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	   'Actually it deals ("as usual" I was about to say!) with Life, Love and Death. Because nothing in fact 
is more important.'  ‒Ingmar Bergman, letter to the crew of  Face to Face (1976). 

!
 Whether you love or hate Ingmar Bergman's work, you have to admit that he is a giant 
of  Swedish cinema, television and theatre, whether as a writer, director, or as both. Bergman 
directed over sixty films and documentaries, some made for the cinema, others for television, 
many of  which he also wrote, as well as over one hundred and seventy plays. Bergman was‒and 

still is, even after his passing‒one of  the most influential film directors of  all time, influencing 
the likes of  Liv Ullman, Woody Allen, Robert Altman, Francis Ford Coppola, Stanley Kubrick, 
Ang Lee, and countless more.  

 Bergman poured his own ideas, his own experiences and his heart into his work. He 
explored his own nature, his own psyche and desires through his films and plays, providing the 
viewer with an often unsettling and always challenging insight into Bergman's own mind and his 
own personal view of  the world in which we all live. His reflective psychological explorations 
have created a plethora of  cinematic masterpieces, ranging widely in genre and topic. We can 
follow his life, and understand the great man, through his films, as his life had a habit of  
continuously influencing his work. While chronologically out of  order‒it was made released in 

1992‒The Best Intentions provides us with a glimpse into the life, courtships and tensions between 
Bergman's parents, Erik Bergman (named Henrik in the film), a Lutheran Minister, and Karin 
Åkerblom (re-named Anna). Bergman's upbringing was religious and strict, and he and his 
siblings were constantly surrounded by religious imagery and discussion, and, while he claimed to 
have lost his faith at a young age, it was not until the making of  Winter Light (1962) that he fully 
explored his own experiences with religion, faith and his own existential crisis, and finally 
'Realized who he really was.’ Winter Light was the second of  what would become known as 
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Bergman's unintentional 'Trilogy of  Faith', the first being Through a Glass Darkly (1961), itself  a 
reference to the living's comprehension of  God, and the third, The Silence (1963), perhaps 
referring to the silence of  God ‒ a theme that Bergman first explored in The Seventh Seal (1957), 
along with his own sense of  mortality.  !
Fanny & Alexander (1982) also owes a lot to Bergman's personal life. Alexander is based on 
Bergman and Fanny on his sister, Margareta. The stepfather in the film, the widower bishop with 
a terribly authoritarian outlook, who inflicts a rigid, even cruel upbringing on his step-children, is 
undoubtedly based on how Bergman viewed his own father. The stepfather in the film is a 
widower bishop with a terribly authoritarian outlook. He inflicts a rigid, even cruel upbringing on 
his stepchildren, and this is undoubtedly based on how Bergman viewer his own father.  
 
Bergman's use of  what became essentially his own repertory company of  a select group of  
actors, also allows us to observe not only Bergman's own life, but also the lives of  those actors as 
they age through the years. Bergman also became romantically involved several of  his actresses, 
Harriet Andersson (for whom Summer with Monika (1953), was specifically written), Bibi 
Andersson and Liv Ullman, and the highs and lows of  those relationships can be traced on 
screen. 
 
Bergman's films consistently deal with issues that Bergman himself  struggled with: illness, 
betrayal, insanity, mortality and loneliness as well as issues of  faith. Yet, many of  his films deal 
with sexual desire. Despite all his many marriages and affairs, Bergman's ultimate mistress was his 
films. In one interview he stated that for him ‘theatre is like a faithful wife, film is... the expensive 
and demanding mistress’. His string of  failed marriages gave him fodder for the series Scenes from 
a Marriage, which chronicled the disintegration of  the marriage of  Marianne and Johan; 
meanwhile his jealous tendencies and his sometimes unflattering opinions about the female sex 
are reflected in his films, as in Shame (1968) and in Faithless (2000)‒ written by Bergman and 
directed by Liv Ullman. Yet his female characters are often far more in touch with their own 
emotions and sexuality than the men, as so shockingly depicted in Cries and Whispers (1972).  
 
The breakdowns in Bergman's works do not just relate to relationships; in Face to Face (1976) we 
witness the extraordinary psychological breakdown of  the female psychiatrist, Dr. Jenny 
Isaksson, as she is inescapably haunted by her own past. Bergman yet again breaks down the very 
heart of  the matter in order to almost forensically examine it, and this can be a disturbing or 
cathartic experience.  
 
Sweden too, is often present, changing as it did through the twentieth century, and the Swedish 
landscape is undoubtedly its own character in many of  Bergman's works. Several of  Bergman's 
movies, mostly from the sixties, were made, at least in part, on the island of  Fårö, his adopted 
home. These include Through a Glass Darkly (1961), Persona (1966), Hour of  the Wolf (1968), Shame 
(1968) and The Passion of  Anna (1969). Bergman's tax exile from Sweden was also to have an 
effect on his films, his annoyance and frustration over this, as well as the necessity to film and 
produce films outside of  Sweden, would result in such dark, heavy and bleak films as the Munich 
based From the Life of  the Marionettes (1980). Bergman’s tax exile from Sweden was also to have an 
effect on his films. His annoyance and frustration, as well as the necessity to film and produce 
films outside of  Sweden, would result in such dark, heavy and bleak films as the Munich based 
From the Life of  the Marionettes.  
 !
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In many ways all of  Bergman's films are an exploration of  his life, especially his own childhood. 
Isak's reflections on his own childhood in Wild Strawberries (1957) are clearly influenced by those 
of  Bergman himself, as he ponders his own ambivalent, cold mother. Bergman wrote the script 
while hospitalised, in part for stress, and during a time when he was tackling the imminent 
breakdown of  his third marriage and his affair with Bibi Andersson. Bergman's reevaluation of  
his life at that time is shown through Isak's reevaluation, brought on by his dreams and 
nightmares. The old men in both Faithless and Wild Strawberries are representative of  Bergman as 
he explores his past, in an attempt to understand who he is and why is the way that he is. This 
journey of  self-discovery by Bergman, woven into every part of  the fabric of  his films, is a 
driving force and gives us‒the viewers‒a profound and deep insight into one of  the greatest 
filmmakers of  all time. !
!
!
References 
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“You have to remove all the preconceptions and clichéd relationships one has to it and come to it fresh. I 
can't imagine any other director doing that as fearlessly as Liv has done” says Cate Blanchett to W 
magazine when taking one of  her favourite film-directors in mind. Before entering a new 
world outside of  Bergman's nest, Ullmann had issues with seeing herself  as an 
independent film director. According to herself  before succeeding as a director, she 
thought she was nothing outside of  him. But after national and international recognition 
and acknowledgement, awards and prizes for different films inspired by some of  
Bergman's scripts – Liv does not only proceed Bergman's legacy, but she conveys her 
own authentic and expressive style to filmmaking which makes her unequalled.  !
Faithless is more than being unfaithful 
We are in a movie-directors house on the Swedish Island “Fårö”. We are re looking out of  
the window at the idyllic Scandinavian landscape and ocean. We are self-analysing our 
inside in order to find our special tone and personal memoir. We are beyond all doubt in 
the psyche, scope and overall cosmos of  the Swedish auteur Ingmar Bergman. The 
struggle of  finding our story is shown by a middle-aged movie director (Erland 
Josephson). Along his side he has his biggest key to success - his muse, who is inspiring 
him to find his tone again.  
 
