the early 1900s. Danish cinema pioneer Peter Elfelt 
was	the	first	Dane	to	make	a	film,	and	in	the	years	1896	through	to	1912	he	made	over	200	
films	documenting	Danish	life.	His	first	film	was	titled	Kørsel med Grønlandske Hunde (Travelling 
with Greenlandic Dogs). During the silent era, Denmark and Sweden were the two biggest Nordic 
countries on the cinema stage. In Sweden, the greatest directors of  the silent era were Victor 
Sjöström	and	Mauritz	Stiller.	Sjöström’s	films	often	made	poetic	use	of 	the	Nordic	landscape	
and played great part in developing powerful studies of  character and emotion. Great artistic 
merit was also found in early Danish cinema. The period around the 1910’s was known as the 
‘Golden Age’ of  cinema in Denmark, and understandably so. With the increasing length of  
films	there	was	a	growing	artistic	awareness,	which	can	be	seen	in	Afgrunden (The Abyss, 1910). 
The	film	launched	the	career	of 	Asta	Nielsen,	who	soon	became	Europe’s	first	great	 female	
film	star.	The	film	was	an	erotic	melodrama,	which	soon	became	the	preferred	genre	in	early	
Nordic cinema. After 1913, however, Danish cinema began to lose its leading foothold in the 
film	industry,	with	companies	having	intensified	competition	in	the	production	of 	feature	length	
films.	Danish	cinema	had	also	begun	to	suffer	from	a	lack	of 	imagination	and	willingness	to	take	
creative	risks.	Independent	producer	Benjamin	Christensen	had	great	success	with	the	spy	film	
Det hemmelighedsfulde X (The Mysterious X, 1914) and the crime drama Haevnens Nat (The Night of  
Revenge,	1916).	

	 During	WWI,	the	USA	became	the	leading	nation	in	film	production.	Despite	this,	many	
of 	the	Swedish	films	had	significant	impact	on	German	directors	of 	the	silent	era,	and	assisted	
in	the	development	of 	the	famous	German	Expressionist	era	in	Germany	during	the	early	1920s	
(not to mention Expressionism derived from Edvard Munch’s The Scream). In the years following 
the	war,	Carl	Th.	Dreyer	made	an	appearance	as	director	at	Nordisk	film	with	Praesidenten (The 
President, 1919), followed by the ambitious Blade af  Satans Bog (Leaves from Satans Book,	1921),	and	
went	on	to	become	Denmark’s	most	known	early	cinema	director.	As	sound	film	grew,	it	became	
harder	for	the	Nordic	countries	to	sell	films	overseas	due	to	the	language	barrier,	but	they	devel-
oped stability locally. 

WELCOME

- emma

www.c inemascandinav ia .com

find us

 Finland, Iceland, and Norway had a much smaller start to cin-
ema.	In	Iceland,	there	was	only	one	fiction	film	made	during	the	si-
lent era, and it was Ævintýri Jóns og Gvendar (The Adventures of  John and 
Gvendur.	1923).	However,	several	documentaries	were	made.	The	first	
Finnish	feature	film	is	called	The Moonshiners (1907), but due to ten-
sions	with	Russia	it	was	hard	for	Finland	to	make	films	before	1920.	
Finnish and Norwegian cinema had similar themes during the silent 
era, often depicting their beautiful landscape and using adaptations of  
domestic	plays	and	literature	for	their	plots.	The	first	Norwegian	film	
was a short melodramatic title called iskerlivets farer (A Drama on the Sea, 
1907).	Norwegian	films	during	the	silent	era	can	largely	be	classified	as	
a	form	of 	Romanticism,	with	some	expedition	film	as	well.	Sjöström	
directed Terje Bigen	in	1916,	which	is	based	off 	a	Henrik	Ibsen	poem.	
The Danish and Swedish directors liked to make use of  the Norwe-
gian	landscape,	and	so	it	is	featured	in	a	lot	of 	silent	films.

 For this issue, I asked Scandinavian cinema fans to write about 
the	early	films	they	liked	most.	From	this,	the	response	has	shown	an	
overwhelming favour to the work of  Carl Dreyer, which is great to 
see.	Dreyer	was	forgotten	for	a	lot	of 	his	lifetime	in	the	film	industry,	
and only really received the proper appreciation after his death. Our 
writers this month pay tribute to the director, and hopefully you will 
enjoy reading their great articles. 

Thank you for reading and enjoy the issue!

Terje Vigen The Outlaw and his Wife Ingeborg Holm Körkarlen

Read More:
Danish Film History
Finnish Film History

Icelandic Film History
Norwegian Film History

Swedish Film History

https://twitter.com/CineScandinavia
https://www.facebook.com/cinemascandinavia
https://www.facebook.com/cinemascandinavia
http://www.cinemascandinavia.com
http://www.dfi.dk/danishfilmhistory.aspx
http://www.filmbirth.com/finland.html
http://www.icelandicfilmcentre.is/Icelandic-Films/articles/nr/1078
http://www.nfi.no/filmkunnskap/norsk-filmhistorie
http://en.wikipedia.org/wiki/Cinema_of_Sweden
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TrustNordisk Has Rights 
to ‘Here is Harold’

TrustNordisk has picked 
up the rights to the Nor-
wegian dramedy Here is 
Harold from Norwegian 
production company Mer 
Film.	The	 film,	 based	 on	
a novel by Frode Grytten, 
will be presented to buy-
ers	 in	 Cannes.	 The	 film	
stars Bjørn Sundquist, 
who was also in Ragnarok 
(2013)	 and	 A Somewhat 
Gentle Man	(2010)

Icelandic Penis Muse-
um Film Gets Release 

Date

Sigurgur Hjartarson 
knows penises. He’s the 
curator of  probably the 
worlds only penis muse-
um and the subject of  a 
new	film	documentary	on	
his quest for human spec-
imen to round out his col-
lection. 

Norway Sends Lost Film 
From 1927 to China

Norway will hand to Chi-
na a copy of The Cave of  
the Silken Web, a classic 
Chinese	film	that	had	long	
thought to be lost, the Na-
tional Library of  Norway 
said on Monday. After go-
ing through stock of  9000 
old	films,	the	library	found	
Pan si dong, which was the 
first	film	from	China	to	be	
screened in Scandinavia.

Clooney Intends to 
Remake Pioneer

George Clooney will be 
emarking on producing 
the Hollywood remake of  
the	 Norwegian	 film	 Pio-
neer,	 following	 films	 like	
Gravity and The Monuments 
Men. The original Nor-
wegian	film,	produced	by	
Oslo company Friland 
Produskjon, is a conspir-
acy thriller after real-life 
events. It is set in the 
1980s during Scandina-
via’s oil boom. 

‘Another Golden Year 
for Nordic Film’ Says 

Cineuropa

‘Lets keep this Gold-
en Age going’ suggested 
managing director Petri 
Kemppinen of  the Nor-
disk Film and TV Fond, 
in the annual report for 
2013,	‘which	proved	to	be	
favourable year for Nor-
dic	films	and	tv	in	general,	
and for the fund in partic-
ular, which supported the 
production	 of 	 60	 films,	
TV drama series and doc-
umentaries. 

Swedish Film Institute 
Funding for March

Just a few months after 
scooping the Novella Film 
Award at the Gothenburg 
International Film Festi-
val, director Beata Gardel-
er is back with her second 
feature	 film	 Flocking, just 
one of  hte exciting new 
films	awarded	production	
funding from the Swedish 
Film Institute. 

The Return of the 
Danish Superhero 

Antboy

Following two months of  
shooting, the Danish ac-
tion-adventure Antboy 2, 
by Ask Hasselbalch, is due 
to wrap in Copenhagen at 
the end of  April. The sto-
ry	about	a	12	year	old	boy	
who develops superpow-
ers after being bitten by an 
ant has attracted distribu-
tors around the world. 