In the introduction of  the movie a title is showing: “Divorce is the most painful thing that can 
happen and succinctly describing the pain that divorce causes.” With this quote the tone of  the film 
is being set. Throughout the almost 150 minutes long drama Faithless, we are following 
the risk-full venture and consequences through the narrative of  Marianne's (Lena Endre) 
perspective. Marianne is an actress and married to an orchestra conductor Markus 
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(Thomas Hanzon) who loco motes around the globe with his work. The couple have a 
close friend David (Kristor Henriksson). One night while Markus is away, Marianne 
comforts him and invites him over for a late evening snack. And then it happens. A 
hunger that is shown as a craving for lecherousness happens. Though the lust is for the 
viewer as well as for the characters very clear, they did not do anything about at that 
moment. The morning after it is clear that Marianne is trapped, she is in love and there is 
nothing she can do about it. Faithless in this context is not about being without a religious 
faith or being unfaithful, but rather being unworthy of  faith or trust. The affair between 
David and Marianne, which started in Paris, is being brought back to Stockholm as an 
expensive business with more victims and losers than imaginable. The true victim is the 
nine-year-old daughter Isabelle, who is betrayed. The dangerous and betraying world 
Marianne was so drawn to is now drastically changing her husband, her child and 
everyone who is involved in her life, for the worse. !
Violent and without bounds  
The beautiful and famed actor Liv Ullmann and the older film-director Bergman fell in 
love while making their first film together, the ground-breaking Persona from 1966. 
Despite their love story only survived for 5 years, their partnership persisted until his 
death, in 2007. On a mutual inspirational work level they had a tight bond. As husband 
and wife they damaged each other on a mental and personal level. In Ullmann's memoir 
“Changing” she describes Bergman's jealousy as “violent and without bounds.” Where she used 
to be the star in his films, the roles have suddenly switched and now he is the star in her 
movie “Faithless” which is said is to be based on his life.  !
In “Faithless” we are attracted more to understand the world of  the women, rather than 
the world of  men. Marianne appears in the movie like a muse, that brings the director's 
own story to live. While speaking about her own tale, she is indirectly encouraging him to 
write his personal and pain-filled story down on paper. In real life Ullmann appeared as a 
muse to her film-director spouse as well. Though she is feeling lucky to have been ‘seen’ 
by Bergman, she also mentions to W-magazine that she was frequently used in his work 
as his alter ego. Furthermore she explains that it is hard to have a full understanding of  
your partner, and know how to use it in a creative manner. Bergman had that special gift 
which only he could use against her in a devastating way. He secretly copied parts from 
Ullmann's diary that he then used in Scenes from a marriage as a dialogue. When she found 
out, she was devastated. !
Children come first  
Bergman had a lot of  children and a lot of  ex-wives who he needed to support. He was a 
productive man in writing, giving reviews and directing both theatre and movies. 
Directing 57 movies and 171 state productions, was not only for his own pleasure but 
also to provide for his huge family. One thing that Ullmann truly admires about her 
former partner is that he's got the creative imagination of  a child. A thing he eventually 
taught her along the way. She learned from many of  his lessons, but primarily that you 
are still allowed to play, use your creative imagination and everything you did as a child. 
This lesson was first learned when she moved behind the camera, where she was 
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confronted with it herself. Bergman is known for not sparing the audience when it comes 
to explicit sex-scenes, or scenes with pain in. “Faithless” is no exception, and Ullmann 
continues in her own way to maintain the explicit sexual and painful scenes in the essence 
of  Bergman, in which the audiences feel sick in their gut when they leave the theatre. 
Bergman wrote the script with Lena Endre in mind as Marianne, a perfect choice for the 
character. With her sublime performance, expressly mimic and long monologues - her 
verbal version of  the story is more fascinating than the actual events. Next to her, men 
are vague and silly, as most of  the men are in Bergman's universe.  She is so riveting that 
her facial-expression changes and matches every situation of  her story - united with the 
cold, warm, light and dark landscape of  Fårö.  !
It was love at first sight 
Though the observer ‘Bergman’ is feeling alive again through his muse Marianne, it is 
also clearly portrayed that the landscape has a significant influence on the story. The 
landscape and the island Fårö is Bergman's longest love - it lasted for 40 years. Fårö is in 
the story being used as a frame for Bergman's own memory. The island destroyed the 
relationship between Ullmann and Bergman in the end. Ullmann left and Bergman stayed 
there till his death in 2007. “Nothing existed outside ourselves. We had a little child there, and he 
(Bergman) didn't want people to visit, and he didn't like leaving me either. It was very tough.” 
Ullmann recalls how the island isolated the family and their relationship in a wrong way. 
So, the true victim like Isabelle in Faithless was her child. Though Ullmann felt isolated 
and claustrophobic on the island – on contrast, it was love at first sight for Bergman. He 
thought that the island had a sense of  peace, inspiration and freedom that gave him a 
strong desire to create, work, read and watch films. Bergman and the inhabitants were 
one. One of  mutual love and respect for each other.  !
Changing and choices  
Ullmann knew that despite of  their separation and that they never would be husband and 
wife again, they never would be apart either. “I was right - we never did leave each other," she 
mentions to W-magazine "You know, soon after we met, Ingmar told me he had a dream that we 
would be painfully connected." and they certainly were. Ullmann wrote two influencing 
memoirs, Changing and Choices. In 1976 Ullmann's memoir ‘Changing’ was published and 
entered the bestseller list. She mentions herself  that confessionals are boring. Therefore 
she intended to make a piece that miserable people felt better from by reading, because it 
makes a person's soul greyer. An honest piece about her way to get in touch with her 
inner thoughts and feelings and how to learn from these. About her love, lust, most of  
her affairs and her work in different fields. Interestingly, she writes about her thoughts 
and fascination about Bergman whom she refers to as “the brain”. She wrote everything 
ingenious down he had to say. He very much inspired her, and had an impact on her 
personal development. A personal development that altered her love for acting to a love 
for directing: ”The older one gets in this profession... The more people there are with whom one would 
never work again”.  !
Bergman's memoir 
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“Faithless” occurs like a filmic memoir of  Bergman. The main-character is actually named 
Bergman, he is a film-director, he lives on Fårö and he is playing and fantasising together 
with his muse. Just he did with his real-life muse Liv. It is not until the end, that we know 
the directors real name, but Bergman-enthusiasts have probably guessed it earlier. 
Bergman himself  was content with the outcome of  the movie, and mentioned that Liv 
fulfilled the essence of  the script. The movie consists of  sensational imagery, outstanding 
acting, tremendous instruction and a dialogue that will stay with you forever. Ullmann, as 
well as the cast chosen for the film, wisely use the rhythm, tempo and the light. Bergman 
and Ullmann collaborate by taking us on a journey of  inner and outer personalities and 
feelings, convincing the audience about their knowledge in themes of  love, betrayal, 
believing and the breakdown of  the modern family. Bergman portraits love, relationships 
and lust as writing blockade. To cure this you need to have self-insight, drawing parallels 
to different corners in memory and the brain in order to successfully write. If  you did 
not know better, you could be tempted to call “Faithless” Scenes from a Marriage vol. 2. 
They both thematize the same themes like the breakdown of  a marriage thath involve 
unfaithfulness and sacrifices. Though the themes and the style frequently share 
similarities, there is no doubt that Ullmann made her own artistic creation as a director. 
 !!!!!!!!!
http://www.wmagazine.com/people/celebrities/2009/10/liv_ullmann http://
www.theguardian.com/film/2001/feb/03/features.weekend1 
http://jyllands-posten.dk/kultur/film/ECE3307517/seks-stjerner-til-liv-ullmanns-nye-film-
troloes/ http://www.imdb.com/title/tt0157122/ http://www.denstoredanske.dk/
Kunst_og_kultur/Film/Instrukt%C3%B8rer_og_filmfolk,_Norden/Ernst_Ingmar_Bergman 
http://www.bergmangardarna.se/en/  !!!!!!!!!!
!
Sandra Fijn van Draat, studying Film making at TU Delft as a suppliment to working as an Au 
pair for a Dutch family in Rotterdam. Pursuing my interest for film making whenever possible. 
After the summer taking a bachelor in a film-related programme.
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Writing about Bergman is itself  a delicate and difficult task; this gentleman born in beautiful 
Sweden is part of  the list of  great masters of  cinema history. !
As fate that this man let his mark on our lives through the most beautiful ways on the cinematic 
screen, and so did Mr. Bergman, left a vast cinematographic work to make us reflect on some 
themes of  human life.  !
Well, my choice to write this article fell on the film Saraband, a film dating from 2003, his last 
work done in life (Unfortunately Ingmar Bergman left us four years later in 2007). But in order 
to talk about Saraband, I had to necessarily speak first about what generated it, Scener Ur Ett 
Äktenskap. While not overtly a continuation of  Scener Ur Ett Äktenskap, Saraband was born of  
this work, we can see it as if  it was his child, but a adult son, already emancipated. !
And it is by the first I'll start. Scener Ur Ett Äktenskap, was written and filmed by Ingmar 
Bergman and was initially produced as a series for Swedish television in 1973 and later released 
to the cinema a edited version. This series has six episodes, and portrays the life of  a couple, 
Marianne (Liv Ullmann), a lawyer familiar causes, expert in the field of  divorce and Johan 
(Erland Josephson), a scientist. At first the characters show great moments of  happiness 
between both but as the action progress their relationship is also falling. As we can see early in 
the first episode at his home, when a reporter for the magazine interviews them, in an 
idealisation symbolic gesture of  a model couple. Later at dinner, in the company of  a female 
friend, after we witness a big discussion among the guests, Katerina (Bibi Andersson) and Peter 
(Jan Malmsjö) and late in the evening, as the two help each other in cleaning the dishes, talk 
about what happened between the couples friend once again demonstrate that conjugal 
happiness is to last in the house of  this couple. !
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So far the relationship of  this ideal couple seems unshakable, they believe that all these years 
together helped to build some security, but what were hitherto isolated cases of  small 
disagreements unimportant cases are starting to become more and successive with greater 
importance in their lives.  !
It is from the third episode that action gets a new turn when Johan reveals to his wife that he 
wants to leave the house because he has another woman, leaving her completely disturbed. As 
they say ‘the best cloth drops to splotch’, no one would say this couple would get to his point 
after they had been presented as ideal. !
Later, Johan tries to approach, but Marianne is in a relationship, afterward having a violent 
discussion, and Johan signs the divorce papers. Already at the end they meet again on their 
twentieth wedding anniversary, the two become involved, now in the role of  two lovers who 
betray others.  !
And as a divorced couple, the two seem to be more connected, like earlier when they are 
presented by the magazine as double role model. !
In this work Bergman does not make use of  the music, the effect of  this series is almost like a 
documentary, with the continued use of  close-ups of  the characters. What makes the view get 
stuck, and notice every movement, every sincere or forced feeling of  the characters, as if  it were 
present beside them. !
The high point of  this story is one such dinner offered by Johan and Marianne, to a friend, 
during dinner and after this and already with a few sips of  whiskey to the mix and a lot of  
mutual insults between the guest couple until they announce they are almost at the point of  
separating. At this point the director foresees what will be the destination following to the 
protagonists of  the story, building the situation with great mystery.  !
In Scener Ur Ett Äktenskap, Bergman dissects the painful process of  separation of  its model 
couple. The result can either bother like having something incredibly beautiful. The dialogues 
between the characters are aggressive, they overflow their inner feelings, all in harmony with 
your film type, psychological, examining all the human aspect. !
Saraband is a Swedish film, which was produced for Swedish television, written and 
directed by Ingmar Bergman in 2003. Actress Liv Ullmann back again behind the screen again in 
the role of  Marianne and Erland Josephson as Johan the same characters Scener Ur Ett 
Äktenskap 1973 that 30 years later, again be revisited. !
But this time, contrary to what one would expect this is not a story of  meeting wedding after 
years of  separation, but this time the story focuses on other characters, Karin (Julia Dufvenius) - 
granddaughter of  Johan and daughter Henrik and Anna; Henrik (Börje Ahlstedt) - son of  Johan; 
Anna, Henrik wife´s, already deceased that appears repeatedly in the form of  photography. !
In Saraband the action focuses on the suffocating relationship between Henrik and daughter 
Karin. This unhealthy relationship in which Henrik expresses his pain over the loss of  his wife 
Anna, a mad obsession with his daughter.  !
But history can be summarized as follows, after years away Marianne decides to visit her ex-
husband. Arriving is faced with a familiar situation in limit. The granddaughter of  Johan has a 
suffocating relationship with his father, and the ghost of  her mother, Anna, hangs over this 
dysfunctional family. Witness also the tormented relationship between the ex-partner and his son 
Henrik.  !
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Basically these are the fuses that trigger actions essential to this work. It consists of  a 
prologue and epilogue, both narrated by Marianne, and based on ten episodes always preceded a 
title. !
As Scener Ur Ett Äktenskap also Saraband, the question of  the relationship is once again 
revisited, this time the strange and painful relationship between parents and children, and not 
only, also including other issues that have always been part of  their films, the weakness of  man, 
marriage, ageing, illness and loneliness. !
Saraband is not only as a "continuation" of  Scener Ur Ett Äktenskap, but I believe that as a 
small view by his pieces under the gaze of  this, which was the last. Last in physical format, 
because in fact the work of  Ingmar Bergman will always be present in the remaining directors, 
the Swedish director serves as a source of  inspiration to many. !
For curiosity Saraband is the name of  a sonata from the German composer Johann Sebastian 
Bach, which in this case fully serves the purpose of  Bergman. !
His films often raise questions of  existence, life, death and love. Ingmar Bergman is one of  
the few that manages to capture through film and shoot the unconscious man, get in with the 
camera in the minds of  his characters. It is undoubtedly a master to use close-ups, uses and 
abuses them to express all the emotions through the screen, able to thrill the audience. 
It is a cinema characterized by being too human, makes questions on topics such as the 
existence, human relations - interpersonal and family, love, God, death, etc. !
The theatrical and minimalist aspect that he gives primacy in his works, is manifest from the care 
he has with his actors, which is another mark of  his movies. Liv Ullmann and Erland Josephson 
participate in their various films, it can be noted that the three demonstrated a great intimacy 
between them. !
Bergman is also a master in the use of  silence, it is used as soundtrack is powerful because their 
silences are always loaded with meanings. !
To finalize leave a comment Bergman, featuring exactly who was this Swedish director, 
"The cinema is not a craft. It is an art. Cinema is not a team effort. The director is only facing a 
blank page. For Bergman being alone to be just asking questions; filming is to find the answers. 
Nothing could be more classically romantic. "- Words of  another master Jean-Luc Godard, in 
(Jean- Luc Godard, "Berganorama", Cahiers du Cinéma, July 1958). !
References 
* Bergman e os Outros, NEVES, Manuel (coord), ABC Cine-Clube de Lisboa, 1992 !
* Films of  Ingmar Bergman, The, KALIN, Jesse, Cambridge University Press, 2003 !
* Ingmar Bergman - As Folhas da Cinemateca, MADEIRA, Maria João (Org.), Cinemateca 
Portuguesa - Museu do Cinema, 2008 !
Name: Paulo Antunes 
Location: Portugal 
http://paulombantunes.wix.com/portfoliopaulo !!
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Roudi Boroumand  !
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!
A traveling troupe of  actors enter a town for their next show. The leader of  the group has to deal 
with tension and conflict both in professional and personal life. The bohemian life leaves no 
room for stability or comfort so they must constantly deal with turbulent relationships and 
broken families. They are not a respected social class either; their art belongs to the old world and 
their lives don’t follow the norms and values of  society. Tension between the head of  the group 
and his mistress arises when it’s revealed that he has a family in town and intends to see them 
after a long time. His mistress feels threatened and goes to extremes to secure her position in his 
life, forcing the man to make a decision in the end. By the time the troupe leaves town, many of  
their lives have been changed.  