After Climbing Everest, 
Kormakur is Trapped 

in Iceland
Currently working on 
Everest, starring Robin 
Wright, Jake Gyllenhaal 
and Josh Brolin, following 
his	US	outing	2	Guns,	 in	
which he directed Mark 
Wahlberg, Icelandic di-
rector-producer Baltasar 
Kormakur will return to 
Iceland for Trapped, the 
country’s most expensive 
television series to date.

news
Click the images to read more

http://wp.me/p4j6mC-ie
http://wp.me/p4j6mC-fU
http://wp.me/p4j6mC-fO
http://wp.me/p4j6mC-eY
http://wp.me/p4j6mC-eS
http://wp.me/p4j6mC-dT
http://wp.me/p4j6mC-ib
http://wp.me/p4j6mC-gJ
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Häxan Vampyr
Early Scandinavian Horror Film

&
 Scandinavian horror has been always known 
as a stand-out atmospheric genre, which relies on 
peculiarities of  Scandinavian culture and history. In 
1922	 Danish	 film	 director	 Benjamin	 Christensen	
made Häxan: Witchcraft Through the Ages (Witches), 
the	film	he	has	become	known	 for	 and	which	 re-
ceived the status of  the ‘cult’ one. Ten years later 
another	 famous	 Danish	 film	 director	 Carl	 Theo-
dor Dreyer made his dark and provoking Vampyr 
(Vampire), which didn’t have success when it was 
released. Howver, after years, it became one of  the 
most admired of  Dreyer’s masterpieces. Both Häx-
an and Vampyr showed how different Scandinavian 
cinematic horror could be, and both of  them went 
on to inspire many directors to devote their work 
to	this	mysterious,	chilling	film	genre.	Knowing	that	
Vampyr was made in German/French co-operation, 
it	still	has	 the	 influence	of 	 its	Scandinavian	nature	
that Dreyer brought in as a director. Ten years lay 
apart	between	these	 two	films,	 the	genre	has	been	
evolving dramatically, but Häxan and Vampyr clearly 
can	be	seen	as	pioneers	in	many	more	horror	films	
that would come later, not only in Scandinavia, but 
also in international cinema.
As	it	was	mentioned	before,	Christensen’s	film	has	
been	released	in	1922,	 in	the	silent	era	of 	cinema-
tography.	Being	 inspired	 by	 ‘Malleus	Maleficarum’	
(Hammer of  the Witches, a treaty on the prosecu-
tion	of 	witches	written	in	1486),	Christensen	got	an	
impressive budget from Svensk Filmindustri in Swe-
den, refurbished the Astra Fillm Studio in Denmark 
(probably, trying to avoid the annoying attention of  
Swedish	bosses)	and	then	made	a	film	that	became	
the	most	expensive	Scandinavian	film	in	silent	era.	

 Häxan is a very strange and original fusion 
of 	popular	science	films	combined	with	the	fiction	
narrative.	 If 	 you	 are	 able	 to	 handle	 the	 first	 part,	
which tells you in a scholar form how witchcraft was 
organized through the ages (movingly showing you 
with a school pointer how demons push sinners into 
the boiler), 

you will be rewarded with a brave, sarcastic and 
dark performance which includes all the things we 
know about witches: sabbath, inquisition, tortures, 
innocent victims, crazy fanatics and many more.  An 
authentic material such as historical documents and 
antique	engravings	suddenly	turn	into	a	fictional	re-
construction of  the events that have been described. 
We can see different stories about witchcraft in me-
dieval times, how the whole family was destroyed by 
accusations in sorcery, the confessions the victims 
make under the tortures are represented in a halluci-
nation form of  a demonic havoc. The devil himself  
looks very impressive, usually monsters look naïve 
and funny in silent era movies, but here the dev-
il	does	look	sinister	and	real,	which	makes	the	film	
even more impressive. Such a serious involvement 
of 	a	medieval	man	into	the	fight	with	demon	forc-
es being described by Christensen as a strong be-
lief  that people had for this forces. Medieval people 
lived in the imaginary world of  deadly fantasies, and 
witchcraft was a result of  that. Basically, if  you really 
want	to	fight	with	the	devil,	he	will	eventually	appear	
on the edge of  your bed.

 The seventh chapter takes the viewer into 
a progressive twentieth century. The director intro-
duces to us now days “witches” - women suffering 
from kleptomania and hysteria, whom not an in-
quisition	fire,	but	a	cool	shower	in	the	hospital	may	
help. 

 In terms of  a horror genre, Häxan probably 
won’t be able to scare the viewer today, and clearly 
this	was	not	the	purpose	of 	this	 legendary	film.	It	
showed the games devil may play with people, and 
the	mind	games	these	people	used	to	have.	This	film	
itself  is a game with a viewer: messy, grandiose, full 
of 	dark	humour	and	dark	stories.	The	film	has	had	a	
huge success over Sweden and Denmark, although 
it was banned in USA and censored in some coun-
tries as it had too much torture, sexual perversion 
and nudity for the time it was released. Haxan,
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Interior With Two Candles
Vilhelm Hammershoi

 Carl Dreyer’s Vampyr didn’t win that acclaim 
when	viewers	first	seen	it.	It	is	known,	that	the	pre-
miere of  Vampyr has been delayed, as the UFA stu-
dio wanted to release the American Dracula (1931) 
and Frankenstein	(1931)	first.	Comparing	to	these	two	
movies, Vampyr looks very different in terms of  ‘hor-
ror’	interpretation.	Unfortunately,	film	was	booed	and	
claimed	as	a	financial	failure.	But	probably,	it	was	just	
something completely new?

 In Vampyr the plot is very simple – young 
man called Allan Gray (Nicolas de Gunzburg aka Ju-
lian West) arrives at an inn in a village Courtempierre. 
Everything there is very strange: shadows are walking 
around, hallucinations take place and one night an old 
man enters Allan’s room and leaves the envelope that 
says ‘To be opened upon my death’. Easy to guess, 
that	the	envelope	will	be	opened	and	Allan	will	find	
that vampirism is going on in a village and he is the 
one, who can save innocent people from it. 

 The way Vampyr is made truly develops one 
of  the most disturbing horror movies of  all time. 
First, the nightmare is happening not at the sight of  a 
viewer’s eye. For example, the woman Leone (Sybille 
Schmitz) has been attacked by a vampire is lying in 
bed, while her sister is watching Leone suffering from 
the curse. Suddenly, Leone’s face changes and truly 
horrifying transformation of  face expression occurs: 
she looks somewhere up at the celling and smiles (al-
though this hardly can be described as a smile, more 
than demonic grin). We can’t see what Leone is smil-
ing at, but probably it is better for us, as even her 
sister	is	so	terrified,	that	she	has	to	leave	the	room.	

 Dreyer has found the best formula for cham-
ber drama/thriller. Although in his interviews, he was 
saying that nothing in particular inspired the scenery 
of 	a	film,	can	be	seen	a	certain	influence	of 	one	of 	his	
favourite	painters	Vilhelm	Hammershøi	(1864-1916),	
a Danish master who has been known for his lone 
figures	in	interiors	and	deserted	rooms	(see	left).	This	
is the perfect set for something mysterious that has a 
story that lies beneath the rigor interior. 

 As behind the walls something is happening, 
in Vampyr characters always look up, they try to hear 
the noises that may not even exist. For example, Allan 
hears	barking	dogs	and	a	crying	baby,	and	then	finds	
out that there are none in the house. This episode 
can be compared to famous Argentinian novelist Ju-
lio Cortázar’s short story La Puerta Condenada (The 
Condemned Door), where the main character hears a 
child wailing every night whilst he’s staying in a hotel, 
and that in the end turns out to be a hallucination. 
These disturbing secrets and mysteries behind the 
walls always form a great base for the chilling thriller. 

 Hallucinations and dreams are key factors in 
Dreyer’s	film	that	form	its	style.	As	Edvin	Kau	wrote:	

“This stylistic subtlety demonstrates a subjectivity am-
biguity – which results in dizzying consequences when 
Gray not only dreams about himself, but dreams, that 
he dreams, that he sees himself  dead. In several lay-
ers, we are presented with a play reminiscent of  those 
dreams in which you not only participate as a player, 
but are also literally beside yourself  as an observer. 
This aspect of  Vampire is a play with built-in dis-
avowals of  the subject’s status as the centre of  the nar-
rative, as well as of  the idea of  the camera as a centre 
and an extended arm of  an authoritative narrator who 
possesses the only correct view, which must be impart-
ed to the audience in his and only his version…These 
non-centred and non-stable film universes, in which 
exploration and experimentation are key, testify to a 
modern experience that Dreyer has in common with 
more recent directors such as Antonioni, Bunuel, God-
ard, Fellini, Kubrick, Scorsese, Jarmusch and Lynch. 
No individual character and no fixed camera perspec-
tive can provide a secure centre”. 
 - carldreyer.dk

 
 Overall, universes that these two remark-
able	films	have	made	became	the	centre	of 	inspi-
ration for many directors and even nowadays they 
strike with their professionalism, camera work 
and a truly remarkable set of  techniques that can 
impress even contemporary audience, amuse it, 
or put shivers down viewers’ spine.

Vampyr,

Valeriya Baeva
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When he broke open the seventh seal, there was silence in heaven for about half an hour

 - Revelations 8 : 1. 

death and 

the seventh seal

The Seventh Seal
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 The silence referred to in Revelations, and 
explored	throughout	Bergman's	existential	film,	The 
Seventh Seal (1957), is the silence of  God. The Seventh 
Seal is a reminder that faith and fear - especially a 
fear of  death, while not tangible in any sense, are still 
driving forces in our lives. With its beautiful cinema-
tography and use of  the stunning Swedish landscape, 
you cannot help but to see man as a part of  the over-
lapping supernatural and natural world that is, in all 
ways and at all times, overshadowed by death. 

 In the Middle Ages life was hard; people fre-
quently died young and the Apocalypse always ap-
peared imminent. Plagues were common, as was war, 
and witchcraft was greatly feared. Religion was pretty 
much everything; the church had an extraordinary 
amount	of 	power	and	influence	over	people's	lives.	
For	many	the		church	was	far	from	a	positive	influ-
ence, launching crusades as 'Holy Wars', and burning 
thousands (if  not more) innocent men and women as 
scapegoats for any and every type of  misfortune. If  
God or Death plays chess with men's souls, then so 
too did the Mediaeval church. It is this which Berg-
man has tapped into with his allegorical portrayal of  
the Middle Ages in The Seventh Seal. 

	 The	film	centres	on	the	ongoing	chess	game	
between Antonious Block, a Swedish Knight who has 
returned from the crusades, and Death. It is Block 
who initiates the game, and despite the fact that the 
viewer desperately wants Block to win, we know that 
just isn't possible, yet we carefully follow the emo-
tional rollercoaster of  a game that is played out be-
fore us. Ultimately the main character in The Seventh 
Seal, Antonious Block, has always been a pawn in 
someone else's chess game, as indeed has the witch 
who is being burned at the stake, and pawns are of-
ten	sacrificed	to	achieve	some	end	or	other.	The	fact	
that	the	film	is	black	and	white,	like	the	chess	pieces	
and the board, is deeply appealing on both a visual 
and emotional level. Yet life is not clearly black and 
white;	 within	 the	 film,	 the	 plot	 and	 the	 characters	
show us a multitude of  grey tones.

 Death was, and is, frequently anthropomor-
phised; in the Middle Ages he was everywhere, walk-
ing the land and cutting away lives with his scythe 
at the time dictated by the hourglass of  life. Many 
depictions of  Death in skeletal or human form are 
shown in Mediaeval church murals, such as the one 
at Täby Church, north of  Stockholm, which Berg-
man	cites	as	one	of 	his	influences	for	the	film.

 In The Seventh Seal this process is taken one 
step further and we literally see Death as his own 
character, a cunning being who employs clever, and 
even low, tactics, because in the end he always wins. 
As Death himself  says “Nothing escapes me. No 
one escapes me.”  The portrayal of  Death is almost 
as a stand in for God and the Devil, neither of  whom 
we	meet	during	the	film	in	any	perceivable	form.	We	
are constantly challenged to ask ourselves if  indeed 
either God or the Devil exist, or it is just Death who 
exists? 

 It is intriguing that Death presents himself  
in	the	form	of 	clergy	in	the	film;	he	is	the	monk	to	
whom the soldier refers Block, and he is the Priest 
in the confessional to whom Block speaks about his 
strategy for the chess game, and his cowl and cloak is 
very much like the dress of  the clergy. There is some-
thing very wrong about his appearing in this way for 
there is something almost demonic about Death. 
He seems less than pleasant, enjoying his role a little 
too much, as when cutting down the tree that Jonas 
Skatis is hiding in. However, what makes it most un-
comfortable for the viewer is that Death does not 
care for the good or bad in men’s souls, all fall to his 
scythe regardless. 

 In his desperate search for God, Block is 
not fussy about who he converses with; he speaks to 
Death and questions him repeatedly about God, and 
in speaking with the witch we can see Block’s increas-
ing desperation to connect with God when he re-
veals that he would even speak to the Devil in order 
to	find	out	more.	For	the	duration	of 	the	film	Block	
appears to linger between life and death, for Block is 
already doomed to die, it’s just a matter of  when and 
how. In this liminal zone there is no shining light or 
loving relatives to greet you, only fear and darkness; 
Block comments that he sees only darkness ahead, as 
does the witch burning at the stake. This make the 
viewer wonder, where is the promised afterlife? Does 
it even exist? 

 Whereas Block sees only emptiness and dark-
ness, Jof  sees light and hope; it’s an elegant juxtaposi-
tion of  two ways of  perceiving life and the after-life. 
Jof ’s faith is simple - he just believes, while Block 
constantly engages his head over his heart, doubting 
and questioning his own belief  at every stage.

 Block needs to experience God in a very real, 
tangible way, "I want knowledge. Not belief. Not 
surmise. But knowledge. I want God to put out His 
hand, show His face, speak to me." Both Jof  and 
Block can see beyond the normal realm and pro-
vide two very different viewpoints: Block sees only 
Death and darkness, but Jof  with his second sight, 
sees Saints, Angels and even the Virgin Mary taking a 
stroll, as well as seeing Death. 

 Despite the humour and light entertainment 
provided by Jof, and the wry comments of  squire 
Jöns, The Seventh Seal retains a gothic, noir tone with 
its focus on death, the fear of  death and the fear of  
what actually lies beyond death. Darkness pervades 
the	film.	Even	 the	 light-hearted	play	 is	 interrupted	
by	the	dark	and	disturbing	message	of 	the	flagellants	
that everyone is doomed, which, of  course, they are. 
There is a longing, a lonely darkness within Block 
that has come about because of  what he witnessed 
on crusade and what he now witnesses at home 
with people turning on each other and the light of  
the church being somewhat less than radiant. Block 
seeks to bring light, and faith, in to get rid of  this 
darkness and his nagging fears about the existence 
of  God. He calls out to God in full awareness of  
this, "Out of  the darkness we call to thee, O Lord!" 
Block desperately want to believe and to know God, 
yet to him God always remains elusive, “Why must 
he always hide behind unseen

miracles and vague promises and hints about eterni-
ty?" Block is caught between believing and not be-
lieving, and feels tormented by God, "Why can’t I kill 
God within me? Why does he live on inside me, mock-
ing and tormenting me till I have no rest". Block needs 
God, but what he gets instead is Death at every turn, 
and	Death	frustratingly	neither	confirms	or	denies	the	
existence of  God. In this Death torments him just as 
much as God, but it is God that Block rallies against 
to the last. 