This is the central plot of  Ingmar Bergman’s Sawdust and Tinsel (1953), and two of  Yasujiro Ozu’s 
films: A Story of  Floating Weeds (1934), a silent black and white, and its remake Floating Weeds 
(1959) created at the peak of  his mastery in style and visual storytelling. Whether there has been 
an influence or inspiration in Bergman’s film or in Ozu’s remake, these films reflect their creators’ 
private lives and careers as artists and men, and the fate of  traveling performers in modern times.  

Ingmar Bergman’s world is defined by his strong attachment to some recurring themes: Dealing 
with existential matters, questioning the existence of  god, loneliness as human condition, 
deteriorating romantic relationships and death are among them. In his world women and the 
female psyche appear constantly, and they gradually go through some sort of  evolution. 
Bergman’s female characters start to become more powerful and dominant in the stories and the 
battle between sexes, till they turn into the survivors as the stronger side. But there is one entity 
that continues to grow and develop in his films, and that is the mother figure.  

Karen Bergman keeps appearing not only as a name for the central character, but as the ultimate 
source of  love and a part of  the lover’s being. The mother-child oedipal relationship can be 
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completed by adding the patriarch of  Bergman’s family to the picture. Bergman’s father was a 
chaplain to the King of  Sweden, and his strict Lutheran beliefs and methods of  pedagogy were 
the cause of  his troubled relationship with Ingmar. The parent-child relationship almost never 
dominates the plots of  Bergman’s films completely, but has a recurring presence until he calls 
Cries and Whispers (1972), “a self-portrait of  my mother… the great love of  my childhood”. The 
cold and asexual Karen of  Cries and Whispers when looked at from the child’s point of  view turns 
into the only source of  comfort and calm, and if  so, Karen’s husband Fredrik reveals what a 
dominant and antipathic character his own father could have been.   

Ozu’s childhood had some similarities to Bergman’s. Both belonged to the upper class, and lived 
in traditional, conservative cultures. Ozu’s father decides that countryside is a better place for his 
children and sends his wife and children from Tokyo to Matsusaka. Like Bergman, Ozu was a 
rebel and chose filmmaking as his career against the norms of  his social class, and in his career 
never conformed to the trends and changes forced by modernism, politics, and commercial 
aspects of  cinema. Despite being a hard-headed man, Ozu remained single and lived with his 
mother until her death and shared the same grave with her when he died.  

Sawdust and Tinsel stands right where the auteur Bergman is being born. Though lacking the 
notoriety of  his later works, some of  the bold signature themes for which he’s known are present 
in Sawdust. Years later he spoke of  this film as one of  his favourites despite its cold reception, 
and he confessed he had a soft spot for it. Being active both in theatre and cinema throughout 
his professional career, many of  his cinematic characters and plot elements come from the stage 
and theatre world, and the traveling troupe of  actors appear in several of  them. Bergman’s 
personal life was affected by his romantic involvement with his female leads for decades as well. 
While writing the story of  Sawdust and Tinsel his third marriage was suffering from his affair with 
Harriet Anderson, who stars as the gypsy circus girl and the ringmaster Albert’s mistress, Anne. 
The nature of  the relationship between Albert and Anne is everything that the relationship 
between Albert and Adga, the mother of  his children, is not. Agda appears as a mother figure for 
Albert as well: she feeds him, fixes his clothes and offers financial support. The same situation 
appears in Ozu’s films: the ex-lover of  the Kabuki troupe leader hosts and comforts him, allows 
him to connect with his son, and remains asexual and mother-like till the end. In Bergman’s film 
the ex-wife has found security and comfort in the absence of  her husband, and doesn’t want him 
back. In Ozu’s realistic world set in a 1930s Japanese small town, the ex-girlfriend has a more 
obedient nature and without pressuring offers the option of  reuniting.  

Sawdust and Tinsel’s silent sequence early in the movie foreshadows the relationship between 
Albert and Anne, while the coachman tells the story of  Frost, the circus clown and Alma, his 
unfaithful wife. In a very stylized overexposed sequence Alma bathes naked with the soldiers 
while the people cheerfully witness their sexual escapade; Frost, hurt and humiliated, chooses to 
save and protect her dignity by sacrificing his own. A similar incident occurs later when Anne 
cheats on Albert with an actor, and when publicly humiliated and belittled for her cheap sexual 
encounter, Albert chooses to defend her at the cost of  a greater humiliation in front of  an 
audience. Defeated in love and show business Albert finally identifies with Frost, his longtime 
colleague whom he never has taken seriously. Frost tells him about a strange dream in which he 
becomes smaller and smaller until finally becoming a seed which goes back to Alma’s womb as if  
he was the child and Alma the mother. The image of  wife-lover becomes one with the mother, 
and it’s only then that the female lover becomes a shelter for the man.  

In both filmmakers’ stories the leaders of  the traveling actors accept that their era has come to an 
end, and they let go of  their colleagues who are able to start a new life. Bergman’s world is more 
dramatic and dark, and the decision manifests in a painful and brutal ritual of  killing the circus 
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bear. Ozu’s realism allows that chapter to be less dramatic; focusing more on the Kabuki master’s 
character change into a softer and more realistic man.  

The similarity of  Sawdust and Tinsel and Ozu’s mentioned works, whether intentional or not, could 
be the result of  their individual experiences and the fate traveling traditional actors. Both of  them 
were born and worked in an era in which performing arts went through fundamental changes. 
Their resentment for a conservative culture shaped their personalities as artists and defined their 
world as auteur directors. The image of  woman in their works became complete and comforting 
only by being a mother; otherwise she was the source of  pain and anxiety. The conclusion drawn 
from the comparison between these works of  Bergman and Ozu is their mutual respect for the 
traveling performers whose art consciously defined their identity. These films pay tribute to 
traditional performing arts as the foundation on which cinema is built on.  

!
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Ingmar Bergman has influenced a significant variety of  filmmakers, from Chan-wook 
Park to Andrei Tarkovsky. But probably the most amazing influence he had was on 
Woody Allen. Allen, commonly known as a director of  comedy films, has frequently 
admired Bergman’s works. This might come as a surprise, probably due to the common 
image of  Allen as a comedian. Nevertheless, Isaac, the protagonist of  Manhattan, 
counting the things that make life worth living for him, mentions “Swedish movies, 
naturally” by which he most probably means Bergman’s movies. 

Ingmar Bergman’s international fame lies in his dark portrayals of  exploration in human 
nature, in spite of  the fact that he also has made different sort of  films, including a 
horror film (Hour of  the Wolf) and even a bedroom comedy, Smiles of  a Summer Night. 

Bergman was a workaholic just like Allen. A significant number of  films, screenplays, 
plays and articles have his name as their creator on them. He entered cinema at a time 
when Scandinavian cinema had lost its significance after the emergence of  sound; 
Hollywood had seduced most of  the great Nordic directors of  the silent era to go to the 
States and Scandinavia was struggling for getting back the once glorious status it had in 
this realm. Bergman’s exploration of  existential issues such as loneliness and faith reflects 
in his films mostly in the form of  his obsession with characters’ faces.  

The supposed abnormality of  this relationship probably rises from the fact that many 
people tend to pin Allen, a known American figure in comedy, automatically to 
Hollywood, where most of  the American comic films come from. Although Allen has 
made a number of  comic films, his works are not limited to this genre. His aspiration was 
to write and direct quality drama works. “…he has no desire to play Hamlet: He wants to 
write Hamlet” as Lax (2009, p. xi), his biographer, puts it. In his intensive filmography, 
Allen has many serious drama works, as well as some drama works which are deep 
explorations in human nature accompanied with some witty punch lines, making the 
word “comedy” not the best choice for labeling them.  
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Allen’s departure from being limited to comedy probably started in Annie Hall and 
became more visible in his next work, Interiors. In his later works Allen used all these 
possibilities, but even films like Match Point and Casandra that can be labeled as thrillers 
mostly deal with the issues such as human nature and relationships. Moreover, it’s a naïve 
mistake to consider Allen a “Hollywood director”. Being a celebrity is not equivalent to 
be a part of  so called Hollywood system. It seems more correct to call him an 
independent figure who almost miraculously has managed to make 40 movies in about 
half  a decade, some of  which were widely successful both critically and financially. In an 
environment that even makes Scorsese struggle for his total autonomy in the process of  
filmmaking, Allen has avoided high budgets; he does not need them, he does not want 
them. Even if  he needs them for a special project, it will not be easy for him to convince 
wealthy investors, although most of  his films in recent ten years have been considerably 
profitable.  He probably would never make a 3D film. His style is to put characters in 
front of  the camera and make them do and say things to carry on the story. 