 The character and look of  Death in The Seventh 
Seal, as well as his penchant for playing games, have 
greatly	 influenced	 subsequent	 portrayals.	 His	 trick-
ster nature, the ghostly whitened face, and the black 
cloak and cowl are motifs, even markers, of  Death. In 
the	final	scene	of 	The Dove	(1968)	-	itself 	a	parody	of 	
Bergman's work - Death and Inga engage in a game 
of  badminton, and the scene's cinematography is a 
clear tribute to Bergman's work. In 1993 French and 
Saunders parodied the chess game beautifully, with a 
very nonchalant, polite chat between Death and Block 
about the weather and such things, rather than the 
existence - or not - of  God. In Woody Allen's Death 
Knocks, again the mood is somewhat lighter and the 
game chosen is gin rummy. In Bill & Ted's Bogus Jour-
ney (1991), Death, again with whitened face and black 
cloak and cowl, plays a series of  games against Bill and 
Ted, including Twister and Battleship. 

The Seventh Seal
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Perhaps though the most wonderfully grim homage 
is found in Last Action Hero (1993), where the Death 
from The Seventh Seal - which is playing in the cinema 
- somehow leaves the screen and enters reality.

 Block's endless questioning, about God and 
about Religion, is as relevant today as ever it was, in 
either	the	Middle	Ages	or	when	the	film	was	made.	
Is God there?  Why is God silent?  Does he really 
exist or is it our own wishful, hopeful thinking? Is 
Death the only one who exists? When will he take us?  
What happens after Death has claimed us, is there a 
Heaven, a Hell or just dark nothingness?  Is life just 
a "meaningless search"? The Seventh Seal poses these 
questions, and many more, as it challenges us to con-
sider our own ideas of  Death as well as our own faith 
- or lack thereof  - in a truly haunting and grim way. 
The only thing we do know is that Death will come 
for us and that even the best of  us, or the most cun-
ning, cannot escape him... Life is the game, and Death 
is the end result. 

GÖSTA BERLINGS SAGA, 1924

The Seventh Seal

Ceri Norman
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the dream of allan grey

the divide between real and unreal in Carl th. dreyers VAMPYR

 Carl	Th.	Dreyer's	1932	film	Vampyr is obsessed with 
the	divide	between	real	and	unreal	within	its	world.	The	film’s	
strength lies in its ability to explore this divide and use it to cre-
ate	its	mood.	The	subtitle	of 	the	German	version	of 	the	film	
translates to ‘The Dream of  Allan Grey’, and many of  the most 
striking	sequences	of 	the	film	consist	of 	Grey’s	dream	sequenc-
es	and	visions.	These	visions	propel	the	film	forward	and	unveil	
otherwise hidden details.

	 The	film	follows	the	protagonist	(named	alternately	as	
Allan Grey, Allan Gray, or David Gray, depending on the ver-
sion seen) as he literally follows shadows to a manor where a 
girl lies in bed, the victim of  the title vampire who only rarely 
makes	an	appearance	in	the	film.	She	is	transitioning	from	hu-
man to vampire. As if  dreaming, Grey watches the actions other 
characters take, and is primarily called into the plot to be acted 
upon. In one scene, for example, he draws his own blood for 
the vampire's victim, but only upon the demands of  her doctor. 
Later,	he	has	an	out	of 	body	vision	where	he	finds	and	witness-
es his own burial at the hands of  the vampire's servants. His 
vision moves freely from his own ghostly apparition to inside 
his	figure	 in	the	coffin.	A	glass	window	in	the	box	allows	his	
death	figure	to	see	up	into	the	sky	as	the	vampire's	supporters	
take him outside and up towards the church and his burial.

	 The	surreal	nature	of 	the	film	is	aided	by	the	unusual	
use of  lighting. The characters constantly refer to their setting 
as night, although when they step outside of  the dark corners 
of  their houses, it is clearly day: bright light shines through the 
windows, sunlit shadows bathe the grass, and the leaves of  the 
trees stand dark against a pale background.

 Yet despite the imagery and the dreamy unfolding of  
the	plot,	 the	film	appears	 to	occur	 in	reality.	The	film	 is	shot	
on location, and very little stylization occurs on screen. Grey’s 
shifts between the ‘real world’ and the ‘unreal world’ seem to 
happen quietly. For example, the patriarch of  the manor he 
stumbles upon dies a concrete death in front of  him, but what 
kills him? All that is seen on screen is the shadow of  a gun, but 
the family does not react as if  he was murdered. He dies, the 
household grieves, and the plot moves on.

Vampyr
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 While Grey occupies the unique position of  a protago-
nist privy to added levels of  detail regarding his world, he is just 
one	of 	a	cast	of 	characters	in	the	film.	These	other	characters	
are	far	more	active	participants	in	the	film,	who	take	action	over	
their own lives. For instance, the priest discovers the true nature 
of  the force that plagues their community through stumbling 
upon the book describing the nature of  the vampire left to Grey 
by the family’s patriarch. It is the priest who drives the stake 
through the vampire’s heart, not Grey. The only incident where 
Grey directly takes action is when he rescues the sister of  the 
victim	from	the	vampire’s	house	at	the	end	of 	the	film.	Regard-
less, he only does this because he saw her location in his vision 
of  his own death.

 What occurs in the story may be concrete, but how it 
is told unveils like a vision - like a hallucination. Grey seems to 
be visiting this world with a vision only he is capable of, while 
the opposing forces of  real and unreal vibrate against each oth-
er	throughout	the	film.	Vampyr deals with a far more complex 
world	than	its	assertion	of 	a	singular	vampire	figure	in	the	title	
may suggest. This evil is far more insidious, seeping through the 
community, like a cancer, like a plague - concrete in the world, 
but	very	hard	to	pin	down.	The	acting	figures	in	this	film	are	
the devotees, while she moves quietly in the background. What 
results, more than anything else, is a particular kind of  dread 
which	stalks	the	film,	a	plague	that	lurks	in	the	background	like	
the unseen vampire.

Vampyr

Sarah Hudson

TERJE VIGEN
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CARL DREYER

 Dreyer's	 film	 production,	 regardless	 of 	
their intent moral, ethical and religious roots, look 
for an implementation of  a set of  values that con-
nect with Christianity in a more pure state. Conse-
quently, Dreyer criticizes the standardized religion 
and rituals.

	 Dreyer	 started	 to	 work	 in	 film	 world	 in	
1912,	when	he	began	to	write	captions	for	films	of 	
Nordisk.	In	1920	he	began	directing	films.	The	first	
one was Praesidenten, revealing some of  the qualities 
that	will	make	him	one	of 	the	greatest	filmmakers	in	
the history of  cinema. So, in a few years he became 
a	 director	 of 	 prestigious	 films.	 He	made	 films	 in	
Sweden: Prästänken	(1920);	Germany:	Mikael	(1924)	
and France: La passion de Jeanne d'Arc (1928).

	 One	of 	his	first	films	about	theological	re-
flection	was	Blade af  Satans Bog	(1920),	an	episodic	
film	 follows	 the	proposal	 by	Luiggi	Maggi's	Satan 
(1912)	 and	 later	 systematized	 by	 Thomas	 Ince's	
Civilization (1915) and Griffith's Intolerance	 (1916	 ).	
In Intolerance,	 the	 film	 is	 divided	 in	 four	 episodes,	
presented chronologically: "In Palestine" develops 
the last days of  Jesus' life and where Satan, or the 
manifestation	of 	evil,	embodied	in	the	figure	of 	a	
Pharisee who urges Judas to betray Jesus; "The In-
quisition" where the evil power is represented by 
the Spanish Inquisition; "The French Revolution" 
in which the revolutionary power is presented as an 
agent	of 	evil;	and	finally	"The	Red	Rose	of 	Finland"	
in	which	a	Bolshevik	commissar	chases	Finns	fight-
ing for their independence.

	 It	is,	as	in	Griffith's	film,	an	attempt	to	por-
tray intolerance in its manifestation throughout his-
tory, although Dreyer granted a supernatural touch to 
point to Satan as the source of  intolerance or in other 
words: the power of  evil upon mankind.

	 Stylistically	 in	 this	 film,	Dreyer	 revealed	 his	
style of  designing and making movies. He attaches 
great importance to the lighting that gives the sets a 
sublime embodiment and a dramatic role as import-
ant as the actors. Next to it stands the thoroughness 
of 	the	filmmaker	to	make	credible	to	the	smallest	de-
tail the history showing on the screen: for the Span-
iard episode, he looked for Spanish-Latinamerican 
figurants;	 for	 the	 last	 episode	did	 the	 same	 to	find	
Finns.
 A new approach to the world of  intolerance, 
oppression and injustice was made with La passion de 
Jeanne d'Arc	filmed	in	France	with	a	script	that	adapt-
ed the court records of  the original process, getting 
a	film	of 	 extraordinary	beauty	 and	deep	 emotional	
charge. In this masterpiece, Dreyer led to unimag-
inable extremes the concept of  reality: removed 
makeup,	filmed	the	dramatic	story	like	a	chained	of 	
close-up shots in which actors, despite being a silent 
movie,	had	 to	 recite	 their	 roles,	 even	was	filmed	 in	
chronological order, breaking with the types of  his-
torical	film	made	so	far.	Finally	it	can	be	said	that	the	
interpretation made by Marie Falconetti is resolved as 
a kind of  reincarnation of  Jeanne. 

 Injustice as storyline goes showing by the 
confrontation	 of 	 the	 first	 realistic	 shots	 in	 which	
Jeanne appears to us as a victim of  a popular, social 
and	historical	injustice.	His	accusers,	whose	faces	fill	
the screen, transmit us states of  a struggle between 
holiness and evil. Due the fact that the connotations 
of  the process would affect the eternal battle between 
Good and Evil, with a series of  pictorial 

Directors

Carl Dreyer

Absolving Through Suffering.
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features taken from Bosch or Brueghel to increase its 
drama. Drama that is brilliantly achieved by the use 
of  a clever editing that sometimes can remember us 
Eisenstein’s Bronenosets Potemkin	(1925).

	 In	the	Soviet	film	the	main	role	was	the	mass,	
the sailors of  the ship. Dreyer’s version is embodied 
in	the	figure	of 	the	individual:	Jeanne.	Eisenstein	told	
about political injustice. Dreyer points the danger of  
religious doctrinal organization. Dreyer matches the 
importance of  close-ups, as we have seen, to con-
vey moods, it is useful to strip the man of  his body 
and show us what it is the spiritual state: the inter-
nal struggle of  the soul to achieve a state of  libera-
tion. 

 The claim of  an ideal carried Jeanne to suf-
fer the trial and, at the end, causes her death. But 
this does not mean the victory of  evil. For Dreyer, 
inherent to life is suffering. The victory becomes a 
spiritual nature: inner liberation (1). Arguably Drey-
er	transmitted	through	this	film	his	mystical	ideas	of 	
compassion for a humanity that unfolds in a world 
full of  neutral scenarios in which the individual, the 
human	figure	appears	in	a	fresco	by	Giotto.

 After Vampyr	 (1932),	 a	 sound	film	 in	which	
excelled sinister silences and at same time mysterious 
origin	sounds,	that	gave	the	film	a	great	aesthetic	val-
ue,	Dreyer	was	11	years	without	filming.	
 
 

		 His	next	film	was	done	 in	1943,	during	 the	
German occupation, with the title of  Vedrens Dag 
(Day	of 	Wrath).	The	film	was	based	on	the	play	of 	
Anne Wiers Petersdotter Janssen. It is a dark story, 
set in the Seventeenth century, developed in an atmo-
sphere of  religious injustice, in which individual free-
dom is subjugated by the weight of  religious super-
stition	(2),	all	with	a	staging	that	constantly	reminds	
Vermeer and other Dutch Baroque painters. 

 Vredens Dag's plot revolves around the search 
for love by Anne, who is much younger than her hus-
band, a Priest. In this quest appears Martin, priest's 
son	with	 a	first	wife.	Dense	moral	 obstacles	 in	 the	
world in which they live cannot carry out the union 
of  these two people: based in rigid religious manners. 
To complicate matters further, the story is parallel to 
a witch trial, which will arouse some suspicions about 
Anne.

	 The	conclusion	of 	the	film	gives	us	back	the	
victory of  evil over the individual and his will, an evil 
embodied in a range of  human values and prejudices 
that have nothing to do with the true meaning of  
religion, for religion in their sense pure, and this was 
the	only	who	claimed	Dreyer	in	his	films,	is	not	asso-
ciated with rituals, dogmas or servility, but with indi-
vidual freedom.

 

 Vredens Dag	 can	be	 identified	as	 a	baroque	
drama on its form and its content. Regarding the 
former we can see: aesthetically value images, high 
pictorialism, all are organized by way of  recreations 
of  paintings from the Seventeenth through an aus-
tere visual style built for close-ups, long shots and 
own the genre of  still life compositions, all under 
gloomy light of  great symbolism through its bright 
contrast sharpens the inner drama of  the characters 

 Regarding to content, the baroque in Vre-
dens Dag would refer to a spiritual agony suffered by 
characters that struggle to get their freedom know-
ing that they are bound by the bonds of  convention. 
Dreyer intends to deprive the individual of  his cor-
poreality to offer the drama of  their souls. So every 
gesture, every attitude, every presence and even ev-
ery silence (4) is merely a milestone in the resolution 
of  this dilemma of  eternal proportions. Anne's pas-
sionate struggle against a dominant and intolerant 
system, will therefore be accused of  witchcraft and 
accused to use evil powers to get rid of  her husband 
and to be free to take his relationship with Martin; 
when the only certainty is that the only fault is a 
strong free will desire, to break free from social and 
cultural, and also religious, oppression represented 
by Absalom, her husband.

The	final	 liberation,	 that	 is	not	 shown	but	 it	 is	 an-
nounced, is preceded by suffering (5).

 After the experience of  shooting in Sweden 
the	film	Tvä Människor (1944), Dreyer did not return 
to	a	feature	film	until	1950:	Ordet, relying on a the-
atrical drama by Danish writer Kaj Munk, a project 
he had wanted to bring to the screen from 30s. Ordet 
describes the customs of  rural life with great natu-
ralness and realism, as well as the social clash of  two 
religious communities. 

 The preciousness of  the images invited the 
spectator to join in the action-laden planes built for 
long dialogues and nuanced situations which devel-
ops	slowly	with	a	splendid	reflection	of 	the	essence	
of  rural environment in which the story is set; ulti-
mately conveys a contemplative atmosphere for en-
joyment of  the viewer.

	 The	speech	of 	the	film,	far	from	ideologically	
identified	with	one	or	another	 religious	practice	 re-
volves	around	the	issue	of 	faith	(6),	an	issue	that	was	
finally	 resolved	 after	 the	 confrontation	of 	opposite	
ends.

	 Thus,	in	this	spiritual	battle	of 	justification	by	
faith, Johanes represents the ultimate haven of  faith 
in a world linked to rituals that have lost the meaning 
of  religion, whose only practical way is to link the 
human with God. This fact is revealed in all its mag-
nitude	with	the	figure	of 	sceptical	priest	due	to	the	
lack of  miracles. Consequently, from the viewpoint 
of  the priest, the way of  salvation has been truncated 
because the lack of  the miraculous in human spiritual 
experience would render the pre-conversion act of  
faith and ultimately salvation.

 We found this kind of  clash equally within 
the Borgen family between father and the son Mi-
kael.	The	first	with	an	optimistic	faith	to	understand	
his existence; and the second with a well reasoned 
agnostic sceptical feeling used to confront with the 
harshness of  everyday existence. Above these differ-
ences appears again Johanes, who claimed with his 
words the sense of  faith and the meaning of  religious 
experience.

The Passion of Joan of Arc

Two People
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 The struggle for the difference in the con-
ception of  faith is manifested among the patriarchs 
of  Borgen and Petersen families, which in its dia-
lectical prevent any feelings between Anna and An-
ders.	If 	the	first	claim	that	the	relationship	with	the	
divine is to produce a supreme joy of  living, the 
characters are followers of  a cult that have a pessi-
mistic view of  life, opting for a faith that is revealed 
as a penitent state of  perpetual bitterness. 