Allen entered the film industry at the same period as did many other new faces. His 
leading ability was his significant humor. He stepped into this business with what he was 
skillful at and that which would guarantee his stay in the brutal environment to some 
extent. Although Allen has not been the most interested person in critical and financial 
success of  his films, he would not sacrifice everything to make the stories that he 
thought were not appealing for the audience. Therefore Allen is not the ideal clinical 
auteur. Moreover, although he appreciates the high quality of  cinematic expression in 
Bergman’s style, he does not care about such issues enough to be obsessed with them. He 
simply works with great names such as Willis, Khondji, Nykvist etc. in order to guarantee 
an acceptable level of  mastery in visual aspects of  his works. Among these names, 
Nykvist is the most significant one, because of  his long working relationship with Ingmar 
Bergman. This does not mean Allen never cared about these aspects; it means he cared 
enough to wisely work with people who he knew he could use to make the film the way 
he wanted. 

The fact that Allen entrusted such technical and even aesthetical aspects of  filmmaking 
(besides editing of  course) to people who were good at them, changed his normal style. 
Allen started using long master shots while working with Gordon Willis, though these 
master shots should not be interpreted as those in other artistic films. He had insisted 
before that one of  the reasons for his frequent use of  long master shots was the easiness 
of  doing this. Although such master shots are generally an element of  more artistic films 
such as films from slow cinema, Allen’s specific use of  them was unique in the sense that 
long maser shots in mise-en-scène such as New York apartments caused the characters to be 
off  camera at some points, which initiated in Annie Hall. This becomes more significant 
if  we consider that many of  Allen’s films were comedies and a punch line from a 
character off  camera is not a usual form of  creating humoristic situations in American 
comedy tradition. 

As of  style, as mentioned earlier, Allen’s admiration of  Bergman caused some changes in 
his films, but he paid tribute to Bergman in different ways, including short parodies to 
Bergman’s works and famous themes in his films and also applying a number of  
situations Bergman had created in his films. One of  the most famous examples of  such 
references is parodying the portrayal of  Death in Seventh Seal (Love and Death, 1975).  
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Interiors, Allen’s first entirely serious drama and his first film in which he did not act in, 
can be considered a significant effort to do something Bergman would do. The big house 
and relationships between three sisters, their troubled mother and their father who wants 
to marry another woman all seems like an overt effort to apply Bergman’s methods, as 
Richard Schickel of  Time thrashed the movie, accusing Allen of  not “…having any grasp 
of  the material, or first-hand, gut feelings about the characters” of  a film he supposedly 
tried to make in a “Bergmanesque manner”. 

The epitome of  Allen’s homage to Bergman is the scene in Crimes and Misdemeanors (1989) 
which shows one of  the main characters revisiting a childhood family dinner in his 
imagination/fantasy. Revisiting one’s own childhood had been used in Annie Hall before 
as well, but in Crimes and Misdemeanors Allen uses it in a way that is familiar to any 
individual who has watched Wild Strawberries before. There is a significant distinction 
between the way Isak and Judah (characters in Wild Strawberries and Crimes and 
Misdemeanors) are confronted with these instances of  childhood reanimation. In Allen’s 
account, Judah engages in a conversation with these figures from the past and they even 
recognize the elderly Judah, while Isak seems to be a mere observer of  the big family 
breakfast. Rugg (2005) finds the roots of  this distinction in different religious and 
cultural settings of  the two films, namely Lutheran and Jewish traditions. This example 
shows how Allen used a Bergman model, but did not apply it in an entirely similar way, 
rendering it in a different cultural setting to produce new meaning. 

Another obvious allusion of  Allen to Wild Strawberries can be seen in Deconstructing Harry 
(1997). In this comedy, Harry Block (Woody Allen) is a claimed writer who has lots of  
problems in his relationships with different people. He, just as Isak Borg in Wild 
Strawberries, goes to a car trip to his home university to be honored and reevaluates his 
life and relationships on the way in different ways. What happens in daydreams and 
nightmares for Isak, Harry faces in a surreal manner. Yet again, here Allen is not limited 
to the model he borrowed from Bergman. People Harry meets are his fictional 
characters, his own creations, but they are reflective of  his troubled past and present, 
since he has mindlessly depicted his own acquaintances in his stories. His troubled 
character is reflected in an almost chaotic structure of  the story and irritating jump cuts. 
This is achieved in a very different way than Bergman’s subtle way of  reminding 
memories from the past. Whatever reassures Isak in Bergman’s film and provides closure 
for him is not enough for Allen’s Harry. What Harry needs above all is a celebration in 
his honor by his own creations in order to not only come to his mind, but also remove 
the writer’s block he has been experiencing which is also a metaphor for the dead-end in 
his relationships and the meaning of  life for him. 

As already mentioned, Allen might not be considered the first ideal filmmaker influenced 
by Bergman, but exploration of  the mentioned relationships between these two figures 
and some of  their films clearly shows how deeply Allen was influenced by the great 
Swedish auteur. 
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“Suddenly, I found myself  standing at the door of  a room the keys of  which had, until then, never been given to 
me. It was a room I had always wanted to enter and where he was moving freely and fully at ease. I felt encouraged 
and stimulated: someone was expressing what I had always wanted to say without knowing how. Tarkovsky is for 
me the greatest, the one who invented a new language, true to the nature of  film, as it captures life as a reflection, 
life as a dream” !
Ingmar Bergman on Andrei Tarkovsky and his film “Andrei Rublev” !!
!
!
 Bergman and Tarkovsky. These two great directors were from different countries, 
they were raised in different cultural and religious traditions, yet these names quite often 
are mentioned together. They were discussing, arguing, admiring each other not directly; 
their thoughts may only be extracted from various interviews. They were portraying 
through the films their vision of  questions about eternal values, existence and God. 