	 Only	at	one	point	this	doctrinal	conflict	ac-
quires epics connotations to reveal their truly dis-
cussion. The criticisms that these two patriarchs are 
made are belonging to social groups: the peasant and 
the	bourgeois.	Again	the	inflection	point	represents	
Johanes with his proximity to God. His point is that 
nothing is impossible with God is asked in faith. 
And	 the	film	concluded	 that	 the	 alienation	of 	 Jo-
hanes is only the illusion of  primitive state of  faith 
without any kind of  dogmatic charges. That means: 
the individual sense of  life.

 The little girl Maren, who hopes with inge-
nuity the power of  his uncle (although this comes 
a time that after recovering the reason seems to be 
hesitating), represents the genuine and true faith 
claimed	by	Dreyer	in	this	film.	So	Maren	encourages	
and expects no more faith that the resurrection of  
his mother, a fact that reveals sublime, because al-
though	Dreyer	had	collected	in	previous	films	spir-
itual	conflicts,	never	the	presence	of 	God	had	be-
come so palpable as in this case. Maren, as opposed 
to	other	characters,	has	not	been	so	influenced	by	
the death of  his mother as remains clinging to the 
promise of  Johanes, the promise of  the Word (7).

	 Finally,	this	film	highlights	a	fact	that	is	a	con-
stant in the production of  Dreyer: the importance 
of  women in further relationship with the religious 
theme. But not looking for a pietistic role in society 
instead a manner to explain the inner process for con-
science. 

 Traditionally stigmatized by religious praxis, 
the woman was taken into the background within 
both Catholicism and Protestantism. However Drey-
er aim for the idea that the Christian message offers a 
vindication of  women's role in the social and spiritual 
world, issue that is a reality in biblical texts but have 
been	grounded	by	the	official	cults.	So	Jeanne,	Inger	
or Anne represents the rehabilitation of  equality be-
tween humankind and divinity who’s opposite, man 
and woman, is merely a human invention.

Daniel C. Narváez Torregrosa

The Passion of Joan of Arc

SYNNOVE SOLBAKKEN
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blade af satans bog

 Blade af  Satans Bog	(Leaves	from	Satan's	Book)	is	a	silent	film,	
directed by Danish Carl Theodor Dreyer, screenplay by Carl Theodor 
Dreyr and Edgard Hoyer, based on the novel ‘The Sorrows of  Satan’ 
by Marie Corelli, the cinematography by George Schnéevoigt, music 
by Philip Carli, art direction by Carl Theodor Dreyer, Axel Bruun and 
Jens G. Lind and was starring Helge Nissen (Satan), Halvard Hoff  (Je-
sus), Tenna Kraft (Marie Antoinette), Hallander Helleman (Don Go-
mez de Castro), Viggo Wiehe (Thane of  Chabord) and Jacob Texière 
(Judas).

	 Those	are	the	names	behind	the	film,	now	it’s	time	to	move	on	
to	the	film	itself.

 Many, many years ago, still living in a period marked by the 
consquences of  First World War and the effects of  post-war, large 
numbers	of 	films	began	to	arise	and	the	Nordic	filmmakers	then	took	
advantage of  the resources that had previously been denied.

	 And	because	the	reputation	of 	the	film	thus	had	preceded	it,	
the	Nordisk	Film	held	a	special	screening	of 	the	film	by	North	Amer-
ican	director	D.W.	Griffith,	Intolerance: Love's Struggle Throughout the Ages, 
(1916)	in	a	theater	in	Copenhagen.	The	exhibition	was	attended	by	a	
number	of 	promising	filmmakers,	and	among	them	was	one	that	was	
touched	 especially	 by	 the	 film	 from	D.W.	Griffith,	 speak	 clear	 Carl	
Theodor Dreyer.

 After the trip to the theater in Copenhagen, and after drinking 
some inspiration to see Intolerance, Dreyer created and presented his 
own epic work, which he named Blade af  Satans Bog and was com-
posed of  four historical dramas (chapters): the temptation of  Jesus; 
the Spanish Inquisition; the French Revolution and the Russian- Finn 
War 1918.

 Each chapter portrays a particularly dark moment in human 
history, and the stories of  each chapter are united as an anthology. 
Where is Satan himself  who presides and oversees each chapter in the 
epic moments of  cruelty is represented there. It is a curious glance at 
the typical representations of  evil, Satan is disillusioned with every-
thing she witnesses and instead of  tormenting the word of  God, this 
Satan, created by Dreyer, is trying to regain his favor in the eyes of  the 
Almighty by what was designated.
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	 Dreyer's	film	tells	the	story	of 	the	trial	and	
expulsion of  Satan from heaven and his descent into 
the world of  mortals. To go back, Satan must per-
form acts of  temptation on humanity with the con-
dition that, for every soul that produces 100 years 
are added to your time on Earth. For every soul that 
endures, 1000 years will be transferred to your judg-
ment.	It	is	a	film	about	temptation	and	persecution	
and follows the path of  Satan on the earth, through 
the	ages	as	persuader	during	periods	of 	conflict.

	 The	 first	 presence	 of 	 him,	 that	 is	 the	 first	
chapter, is recorded in Jerusalem 30 yearsafter Christ, 
and	is	centered	on	the	figures	of 	Jesus	and	Judas.	Sa-
tan	is	disguised	with	a	turban	and	beard	and	influenc-
es Judas and this makes it consummates the betrayal 
of  Jesus; The second act takes us to the Spanish city 
of  Seville, in the times of  the Spanish Inquisition, 
this time Satan assumes the role of  grand inquisitor, 
diverting a young priest of  his way to make him fall 
in	love	with	a	beautiful	woman,	using	the	self-flagel-
lation to purge your body of  sin; the third chapter, 
appears as Paris scene of  the eighteenth century, Ma-
rie Antoinette and the French Revolution, in which 
Satan convinces Joseph to turn his back to Marie 
Antoinette; the last story takes place in spring 1918 
in Finland during the Soviet occupation.

 Here history meets a new denouement, 
which	turns	out	to	be	the	end	of 	the	film,	in	which
the heroic act of  Siri to do it for your country, re-
leased a thousand years of  Satan’s condemnation, 
but the judgment pronounced by the Lord that is 
written with the letters of  eternity, Satan incites new 
objectives, new destinations.

 It is important to reference the good work 
that the actors did in this movie, all of  them, but 
the	caveat	is	the	magnificent	performance	of 	Helge	
Nissen, like Satan, they did a brilliant job in the four 
visions of  the Devil, alternating scary, clever, venge-
ful and tired. Also worth mentioning Tenna Kraft 
making a friendly Marie Antoinette, and Elith Pio as 
Joseph, a seriously divided man between doing the 
right thing when there are lives at stake, or just the 
right thing to move forward.

 Blade af  Satans Bog in a very subtle way pres-
ents some similarity with the movie Der müde Tod 
(Destiny),	 the	 1921	film	by	German	 director	Fritz	
Lang.	 What	 is	 common	 in	 both	 film	 is	 the	 final	
desenlance	 wherein	 the	 human	 sacrifice	 causes	 a	
breakdown	in	the	system.	In	Dreyer’s	film	it	 is	Siri	
has	 that	 this	 role	 to	 sacrifice	 themselves,	 in	 Fritz	
Lang’s	film	the	young	are	unable	to	beat	Death	with	
the rules that were imposed and offers his life and 
is thus able to meet with your loved one a “another 
world.”

	 Few	filmmakers	would	destimidos	the	point	
of  tinkering in history as Dreyer did, and he did it 
very	well,	so	this	is	his	second	feature	film,	Blade af  
Satans Bog, allowed him to leave the image a local 
talent for a international director reputation and a 
bet of  Nordisk Film that for the season were broken 
with some Hollywood standards and clearly staked 
their chips this artistic work, and believed that this 
film	 could	 be	 of 	 great	 prestige.	 The	 film	 featured	
more than two years of  production, and Dreyer 
certainly	was	not	a	typical	filmmaker,	he	personally	
visited	several	libraries	and	files	for	details	and	refer-
ences to be used. In addition to director and writer, 
Dreyer also controlled all aspects of  this ambitious 
production.

	 Although	the	films	of 	Dreyer	being	seen	as	
something slow, has a strong narrative, tense and 
dense dialogues are also beautiful and sensitive. The 
performances from his actors are fascinating. For all 
these reasons there is no doubt that Carl Theodor 
Dreyer with its miraculous plans, leads the viewer 
into a painting, is reminiscent paintings and play of  
shadow and light of  great painters like Rembrandt 
and Velásquez in its composition, perfectly normal 
and	unusual,	 is	one	of 	 the	best	filmmakers	of 	 the	
golden	age	of 	cinema	of 	the	20s,	alongside	the	like	
Murnau and Fritz Lang.

 Blade af  Satans Bog has a number of  themes 
and images, in which Dreyer could spend years of  
their lives to sanctify them, in search of  epic soul 
extensions.

Paulo Antunes

HAXAN
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A Latin American Perspective of Scandinavian  Cinema
across the pond

 From the point of  view of  a middle class 
Colombian, Scandinavia sometimes seems like a 
whole different universe, a universe where peace is 
around gorgeous people enjoying the midnight sun 
and the northern lights in modern cities and en-
chanting towns surrounded by the cold white snow. 
However this ideal image has gradually changed 
thanks to globalization, which affects all continents, 
from great welfare states to developing countries. 
This impact is not to be seen as something nega-
tive but as something able to bring different cultures 
together under certain elements that can be mutual 
among international strangers, elements that have 
repercussions in the collective consciousness such 
as cinema or television.

 So, even when the Nordic countries are 
still really far away, it’s possible through movies and 
shows, that they can bring any viewer closer, although 
sadly they were not very globally recognized, not un-
til now where the era of  Nordic noir crime stories 
began to build a memorable reputation for Scandi-
navian	filmmaking.	The	peaceful	countries	became	
dark places of  unimaginable crimes, or that’s what 
a	first	impression	might	indicate	but	if 	the	viewers	
can	 look	beyond	 that	 superficial	 illusion	 then	 they	
can see beautiful narratives about the human nature 
shared by any citizen of  any nationality; the crimes 
allow the characters to deal with raw feelings and 
help people realize that part of  their quality lies in 
the study of  these deep feelings. Of  course this abil-
ity isn’t limited to the crime genre, but in general is 
well managed by drama productions in the whole 
region	with	classic	films	just	 like	Carl	Th.	Dreyer’s	
Ordet and Ingmar Bergman’s The Seventh Seal or di-
rectors like Lars Von Trier that use his unique style 
to develop slow, condensed and dark plots around 
complex	characters	going	under	a	sea	of 	conflicting	
emotions; even in stories with completely different 
circumstances, like Dancer in the Dark and Melancho-
lia, there’s a shared tone of  heart-breaking gloom 
and sorrow.  

	 Latin	America	definitely	is	not	indifferent	to	
social dramas; the continent is the centre of  huge in-
equality that produces poverty, hunger and violence. 
We have countries like Mexico, Brazil, Colombia 
and Peru racing towards oblivion of  the past and 
the construction of  a new beginning; Bolivia, Para-
guay, Ecuador and the countries of  Central America 
fighting	against	corruption;	and	the	southern	states	
of  Chile, Argentina and Uruguay leading the im-
provement of  human development indexes but still 
struggling with other issues regarding inequity. Then 
it is very reasonable to say that Latin America has to 
deal with a great amount of  problems, more than 
Nordic countries, but sadly the media represen-
tation aimed to help some social troubles in Latin 
America is not enough, the representation is centred 
around mediocre stories that repeat themselves over 
and over trying to imitate the popularity of  Ameri-
can media translating it into an effective formula to 
maintain viewers but failing to make social chang-
es. And that’s what is different and important about 
the Scandinavia cinema, the perfect way of  showing 
memorable and interesting plots but always trying to 
make a good change in the communal mind of  the 
people.

 No matter the country one was born in or 
the culture that represent oneself, the reproduction 
of  diverse and intelligent stories brought by Scandi-
navia cinema can be understood by anyone who has 
dealt with complicated drama in their life because 
even just a little disagreement can bring a mix of  
feelings, even a small cry of  raw sadness can make a 
society	reflect	about	themselves.	

Andres Hurtado

Lars von Trier The Seventh Seal
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ordet

In the End Was The Word
Carl	Theodor	Dreyer	(1889-1968),	the	Danish	director,	is	one	of 	the	most	prominent	figures	in	the	history	of 	
Scandinavian cinema. He is most famous for The Passion of  Joan of  Arc	(1928)	and	Ordet (1955). Ordet was based 
on a play by Kaj Munk and won the Golden Lion of  Venice Film Festival the year it was produced.

In	this	film,	Dreyer	brilliantly	tells	a	minimalistic	story	in	two	hours.	Although	the	story	seems	minimalistic,	it	
conveys	deep	insights	about	faith	and	sanity.	Most	of 	this	film	contains	long	takes,	and	this	combined	with	the	
composition of  the shots, the slow movement of  the camera and the dramatic performances, which are even 
more	dramatic	in	the	final	sequence,	suggest	a	theatrical	piece.	This	final	sequence	alone	is	an	example	of 	a	
strong	chamber	drama,	with	few	active	characters	in	a	limited	space.	Also,	Schrader	(1972)	claims	that	Dreyer	
rejected expressionistic style self-consciously in favor of  transcendental style.

Coldness, lack of  decorations and minimalistic use of  furniture can be considered as the room’s characteristics. 
This suggests what type of  mindset governs the work and its characters. Carney (1989) argued that in Ordet, 
“the	camera's	 travels	 represent	a	commitment	 to	endless	exploration	and	discovery”	 (p.	228).	The	panning	
movement	of 	the	camera	in	most	of 	the	film’s	duration	avoids	breaking	the	long	scenes	into	shorter	ones	and	
expands the space in front of  the viewer.  On the other hand, the whirling movements of  the camera around 
the characters dictate the feelings of  doubt, wandering and unsuccessful explorations; the ones that Johannes 
couldn’t bear.

Moreover, Carney suggested with using the mentioned style, Dreyer asks the audience to be mobile and aware 
as we can see in the way camera moves in order to accept the possibilities in the world. This type of  camera 
movement also adds to the heaviness of  the ambience of  the sequence, and aesthetically creates some sort of  
background which helps the main subject catch the eyes. 

	One	issue	that	may	not	be	deducted	only	from	viewing	the	final	scene	of 	Ordet	is	that	the	director	chose	to	
stick	to	one	style,	type	of 	shots	and	angles	in	most	of 	the	film’s	duration	in	an	almost	reductionist	way	(Bord-
well, 1981).

The	clock's	role	is	very	important	in	most	of 	the	shots	of 	the	final	sequence	(and	in	Johannes'	words	"time"	
is	mentioned	as	well),	and	still	clock	handles	suggests	the	surreal	touch	of 	the	sequence,	since	for	almost	five	
minutes it repeatedly shows the audience that the time has stopped, which foreshadows a miracle. 

Moreover, the words of  the melancholic Johannes, who still seems somehow insane, represent the Gospel of  
John which contains resurrection, the central theme of  the sequence, and Inger’s coming back to life.
Resurrection of  Inger puts a smile on her child, reunites her with Mikkel, and possibly astonishes the mourners, 
but whose faith is right? Whose path to salvation is the right one? Such questions will still reign the minds, as 
they have for centuries. At the end of  the movie, it is left to the audience to decide who Johannes and what the 
meaning of  this miracle is.

Aesthetic and Austerity

“In the beginning was the Word, and the Word was with God, and the Word was God.” - John 1:1

 In The Word the Danish director Carl Th. Dreyer deals with  the themes of  faith and religion. The Bor-
gen family lives on a farm and has a different institutionalised  religion than theirs neighbours and this creates 
conflicts	between	them,	especially	when	Anders,	the	youngest	son,	reveals	the	desire	to	marry	Anne,	daughter	
of  the tailor. Within the family there are different beliefs and approaches to the concept of  deity: Inger (Bir-
gitte Federspiel) is quite religious; her husband Mikkel (Emil Hass Christensen) is an atheist (“has no faith on 
faith”); his father, Morten (Henrik Malberg), has a rather reserved faith and Johannes (Preben Lerdorff  Rye), a 
mad man, believes that he is Jesus. Mikkel and Inger are married for eight years and she is pregnant. Much of  
the	plot	revolves	around	the	wish	they	finally	have	a	boy	and	his	father	pressure	about	the	topic.