!
Russian critic Sergey Dobrotvorsky saw the principal difference between Bergman and 
Tarkovsky in the spiritual tradition they were existing – Protestant with Bergman, 
Orthodox with Tarkovsky. “Both of  them were forced to engage their lives to art, which 
mostly lies outside the canons of  a religious behavior, and therefore, of  course, their 
figures are highly controversial”.  !
Russians first were introduced to Bergman at the turn of  50-60’s, during the 
“Ottepel” (Thaw) phenomenon, which finally brought to the viewer the treasures of  
world cinematography. Japanese cinema, Bresson, French New Wave…and Bergman. In 
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1959 Tarkovsky watched “Wild Strawberries” (Smultronstället) and was fascinated with 
this truly author’s film-confession. Later on Tarkovsky will include it along with two 
other Bergman’s features “Winter Light” (Nattvardsgästerna) and “Persona” to his 
Top-10 List of  favorite films. As Russian Film Expert Neya Zorkaya said, of  course not 
only Bergman  inspired Tarkovsky’s unique style (there were Dostoevsky, Tolstoy, 
Russian culture tradition itself), but the very cinematic form, a possibility to talk to the 
viewer through screen, the search for the truth (if  it exists), the tension in moral 
decisions, soul screams which are performed in a low-voice form… all this has been 
evolving in Bergman’s films and impressed a young talented director.  !
Why didn’t Tarkovsky include one of  the best known Bergman’s films, “The Seventh 
Seal” (Det sjunde inseglet) into his list? For some reason, Tarkovsky didn’t see in 
Bergman’s films a certain religiosity. In the interview to Charles-Henri de Brantes for 
French magazine “La France catholique” Tarkovsky said that when Bergman is speaking 
about God, he is only saying that His voice cannot be heard, that God is silent. But we 
can see that Bergman is the one who is constantly searching for God, trying to speak to 
him and nothing can stop him. In “Seventh Seal” the knight Antonius Block is playing 
chess with Death trying to find answers for life and through death to see God. Bergman, 
it may seem, doesn’t have a doubt in God’s existence, but he has a despair of  a life 
without God, a man has temptations, doubts, he is constantly searching for answers to 
his questions, but God does not take part in it. That is why Bergman does not question 
the existence of  God, he brings to the fore the complex human, who is standing at the 
crossroads. He shows him suffering, full of  depravity. It displays the inability to break 
through the violence and pride to God, to speak to him, without a sincere penance. 
Bergman is looking at this human, as if  under a magnifying glass. That is why we can see 
so many dramatic close-ups in Bergman’s films, he is studying the face of  a human, trying 
to understand what is going on in his soul. !
Tarkovsky’s religiosity is not a confession of  a separate religion; he has a mystical sense 
of  a supernatural power of  almighty God, that can be seen in his films. Even “Andrei 
Rublev” wasn’t a film about faith, firstly it was a film about an artist, who can break 
through the sorrow and become all-powerful. This, of  course, cannot be described as a 
religious idea. It can be seen, that God for Tarkovsky is more of  a philosophical matter, 
than of  a religious one.  !
But if  we can see an undeniable difference between Tarkovsky and Bergman in their 
religious views, we can find a notable similarity on director’s view on childhood. The 
indeed theme of  it as for lost happiness, of  truth and justification can be seen in both 
Bergman and Tarkovsky films. In “Wild Strawberries” we can see a theme of  a 
relationships between father and son, as one of  the main subjects of  the film. Tarkovsky 
will be always speaking about these relationships in his films, in “Solaris”, “The 
Mirror” (Zerkalo), “The Sacrifice” (Offret). Bergman will devote to childhood Fanny and 
Alexander (Fanny och Alexander), a four-part TV movie. !
Somehow, it doesn’t even surprise that last Tarkovsky’s film “The Sacrifice” has been 
shot in Sweden, starring Erland Josephson who worked with Bergman before, and with 
camera work by Sven Nykvist, who is known especially by his work with Bergman. For 
the first time Tarkovsky is speaking about intimate relationships between man and 
woman (which Bergman was concentrated on in numerous amount of  films), about duty 
of  a man, about guilt and responsibility…about life itself  again. It could be Bergman’s 
film, but it is a very Tarkovsky’s cinema. Tarkovsky is similar with Bergman only when it 
comes to subjects he agrees with, Tarkovsky’s style is unique and truly fascinating, it is 
more a dream, than a film, which Bergman admired. So are they really that similar? It is 
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still hard to say, they were great enough for leaving some questions that still cannot be 
answered.  !!!!
Valeriya Baeva 
Russia 
Russian State University of  Cinematography (VGIK) 
https://twitter.com/lera_martin !
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It could be said that a trope of  the modern art-house filmmaker is to merely hint at profundity. 
Indeed, intellectualism in cinema is often marked by a vague impressionism, where less is more. 
In other words, the less dialogue or discourse a writer/director provides, the more a piece says. 
Showing someone languidly puttering around a room, ho-humming as they go, can be a good 
stand-in for the profundity of  an existential dilemma; despite the fact one hasn’t been lucidly 
articulated. Perhaps this is fair. After all, cinema was first and foremost a visual medium. And in 
a way, this gives the indie filmmaker great economy as well. A character can be set up with little 
more than a few glimpses of  visual recognition; a two dimensional artifice seemingly 
representing  a voluminous three dimensions. 
 The pedagogy of  contemporary art (outside of  film) seems to echo this ethos as well. 
Abstract paintings with splashes of  colour and block lines replaced the lush exposition of  the 
renaissance portrait long ago. The more esoteric the work, the more profound it is taken to be. 
The less it’s explicitly saying, the more it’s implicitly ‘saying,’ and the more it lacks a conversation, 
the more it’s ‘starting a conversation.’ This ironic paradox of  substance comes with a bonus 
feature as well: its own inherent self-defence mechanism from the unsophisticated critiques of  
laymen- those who don’t appreciate the squiggles (or repurposed gubbins) of  contemporary art 
surely don’t ‘get it.’  
 Interestingly, in all these cases, it’s the audience who does most of  the work; supplying 
the art with the depth that the piece obtusely lacks. Like a spatial exercise of  rotating a cube in 
one’s mind, it is left to the audience to provide the volume that is only hinted at. In other words, 
it’s the audience who engenders the piece with profundity, based on their own experiences, 
desires, references, and perhaps most importantly- the resonating cues from other art works. 
After all, the recognition of  profundity must have an underlying well from which to draw its 
presuppositions. 
 While Western meditations on life and meaning can find seminal intellectual fortitude in 
the bedrock of  Plato, perhaps one of  the greatest sources of  metaphysical plumbing in cinematic 
language is that of  Ingmar Bergman. His oeuvre spans decades and shifted with varying styles 
and forms, yet questions of  the human experience -its meaning, futility, and ultimacy- were 
replete throughout. And nowhere is this conveyed more specifically than through his dialogue. 
Above all of  his other cinematic talents, Bergman was perhaps first and foremost a consummate 
dialogist. He shot beautiful images, inspired incredible performances, and carried out impressive 
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inquires into cinematic form, but the conveyance of  ideas through speech was always the real 
star of  his films.  
 Unlike modern art-house directors who can take great pains to avoid exposition, or even 
mainstream directors who take pains to sensationalize with their plots, Bergman sought to 
constantly render his characters bare, even suspending plot when needed, so he could verbally 
plumb the innermost depths of  their thoughts & behavioural proclivities with a self-reflective 
ease that transcended the screen. His 1973 film, Scenes From A Marriage highlighted both of  these 
qualities. The full Swedish mini-series runs six 50-minute episodes, and yet, it depicts little else 
than a couple talking. Actors Ullman and Josephson flood the otherwise minimal sets with a 
tempest of  words, their relationship played out over decades via conversations that expose their 
mutual love, hate, resentments, fears, insecurities, and perspective accrued with life experience. 
Cinematically, Bergman almost never strays from the couple, often foregoing wide or establishing 
shots to focus solely on each word uttered between the two, as if  it was all that mattered to 
theirs, and the human experience.    
 Yet, even when Bergman wasn’t behind the camera, his signature dialogue was a tell-tale 
sign of  his authorship. The Best Intentions, directed by Billie August, was merely written by 
Bergman (after his pronounced retirement), and yet it sounds and feels much like a ‘Bergman 
film.’ Regardless of  the fact the film is semi-biographical of  Bergman’s parents, there is a 
distinctive difference between the dialogue in it and -for example- August’s earlier Palm D’Or-
winning work, Pelle The Conqueror. Indeed, not only is the dialogue in The Best Intentions superior in 
psychological depth and quality of  prose, but its dialectical style is immediately reminiscent of  
previous Bergman works. A scene where the protagonist Henrik Bergman argues with 
Nordensen, for instance, recalls one of  the pinnacle scenes from Fanny and Alexander, where 
uncles Carl and Gustav Ekdahl hold court with the tyrannical Bishop. Both are protracted 
dialogue scenes depicting sit-down conversations between men who, while attempting to keep  
up the pretense of  cordial sophistication, fire away at each other in cat-and-mouse game of  
power politics. And in both cases, Bergman allows the subtext to bubble to the surface, 
becoming an explicit part of  the dialogue. In Fanny and Alexander, Bergman uses this to comedic 
affect by having the more passionate of  the two uncles (Gustav) snap the pretext of  cordiality, 
unveiling his genuine thoughts of  the Bishop whilst exposing what hidden tools of  blackmail he 
has in store; as he puts it- in order to ‘place the cards on the table.’ This acknowledgement of  the 
scene’s underlying subtext through the verbal exposition of  one of  its characters is another one 
of  the distinctive ways which Bergman frequently communicates with the audience head-on. 
Indeed, it his way of  ‘laying the cards’ on the proverbial table. 
 It may be no wonder then why someone like Woody Allen has been such a longstanding 
proponent of  Bergman. Like Bergman, Allen is a dialogist who often allows his characters to 
admit their faults or desires while psychoanalytically self-explaining where they came from, as if  
they’ve had the benefit of  years of  therapy (in Allen’s characters’ case, they often have). While 
Bergman’s characters usually haven’t had the luxury of  psychoanalysis, his own understanding of  
psychology and analysis often peters into the self-aware thoughts of  his characters. Indeed, 
characters often posit an explanation as to the subconscious or hidden root of  their own traits or 
habits. For instance, Bibi Anderson’s rambunctious character in Wild Strawberries at one point 
quips: ‘I’m a virgin, so I smoke a pipe.’ While the line might provoke snickers for its humorous 
mix of  literalness and innuendo, the exposition of  subconscious reasoning does not preclude or 
diminish the audience’s latitude for further critical inquiry into the character. In other words, 
Bergman’s penchant to be upfront with reasoning doesn’t impede a further discussion by the 
audience. Rather, it might enrich the conversation, by not only bringing the entire audience into 
the fold, including those who might not have otherwise ‘got it,’ but by ushering them to question 
the real-world validity (and projection) of  psychosexual behaviour, allowing a further starting 
point from which to begin a critical inquiry. 
 However, most often these expository insights are more existential in nature, thus 
provoking more profound considerations on life and experience. The majority of  Wild 
Strawberries exists as a dialectic between ‘Isaac,’ his daughter-in-law, and the other incidental 
characters he picks up on route to accepting an honorary degree. At one point or another, nearly 
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every character on the trip exposits how they feel about themselves, the others, and of  life itself. 
Thus, the film acts as an illustrative reflection on the experiential stages of  life, from youth, to 
middle age, to one’s twilight years. Of  course, this is within the context of  a fairly middle-class 
Swedish experience, but The Seventh Seal however, would take on more universal questions of  
metaphysics. It’s dialectic famously takes place both literally and figuratively, as a knight of  the 
Crusade and Death himself  discuss God and the meaning of  life over a protracted game of  
chess. In this way, Death’s character provides a symbolic device with which the knight’s internal 
existential questions can be externally verbalized. With 1966’s Persona, Bergman would then 
cleverly remove the ostensible need for a character in crisis to have a (vocally) responsive 
counterpoint all together. In it, a dialectic of  experiential meaning still exists between two people, 
yet in this case, only one speaks. Bibi Anderson’s character uses the muted Liv Ullman as a 
sounding board for a range of  reflective musings on life, without Ullman’s character ever 
muttering more than a single word. That the two may actually be one-in-the-same person only 
further demonstrates Bergman’s desire to find new and creative cinematic solutions to 
communicate the weight of  existence through open, transparent, and expository dialogue. 
 While Bergman’s dialectical influence is thus clearly present in the works of  Allen, 
August, and even with somewhat younger directors like Linklater, Baumbach, and Von Trier -
Nymphomaniac essentially being a narrative projection of  Von Trier’s internal dialectic, with 
nymphomania standing in for his own manic compulsion to provoke people- the more disparate 
‘less is more’ approach to dialogue has become ubiquitous in the modern art-house world. 
Perhaps one reason is because there is no shortage of  dialogue in what’s seen as the bastion of  
anti-intellectualism: Hollywood. Indeed, Hollywood is chalk-full of  people talking, usually as a 
device to drive its plot points or create/diffuse conflict between its characters. In this way, the 
sparseness of  art-house cinema in plot and dialogue helps to position it in opposition to 
Hollywood, by negating its latent sensationalism with more realistic depictions of  the banalities 
and mundanities of  life’s quieter moments. And as Hollywood is seen as industrial entertainment, 
the diametrical opposition of  ‘less is more’ in art cinema is seen as more profound. 
 What’s interesting about this desire to subvert expository dialogue, is that it can ironically 
push the experiential storytelling away from the realism of  the every day, insofar as in reality, 
there seems to be nothing more frightening to the average person than silence. Indeed, humans 
are an exceptionally social animal, and in a digital age, the omnipresence of  communication has 
only become exponentially increased. People (in the West) start connecting to others as soon as 
they wake, be it via emails, texts, phone calls, social networking, or of  course, talking amongst 
other people. This continues for the rest of  the day until they pause for sleep, only to repeat the 
pattern over again. Thus any momentary lack of  communication is anathema to people, for 
nothing can be more uncomfortable to them than being left to their own devices, and the lonely 
void of  silence which may arouse existential questioning. In this sense, it seems almost 
unrealistic, or perhaps even intellectually disingenuous, to be depicting so many moments of  
pause amid the noise of  life, as such moments actually occur so infrequently, and don’t reflect 
the bulk of  a contemporary experience. While Bergman’s dialogue is not necessarily realistic per 
se -the aforementioned exposition of  subtext is inherently stylistic, for instance- at least the 
frequency with which his characters express themselves, and the urgency with which they seek 
verbal connectivity with others, is much closer to reality.  
 But the other reason modern laconic filmmakers can perhaps get away with saying so 
little (and coming off  profound) is in part because artists like Bergman have already helped 
mediate existential and experiential dilemmas in the cinematic collective consciousness. Hence, 
modern directors need only hint at recognizable cues to affiliate with their contexts. For example, 
in one of  the more famous modern indie films -Sophia Coppola’s Lost in Translation- Scarlett 
Johansson’s character’s existential dilemma is set up with little more than non-verbal shots of  her 
looking unenthusiastic while going through the motions of  staying in Japan; shopping, listening 
to friends, sitting around the hotel, walking in the park and observing things without really 
engaging, etc. In other words, a mere visage of  malaise. Moreover, we know her marriage is 
troubled with just a few glimpses of  Johansson looking longingly at Giovanni Ribisi’s character, 
who in turn is looking elsewhere. While Coppola is certainly adept at conveying a feeling and 
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atmosphere in these moments, the audience’s near-immediate acceptance and recognition of  
their deeper existential problems -before Coppola does insert a scene of  verbal exposition with 
Johansson and Murray on a bed- still owes to the well-trodden groundwork of  marriage 
depictions such as in Bergman’s Scenes from a Marriage. Indeed, some of  Johansson’s looks are not 
unlike Ullman’s, yet Ullman’s were usually followed with a corresponding articulation of  
meaning, cementing the relationship of  the verbal and non verbal. Whether or not an audience 
member may have seen this cinematic progenitor of  marital bliss, the iconic mining of  such a 
topic filters down, permeating through other media, leaving an impressionistic shell of  itself  
which can still be recognized. As with Plato’s theory of  the Forms, all that’s needed for Coppola 
then, or the modern filmmaker, is the impression of  the impression to be universally understood 
by the audience.  
 Perhaps this is why Bergman’s work remains so intellectually satisfying. As opposed to 
the recognition of  the audience doing important conversational work for the artist, Bergman has 
already done the heavy lifting. His expository dialogue has helped shape the cinematic Form of  
the existential dilemma. And as opposed to more modern art-house works which aspire to 
profundity through the sheer verisimilitude of  experiential feelings, Bergman’s work is the great 
analyzer of  feelings. A wealth of  thorough consideration and genuine examination is front and 
centre, allowing the viewer to not simply re-feel something on repeated viewings, but to re-
contemplate what it means to feel. Without this foundational work of  a cinematic communicator 
like Bergman, the modern audience’s complacency with ambiguity might easily give way to 
questions of  meaning, which contemporary artists may have difficulty answering, especially if  no 
profundity was ever really there. With Bergman however, the profundity is always there in the 
dialogue. Indeed, starting a ‘conversation’ is not simply an ideal consequence in the aftermath of  
a Bergman screening, but a requisite embedded in the viewing process itself. !!!!
!!!
!!!!!
Erik Anderson !
!
!!!
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 For many, the most memorable moment from Bergman's seminal Summer with Monika 
(1953) is a scene in which the titular Monika turns away from the affair that she is about to 
embark upon, in order to cast a direct and prolonged stare towards the viewer. For almost 30 
seconds, Monika's expression undergoes a metamorphosis from steely defiance into a haunting 
vulnerability, rendered all the more devastating for its juxtaposition with the carefree and upbeat 
music heard simultaneously in the background. In 1958, Jean-Luc Godard infamously declared 
this moment to be "the saddest shot in the history of  cinema". For Godard, Monika's expression 
denotes a sense of  self-directed disgust for her "indirectly choosing hell instead of  heaven". 

 Within this interpretation, the scene could be considered as a microcosm of  Monika's 
affair: distilling her emotional experience into one shot, as she moves from initial excitement and 
perhaps crude sexuality towards a sobering realisation of  the consequences that her actions will 
have. Simultaneously however, Monika's stare contains an almost aggressively self-aware sense of  
inevitability - a sense, however deplorable her actions might be, that she is powerless to act in any 
other way because of  her inescapable desire to be free. Thus, we are forced to consider whether 
Monika herself  is in fact an active agent, or merely a casualty of  a society in which she does not 
belong. 

 Manolha Dargis, writing in 2007, casts Monika in the latter category, arguing that her 
fiercely free-spirited nature is transcendent of  a world of  'domestic banality', to which she is ill-
suited. Rather than inviting the viewer to judge her, Monika's extra-diegetic gaze is paradoxically 
defying us to do so - her sense of  disconnectedness underscored by the extreme close-up and 
stark backdrop deliberately framing her in isolation. In this sense, her turning away from the 
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scene is less of  a desperate plea to the viewer and more an impassive expression of  her 
incorrigible desire for freedom. Yet, unavoidably, this expression eventually gives way to a sense 
of  anxiety and reproachfulness, demonstrable in her subtly trembling lips and glassy eyes. Jacques 
Mandelbaum, writing for Cahiers du Cinema, argues that this ambiguity arises from the fact that 
Monika's devotion to her own ideology involves "denying the freedom of  others", and is therefore 
inherently selfish. Mandelbaum further speculates that Bergman himself  identified with Monika 
in this respect, and that the shot thus denotes a sense of  "shame and horror at himself". 

 Framed in this way, the camera's zooming in upon Monika's face, and its fixation therein 
appears to be motivated more by an inquisitive curiosity as opposed to accusation. The 
unwavering close-up merely denotes an utter fascination with the subject, meaning that any 
judgment thereof  must depend upon the projection of  viewers' own values and sense of  
morality. From this perspective, though the scene has proven enduringly and unquestionably 
impactful, "the saddest shot in the history of  cinema" appears to be too simplistic a label, diluting 
somewhat its rich emotional and moral ambiguity. Perhaps, however, in its beautiful simplicity 
and sensitivity, it would be better described as one of  the most emotionally resonant shots in the 
history of  cinema. 

!
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This year the Bergman centre’s annual ‘Bergman Week’ will be exploring the theme ‘Mind-mapping: The 
Seventh Seal’, where the historical and iconic themes of  the film will be explored. It seems only suitable, 
then, to look at one of  the major historical and iconic imageries of  The Seventh Seal. There is no doubt 
that The Seventh Seal is filled with remarkable images: the vision of  the virgin, pilgrim flagellants, the 
supper of  wild strawberries and milk, the burning of  the witch, the dance of  death, death itself, the chess 
game.The figure of  Death playing chess with a knight has been the image that has defined the film, and 
since then it has been parodied, copied, a source of  inspiration and one of  the defining images of  Ingmar 
Bergman. But where did this iconic image come from, and to what extent is it representative of  the 
mindset of  people during the Middle Ages? !
Painting has long been an inspiration to Bergman. In its early stages, The Seventh Seal was called ‘Painting 
on Wood’, and was a one-act play directed on a national radio broadcast. It was the first of  three very 
successful productions, and is the story of  an unnamed knight returning from a crusade to the Holy 
Land. Once back, he and his squire meet a girl who tells them the plague is ravaging the countryside. The 
medieval Sweden portrayed in this movie includes creative errors. The last Swedish crusade took place in 
1293 and the Black Death hit Europe in 1348. In addition, the flagellant movement was foreign to 
Sweden, and large-scale witch persecutions only began in the fifteenth century. While the film is set in the 
Middle Ages, it wasn’t Bergman’s intention to make a historical or period film.  As it was written in a 
program note that accompanied the movie’s premiere: !
 “It is a modern poem presented with medieval material that has been freely handled… the script 
 in particular - embodies a mid-twentieth century existentialist angst… still, to be fair to Bergman, 
 one must allow him his artistic license, and the script’s modernisms may be justified as giving the 
 movies medieval theme a compelling an urgent contemporary relevance… yet the film succeeds 
 to a large degree because it is set in the Middle Ages, a time that can seem both very remote and 
 very immediate to us living in the modern world… Ultimately, The Seventh Seal should be judged 
 as a historical film by how well it combines the medieval and the modern.” !
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Despite the fact that Bergman didn’t wish to make a historical film, he was inspired by art from the 
Middle Ages. As a Lutheran priest, Bergman’s father would preach at various churches and this gave the 
young Bergman the opportunity to view their artwork. He would study the religious illustrations from the 
Middle Ages that covered the interiors: “There was everything my imagination could desire - angels, 
saints, dragons, prophets, devils, humans. All this was surrounded by a heavenly, early, subterranean 
landscape of  a strange yet familiar beauty.” What Bergman saw as a boy were the various church frescos 
found mostly in southern Sweden. Church frescos are decorative paintings, mostly medieval, found in 
several Swedish churches. At least 444 such church frescos survive to this day, only a fraction of  the 
original number. These frescos can still be seen in areas around Sweden, but most commonly in Gotland, 
Uppland, Skåne, and even some in Stockholm.  !
The piece of  artwork that inspired Bergman most of  all comes from Täby kyrka, or Täby church, located 
just north of  Stockholm in Uppland. The church was built during the second half  of  the thirteenth 
century and was first constructed as a square hall church, but developed over time. The church is best 
known as one of  the churches with paintings by Albertus Pictor (Albert the Painter in English). Albertus 
Pictor painted many church frescos around Sweden, including at Husby-Sjuolft, Härkeberga, and Solna in 
Uppland, Uppsala Cathedral, and Storkyrkan in Stockholm. The interiors of  Täby church feature 
paintings such as Samson breaking the lions jaw, the assumption of  the Virgin into heaven, Christ nailed 
to the cross, and Jonah and the whale. The ceiling frescos are from the 1480s, and, unlike many of  his 
other works, were never whitewashed over, so the paintings in the church today have been untouched. 
The main inspiration for the paintings was Biblia Pauperum, a collection of  events from the Bible. The 
most famous of  the Täby church paintings is death playing chess with a knight, which is the painting that 
inspired Bergman most of  all: !
 “In a wood sat death, playing Chess with the Crusader. Clutching the branch of  a tree was a  
 naked man with staring eyes, while down below stood death, sawing away to his hearts content. 
 Across gentle hills Death led the final dance toward the dark lands. But on the other arch the 
 Holy Virgin was walking in a rose garden, supporting the child’s faltering steps, and her hands 
 were those of  a peasant woman… My intention has been to paint in the same way as the  
 medieval painter, with the same tenderness and joy.” !
There is no doubt that these church frescos and Albertus Pictor inspired Bergman. The walls of  the 
church visited by Blok and Jöns are covered with paintings, and Albertus Pictor himself  appears as a 
character in the film, and converses with Jöns while working on a church mural. I will now use an 
example from the film that uses the paintings as a representation of  reality. They discuss what the painter 
is currently working on, which is a dance of  death that illustrates the procession of  plague victims. 
Remarking on the depiction of  flagellants beating themselves with a whip in the hopes of  moving God to 
mercy, the painter says “the remarkable thing is that the spoor creatures think the pestilence is the Lords 
punishment. Mobs of  people who call themselves ‘Slaves of  Sin’ are swarming over the country, 
flagellating themselves and others, all for the glory of  god.” This of  course refers to the plague, a major 
plot element in the film. Barbara Tuchman’s study of  the fourteenth century, A Distant Mirror, confirms 
this image, pointing out that although often sanctioned by the Pope, such processions accompanied the 
plague and helped to spread it. They ‘marched from city to city, stripped to the wait, scourging themselves 
with leather whips tipped with iron sparks until they bled.” The painter points out the small, terrified 
human face of  a character facing death depicted on his church fresco, reflexively referring to the fresco 
that was the original stimulus of  the film. The squire asserts that if  the picture asserts that if  the picture 
scares people they will go running ‘right into the arms of  the priests.’ The painter justifies it “I have to 
make a living - at least until the plague takes me’ implying that he follows the churches orders out of  
financial necessity. In addition to condemning the church, this sequence also highlights the artists easy 
rejection of  his own free will. !
In conclusion, the artwork depicted in the churches display a sense of  reality in the minds of  the people 
from the Middle Ages. This no doubt came as an inspiration to Bergman, but it must be noted that he 
never intended to make a historical film. Rather, he took the ideas of  those from the past, and interpreted 
them for a modern audience. The work of  Albertus Pictor has remained true and relevant to this day, and 
it is valuable that these paintings can still be viewed hundreds of  years later in churches around Sweden. 
If  ever in Stockholm or Uppsala, I recommend the visit to this amazing church with important cinematic 
relevance.  !
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Ingmar Bergman had one of  the longest and most distinguished careers in the history of  cinema. 
Three time winner of  the Academy Award for Best Foreign Film, along with nominations for 
Best Original Screenplay, Director and Picture, and a host of  other prizes. And yet, if  you asked 
the population about Bergman's cinema, there would be one thing that everyone would point to: 
The iconic chess game played against Antonius Block and Death in The Seventh Seal. !
While the game in fact takes up only a minor portion of  the film, it is introduced in the very first 
scene, and as such establishes itself  as the central act in the story. At the beginning of  the game, 
Antonius plays by the rules. He tries to outwit Death by a combination of  Bishop and Knight, 
which apparently Death overlooks. However, he is himself  outwitted, as Death poses as his 
confessor and gets him to explain his strategy, thereby causing it to fail. Even after this happens, 
in the next chess-scene, Antonius seems pleased that he is playing with death, and even manages 
to check his grim opponent. However, Death starts asking questions about Antonius' recently 
found followers, the actor Jof  and his family, causing the knight to realize that he is playing a 
game he will never win, one that could take other people down with him. In the climax of  the 
game, he tries what seems like a desperate manoeuvre, turning over several pieces, and claiming 
he has forgotten where they stood. Death seems pleased, easily recalling the placements, and 
happy in the knowledge he is frightening his opponent so much as to resort to pathetic and 
desperate moves. However, Antonius smiles. While his ruse didn't set himself  free, it caused 
Death to lose his focus on the surroundings, allowing Jof  and his family to escape. After this, 
Death quickly checkmates Antonius, and at the end of  the film takes him and a host of  other 
characters away, while Jof  watches them from a distance. !
Why does this sequence speak so directly to people, that it has become one of  the most iconic in 
cinematic history? The notion of  Mans relation to Death or Destiny as an un-winnable game is 
probably as old as gaming itself, and it pops up in several other contemporary films well. In 
Resnais' famous Last Year in Marienbad, one of  the key features of  the mysterious second man 
'M' is that he is seemingly unbeatable in a weird game involving matchsticks. M is not only 
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winning, he is also always right: When the central couple in the film is playfully discussing what a 
statue is depicting, it is M that dryly states what the actual intentions behind the statue is. In this 
way, we could say that truth wins out in a game against fantasy. Or we could call it reason 
winning against myth. This battle, reason against some kind of  anti-reason, myth or fantasy, is 
central to The Seventh Seal as well, as it is to Bergman's films in general. That is, if  we dub this 
anti-reason 'Religion'. Reason against anti-reason was also one of  the central questions of  the 
second half  of  the twentieth century, especially in the intellectual movements often grouped 
together under the term post-modernism. !
The French thinker Jean-Francais Lyotard, who wrote the book The Post-Modern Condition, 
wrote a lot about games as central to the way humans interact with each other. As he saw it, 
there were two different kinds of  original 'moves' people could choose in their lives. One was 
Innovation, new moves taken from inside the rules of  the games. The other kind he called 
Paralogy, after the greek words Para – beside, past, beyond – and Logos – reason. This is the 
kind of  moves that doesn't belong in the game. If  we now move back to the chess game 
between Antonius and Death, we find that the knight first tries to beat his opponent through 
innovation, a combination Death doesn't know of. However, innovation cannot win the game. 
Only a move from beside the rules of  the game – knocking the pieces over – will allow for a 
small win, letting a few innocent people escape for a little while. !
As such, the film does actually conclude with Block cheating Death in the tiniest of  ways, and 
therefore could be said to have a small inkling of  a happy ending. However, the tragedy of  the 
film remains the fact that there is one, big Paralogic chess-move, that remains un-takeble for the 
characters in the film: Faith. 'No man can live faced with Death, knowing everything's 
nothingness […] We must make an idol of  our fear, and that idol we shall call God' as Antonius 
states in his confession. Religion is the Paralogical, anti-reasonable chess-move par excellence. 
The tragedy of  Antonius Block, as for so many of  Bergman's characters, is that they are unable 
to make this move. Bound to a game of  reason, they are unable to realize that the rules are 
rigged anyway, and that they should make their moves according the logic or anti-logic that 
would give the best outcome, be it art, imagination, faith, etc. Which in a way sounds so perfectly 
simple, but as people keep being compelled by the agony of  Antonius Block, we are shown how 
hard Paralogy is in practice. 
 !!!
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Most people familiar with black metal will probably at some point in a conversation 
about it mention the word ‘atmosphere’ or some derivative of  it. Essentially, the use of  
abstract terms when describing black metal to highlight the emphasis of  focusing less on 
instrumentation in favour of  ‘darkness’ is common. Naturally, the subjective nature of  
the arts lends itself  to a wide variety of  interpretations so I can only speak from personal 
experience and of  course, there are exceptions to this statement. I am certainly 
generalising for convenience sake, so I guess it depends on who you talk to. You’d 
undoubtedly get a wide range of  responses and I’d wager they’d be pretty strong in some 
cases. 