 About movies with religious thematic, Cardullo  (in Tybjerg) said: “The fundamental requirement of  
an	authentic	spiritual	style,	or	a	religiously	significant	one,	is	that	it	be	grounded	in	naturalistic	simplicity,	even	
abstraction”. Dreyer follows this interpretation and his movie is very minimalist, even austere. It’s easy to see 
how	this	minimalism	influenced	other	posterior	directors,	 like	Michael	Haneke.	All	characters	stay	 inside	a	
room (chamber), and the story builds itself  around the dialogs. There’s no rush on the storytelling. The char-
acters are presented and created with depth.The scenes are constructed with long takes and have a sense of  
reality and slow pace. It’s “Lean, quiet, deeply serious”, as Ebert  says. 

	 Like	many	Scandinavian	films,	the	landscape	is	an	allegory,	but	here	is	little	used,	being	replaced	by	in-
terior scenes. Still it appears to emphasise the madness of  Johannes, working as a reminder of  his wild mental 
state. Interestingly, the sound of  the clock working permeates all conversations that take place in the living 
room, and the silence that it settles after Mikkel stop it create context for it’s return to operation.

	 The	final	scene	puts	the	viewer	in	a	place	of 	supernatural	atmosphere.	The	symmetry	of 	the	coffin	
in	front	of 	the	windows,	in	the	middle	of 	the	room	is	artificial	and		aesthetically	pleasant.	The	litany	of 	the	
religious people crowding outside helps  to build a sense of  sadness. The ethereal light coming through the 
curtains helps to set this atmosphere. According to Bondebjerg : “This is the scene, where all narrative con-
flicts	are	solved,	and,	where	a	more	dramatic	use	of 	both	editing	between	shots	and	cinematographic	elements	
inside the shot are used in a very precise way”. The absence of  the insanity of  Johannes is counterbalanced 
with the innocence of  the girl wishing her mother to come back to life, which makes the viewer cheer for the 
fact.	The	final	kiss	is	not	a	spiritual	one:	is	a	kiss	full	of 	passion	and	desire,	in	the	urge	of 	being	alive	again.	All	
these	details	influence	the	perception	of 	the	miracle,	turning	it	believable	and	creating	great	emotion	on	the	
viewer. The Word is a great and moving piece of  art. 

“My children, I will be with you only a little longer. You will look for me, and just as I told the 
Jews, so I tell you now: Where I am going, you cannot come.” - John 13:33

looking at  

Maziar Attarieh Isabel Wittmann
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released this month festivalsCANNES

Turist
The Last Salvation
When Animals Dream
Jauja

Europe

Asia Pacific

Brussels Short Film Festival: Killmanjaro (SWE), Belinda Beautiful, 9 Meter (DEN), 
Folk Kjøper Blomster (NOR)
IndieLisboa: Forar,	2011	12	30,	Eating	Lunch	(SWE)
Documenta Madrid: Everyone is Older Than I Am (SWE), Two Raging Grannies 
(NOR), Beach Boy (DEN), Emergency Calls (FIN)
International Short Film Festival Oberhausen: Reel (SWE), Tilaa Massa Tilassa Massa 
Litassa Maalit: Ali Tila, Drive with Care (FIN), Utskor: Either/Or (NOR)
Docville: Last Supper (SWE), Alcan Highway, Happiness, Love and Engineering (FIN), 
Freak Out, Al Weiwei: A Fake Case (DEN), Two Raging Grannies (NOR)
Off  Plus Camera Festival : Forar,	2011	12	30,	Eating	Lunch	(SWE)
Nordic Docs Film Festival
Tromsø International Film Festival : Beyond Beyond, Annabell’s Spectacularities, Kidz 
in da Hood, Nobody Owns Me, The Reunion (SWE), Sami Voices, I Stop Time, I’m the 
One You Want, Letter to the King, Light Fly, Fly High, Permafrost, Preview; There’s 
Always Next Season, The Immoral (NOR) Ida, Nymphomaniac (DEN), Of  Horses and 
Men (ICE), The Winged: Live Concert (FIN)

Hot Docs: Penthouse North, Concerning Violence (SWE), Olga: To My Friends (FIN), 
Made in Denmark Feature
Newport Beach Film Festival: Coffee Time, Waltz for Monica, The Hidden Child
Toronto LGBT Film Festival: Something Must Break (SWE)
DOXA Documentary Film Festival: The Reunion, Freak Out, Microtopia (SWE), Gar-
den Lovers, Chimeras (FIN), Portrait of  a Lone Farmer (DEN)
Nordic Showcase Sao Paulo
San Francisco International Film Festival: Happiness, Soul Food Stories (FIN), Pioneer 
(NOR), We are the Best! (SWE), Of  Horses and Men (ICE)

Jeonju International Film Festival: We are the Best!, Trespassing Bergman (SWE), Kill-
ing Strangers, Sorrow and Joy (DEN), Concrete Night (FIN), In Order of  Disappearance 
(NOR)

America
around the world

More Information More Information

http://cinemascandinavia.com/releases/
http://cinemascandinavia.com/festivals/
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want more?
Click the images for videos, more 
reading and writer information!

CALL FOR 
PAPERS

INGMAR BERGMAN

Celebrate Bergman Week in June with Cinema Scandinavia!
Send us your Bergman papers. Articles can be about anything to do with Ingmar Bergman, but the more 
original the greater chance of being published.
Articles must be between 500 and 3000 words and submitted no later than the 25th of May. 
Email us at cinemascandinavia@gmail.com to express your interest. 

want even more?
Sign up to our newsletter for weekly 
updates and links to the magazine as 
soon as it becomes available. 

Click the image to subscribe.

CINEMA SCANDINAVIA

Nordic Thrills and Chills Selected 
For Cannes

Nordic ‘Producers on the Move’ Donner Portrays Marimekko’s 
Creator in Armi

Kormakur is Trapped in Iceland Production Support: Finnish Film 
Foundation April 2014

TrustNordisk Sells ‘The Salvation’ 
Internationally

Ruben Östlund’s Force Majeure and 
Kristian Levring’s The Salvation have 
both been selected for the Cannes Film 
Festival. Read about them here

‘Producers on the Move’ at Cannes 
will feature Denmark’s Eva Jakob-
sen, Finland’s Mark Lwoff, Iceland’s 
Árni Filippusson, Norway’s Teréz 
Hollo-Klausen and Sweden’s Peter 
Lindblad. Read more here

Finnish writer-director-producer Jörn 
Donner, so far the only Finn to win 
an Oscar for producing Bergman’s 
Fanny and Alexander, will helm a 
biopic on one of Finlands most famous 
entrepeneaurs, Armi Ratia, the founder 
of Marimekko fashion and design com-
pany. Read more here

Newsletter 18/4/14 - 25/4/14

You are currently subscribed to this service. To unsubscribe, email cinemascandinavia@gmail.com with the header ‘Unsubscribe’

Icelandic director-producer Baltasar 
Kormákur will return to Iceland for 
Trapped, the country’s most expensive 
television series to date. It will be set 
on a ferry carrying 300 passengers 
from Denmark, with some crime 
thrown in. Read more here

Kristin Levring’s The Salvation is 
a large scale Western drama rooted 
in Scandinavia, and has been sold 
internationally. It has been picked up 
in France, Greece and Estonia. Read 
more here

The Finnish Film Foundation has 
announced its production support 
for April 2014. Feature length films 
getting support include Armi, Theo’s 
House, Other Girls and Reunion. Read 
all about it here

Out on the 1st of May

http://cinemascandinavia.com/articles/issue-2-early-scandinavian-cinema/haxan-and-vampyr-early-scandinavian-horror-film/
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