But this is not designed to be a piece exclusively about black metal and so, enter 
Bergman. Or rather, enter black metal post-Bergman. While the near-libraries of  books, 
films, documentaries and writings pertaining to Ingmar Bergman could satisfy most 
devotees of  the iconic Swedish filmmaker, it’s apparent that elements of  his darkest 
works have found a place in an art form that is indicative of  his homeland: black metal. 

While Sweden’s neighbour, Norway is still intrinsically linked with the genre, and metal in 
Sweden can generally be seen as veering to the more death metal side of  the coin, it’s still 
a country that wouldn’t raise too many eyebrows when black metal is being discussed. 
Maybe it’s the Bathory connection or the fact that Scandinavia is obviously a major 
contributor to the world of  metal, as we all know. 

Whatever the case, if  we are to discuss black metal and film, Bergman is a fine place as 
any to start. It’s a cliché at this point to use the word ‘grim’ when describing black metal, 
but clichés are that for a reason. In the case of  some albums, it’s certainly applicable. In 
terms of  invoking similar unsettling feelings, darkness and mood, Bergman’s films have 
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tread similar ground. Take the fog-like aura of  Filosofem or the oppressively cold 
relentlessness of  Transylvanian Hunger. Both typify Scandinavian (and quintessentially 
Norwegian) character, yet manage to transcend cultural ties and arguably, provide the 
essence of  black metal. In many ways, Bergman manages to do this in films. Undeniably 
Swedish in their composition, (right down to including a one-eyed old man performing a 
sacrifice to Odin in The Virgin Spring), Bergman transcends ties to his homeland by 
providing insights into the human condition, with all its fragilities, doubts and fears. As 
such, the films become universal yet remain quintessentially Swedish. 

Easily one of  his most famous and well-known films, The Seventh Seal (1957), with its 
notorious scene of  Max Von Sydow as the returning Crusades knight Antonius Block 
playing chess with Bengt Ekerot as Death Himself, the film manages to predate much of  
the horror, dread and yes, ‘atmosphere’ that black metal (particularly the second wave in 
Norway) seemed to strive for. Plague grips the country, death is everywhere (in both deed 
and human form), the old institution of  the Church is questioned and rejected in favour 
of  an existential perception of  the world and violent storm elements are never far from 
the surface of  a seemingly calm natural world. It’s no wonder that this film has been 
sampled on more than one black metal album, the most well-known being Bergman’s 
fellow Swedes, Funeral Mist (Salvation) and Marduk  (Plague Angel) as well as Austria’s 
Abigor (Verwüstung – Invoke The Dark Age). 

That the film is in black and white provides extra impact to its already bleak explorations. 
In terms of  black metal albums, consider covers such as the black & white minimalism 
of  early Darkthrone, the foreboding landscapes of  Hate Forest, the first Burzum…It’s 
not hard to find parallels in The Seventh Seal. 

Speaking of  bleak explorations, it is 1968’s Hour of  the Wolf where Bergman really goes 
for the throat. Not as well-known as his more famous films like The Seventh Seal or 
Persona, Hour of  the Wolf stands as an anomaly in Bergman’s filmography, and in my own 
view, has similarities to Mayhem’s own assessment in Terrorizer magazine of  their Ordo 
Ad Chao album upon its release…”an unwanted child”. That album in particular is a 
good indication of  the areas Hour of  the Wolf  treads, along with Drawing Down the Moon 
by Beherit. The absurd, the disintegration of  personality, an anti-human detachment 
from the world are all examined. By far the closest Bergman ever came to making a 
horror film, it’s correlation with elements of  black metal are readily apparent. 

Essentially an insight into a nightmare, the film delves into a morbid surrealism that 
becomes accusatory and mocking to the main character, again played by Bergman regular 
Max Von Sydow. The title refers to that time around 3am, generally considered the time 
when most people die or babies are born, the time when insomnia rages and the 
subconscious mind is going wild. If  sleep is in effect, nightmares are unleashed. The 
film’s examination of  the mind’s complexities, demons and various neurosis of  the 
protagonist manage to tap into an area of  darkness that bears stark resemblance to some 
of  the most unsettling of  black metal’s fringes. Leviathan comes to mind here. 
References to classics of  German Expressionist cinema, the films of  Wiene, Murnau, 
etc., are not far from the visualisation in Hour of  the Wolf, with its long, dark shadow 
interplay and obsessions with symbolism. 
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If  you’re familiar with black metal and with Bergman you’ve probably already picked up 
on the connections between the various works of  both, particularly in reference to the 
films discussed here. If  you’re unfamiliar with Bergman, certainly seek out his work. The 
1950’s to early 1970’s is probably what film scholars would call his “classic” or most 
“influential” period due to the most famous of  his films being made in this era, but there 
are gems to be found throughout his long career.  

 !!!!!!!!!!!!!!!!!!!!
!
!
Byron Struck, Australia
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The main theme of  Ingmar Bergman’s Persona is undoubtedly that of  identity. It’s 
melodramatic but also existential and it thrives on the dichotomies of  reality and fantasy. 
It’s a rich text that has brought about a number of  interesting interpretations – cinematic, 
semiotic and psychological – and it’s often classed as the greatest Bergman film. !
Elisabet Vogler (Liv Ullman) is a stage actress who suddenly falls silent during one of  her 
productions. She is committed to a hospital and is assigned to Sister Alma (Bibi 
Andersson). The hospital administrator suggests that Alma take Mrs Vogler to her 
summerhouse as a method of  curing the mute actress. However, Elisabet chooses to 
remain silent. Initially, Alma interprets this behaviour as endearing, but as she grows 
closer to the actress – and begins identifying herself  with her - she tires of  the lack of  
communication and begins lashing out in the hopes of  getting the actress to speak.  !
It’s unclear as to whether Elisabet’s silence is an act of  protest, a creative experiment or 
simply a reaction to the nature of  existence.  It’s as if  she had a revelation mid-stage and 
has chosen to internalise the fear or pain she feels. The only person who claims to 
understand is the hospital administrator. She attempts to expose Elisabet believing her 
behaviour to be merely a phase and an act with creative purpose, ‘I think you should play 
this part until it’s played out; until it’s no longer interesting. Then you can drop it, just as 
you eventually drop all your other roles.’ Elisabet has played so many roles in her life, so 
is this the last role she intends to play to figure out the purpose of  her existence or her 
true self ? Perhaps she is frightened of  her true identity, of  being a normal human being, 
and the process of  being unmasked and having to face reality frightens her to the very 
core. But, as the administrator points out, ‘reality plays nasty tricks on you. Your hiding 
place isn’t watertight enough. Life oozes in from all sides.’ Eventually, Elisabet’s facade 

  of 1 4



Persona Cinema Scandinavia	

Issue 3 June 2014	


Lizzie Taylor

will wilt and she’ll become so weak that she’ll be forced to talk – or ‘react’ as the 
administrator says.  !
In fact, the moments when reality seeps in are in the face of  death. The first instance 
occurs in Elisabet’s hospital room as she watches the images of  a burning monk on tv. 
Fixated by the horrors on screen, she presses herself  into the corner of  the room with 
her hand over her mouth. Although she remains silent, her gestures and expressions are 
clearly fixed in the reality before her. Moreover, Elisabet would like to exist but she 
doesn’t appear to want to ‘feel’ what it’s like to actually exist. She simply wants to be. For 
example, Alma - frustrated by the actress’s lack of  communication - takes a pan of  
boiling water with the intention of  scolding Elisabet. Elisabet screams, ‘no, don’t!’ She 
doesn’t want to become part of  the horrific reality she has witnessed on television and 
it’s possible she fears death. For how can she simply be if  she no longer exists? !
Sister Alma is much more of  an open book. We learn of  her family and her desire to 
become a nurse. She conforms to the structures of  society and the expected roles of  
women – professionally and personally - but she (believes) that she broke this ‘role’ 
during a sexual encounter and is now haunted by the guilt. Alma reveals the details of  
this sexual encounter to Elisabet whilst they are staying in the summer cottage. Elisabet 
appears to be the sympathetic, supportive friend who merely listens to her ‘friend’s’ 
worries. At least, Alma believes this – ‘I believe you’re the first person who’s ever listened 
to me.’ Alma feels that she is finally ‘real’ to someone, unlike the man she had a five year 
affair with. She continues, ‘It feels so good to talk. It feels so nice and warm. I’ve never 
felt like this in all my life.’ In the beginning Alma professes that she always wanted a 
sister, but her behaviour is strangely erotic as if  she desires more than friendship from 
the acclaimed actress. Furthermore, Elisabet’s silence influences Alma and gets her to 
confess her deepest secrets – an orgy on a beach and an aborted child. However, Alma 
feels betrayed when she reads a letter that Elisabet has written to the hospital 
administrator: an analytical letter in which she reveals her ‘studying’ of  Alma.  !
On the evening of  the confession, Alma also talks of  her admiration for Elisabet and 
shares a personal experience after seeing one of  her films. She describes going home, 
looking into the mirror and thinking, ‘we look alike...I think I could turn myself  into you 
if  I tried. I mean inside.’ Alma sees Elisabet as a role model and she is undoubtedly 
uncomfortable in her own skin so she feels the need to identify with another. This is a 
significant moment in the film as Alma does try to turn herself  into Elisabet. She is 
seduced by the idea of  her and Elisabet’s silent treatment only serves to deepen Alma’s 
obsession.  !
When Alma retires to bed Elisabet appears through a billowing, otherworldly drape. It’s 
unclear as to whether this sequence is actually a dream, but it’s the film’s most pivotal 
moment as the two women’s identities and bodies will merge. They are seen in close up 
embracing each other. When they pull apart both women face the screen – Alma in front 
and Elisabet behind. Elisabet then pulls Alma’s hair away from her face; it’s as if  the 
women are looking into a mirror and comparing their likeness. Furthermore, after Alma 

  of 2 4



Persona Cinema Scandinavia	

Issue 3 June 2014	


Lizzie Taylor

has read Elisabet’s private letter addressed to the hospital administrator she stares at her 
reflection in a small reservoir; a more direct visual message signifying her transition. At 
one point within the film Alma asks Elisabet, ‘Can you be two different people, both 
next to each other, at the same time?’  !
The letter magnifies Alma’s emotions. She externalises her thoughts and feeling with such 
magnitude she actually becomes the actress and in her hysteria the two women reverse 
roles – Alma becomes the patient and Elisabet the caregiver. Alma sets about taking 
revenge on Elisabet. She hopes to wound the actress with a shard of  glass, boiling water 
and vicious words. Moreover, if  Alma truly believes that Elisabet was only playing a part 
by being her confidant then the only way to wound Elisabet would be to play a role, too 
– the actress herself. At one point, Alma is extremely besotted with Elisabet she even 
makes love to Elisabet’s husband. Alma’s desire to be so close to Elisabet; to become her, 
it drives her insane. Towards the end of  the film, Alma becomes confused about her 
identity and which woman she actually is. She sits at the table opposite Elisabet and 
declares, ‘No! I’m not like you. I don’t feel the same way you do. I’m Sister Alma. I’m 
only here to help you. I’m not Elisabet Vogler. You’re Elisabet Vogler. I’d really like to 
have – I love – I haven’t...’ In a powerfully striking montage, the two women’s faces 
merge together and it becomes virtually impossible to tell the two apart. !
Elisabet’s existence is based upon the roles she plays at various stages in her life. These 
masks are all that she has becomes and her identity is always fluctuating. Elisabet’s search 
for her ‘real’ persona, and finally coming face to face with it, is what ultimately destroys 
her. Her profession cannot save her. Alma, on the other hand, has the most difficult 
time. Alma only begins to struggle and question who she is after meeting Elisabet. She 
believes that becoming another is the key to her happiness. Both women are seeking 
consistency in their lives - Elisabet is transitioning from the persona as fantasy into the 
persona of  reality, and Alma is transitioning from a persona based in reality to one 
housed in a world of  fantasy. 
 !!!!!!!!!!!!!!!!!!
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Many thanks to Film Studies for Free for their invaluable bank of  Ingmar Bergman 
resources. 
http://filmstudiesforfree.blogspot.se/2011/06/ingmar-bergman-studies.html !!
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Ingmar Bergman is a powerhouse of  a director, having directed over sixty works for the 
screen. Yet, despite his iconic successes in film, he chose to spend the last few decades of  
his career focused almost exclusively on television. Bergman’s long-time cinematographer 
Sven Nykvist has commented that “What Bergman has made for television are not 
simply films on television, they are television films.” His mini-series Scenes from a Marriage 
(1973) and Fanny and Alexander (1982) in particular stand as testaments to his career. 
While each was originally conceived as works for television, both of  these two series 
were edited and released in cinemas to mass critical acclaim. Bergman was one of  the 
first directors to realize the full artistic impact of  television, seeing television as more 
than a small screen and envisioning it as a place to create, in his words, “an aesthetically 
superior everyday product”.  

 When asked why he chose to focus on television later in his career, Bergman responded 
with: “When you live on Fårö [Bergman’s island home] you become an avid television 
viewer. Television is quite simply the most amazing thing. It opens up the whole world.” 
Bergman observed that television allows for a mass audience much wider than film. For 
example, Scenes from a Marriage's final episode was seen by "3.5 million Swedes, virtually 
half  the population" This wide reaching audience was exactly what Bergman wanted – 
although he stated that “If  only a few people sit down in the kitchen and talk about it 
afterwards over a beer and sandwich, then I'm pleased.” The reaction to this work was 
strong and impassioned: a myth surrounding Marriage is that it single-handedly increased 
the divorce rate of  Sweden after its release. While Marriage was later cut and released in 
theaters for international distribution, this mass audience was a fundamental goal for 
Bergman. 

 Fanny and Alexander, meanwhile, has three versions – a short theatrical cut of  188 
minutes, screened first in Sweden in 1982, followed by a longer theatrical cut in 1983, and 
finally the television series itself. The long theatrical cut spans 312 minutes - the series 
strung together into a feature film. This choice made the work, intended to be Bergman’s 
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last, eligible for awards – primarily the Oscars – as it was screened in theatres long before 
it was released on television. However, Bergman's original intention was to release this as 
a television series. The long cut was completed first, and he “claimed that the TV version 
was the one that showed his true vision”.  

 In the first act of  Fanny and Alexander, the father of  the family, Oscar Ekdahl, refers to 
the world of  his theater as “a little world” held up in contrast to the outside “big world… 
[and] sometimes the little world succeeds in reflecting the big one so that we understand 
it better”. This metaphor also describes the world Bergman creates within Fanny and 
Alexander. As on Ekdahl’s stage, Bergman crafts a “little world” within the confines of  
the series, one where the characters have complex motivations and the level of  
production design is detailed and fully realized. As is also evident in Scenes from a Marriage, 
Bergman applies the same attention to detail within his television as he does in his film 
work 

 The key difference between his theatrical work and the worlds he creates within these 
series is that the length allows for vastly greater detail in character and story development 
– be it through Scenes from a Marriage’s deep exploration of  a couple over a length of  time 
or through Fanny and Alexander’s multiple generations and facets of  a family. As a series, 
the audience lives with these characters over a course of  time. Television permits a 
longer length and pacing which allows for the unfolding of  a narrative, and watching 
these television films in their full durations allows for the full emotional impact of  these 
stories. 

 Today, television is no longer seen as just a lowbrow form of  entertainment. The divide 
between film and television in the early 21st century is fluid, with many contemporary 
directors (Stephen Soderberg, etc.) making a transition from film to television and vice 
versa. Meanwhile, with the rise in popularity of  high quality television, many series are 
highly acclaimed and considered to be important cultural works. Television has realized 
itself  as an artistic medium, becoming something in which both filmmakers and 
audiences can invest themselves. Bergman was a trailblazer, having had the vision to 
realize the possibilities this form allows. 

 !!!
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“Sawdust & Tinsel” (‘Gycklarnas afton’, 1953) –is one of  my favorite Bergman films. He 
displays an extraordinary cinematography in this intensive, brutal, bizarre and burlesque 
film. The first minutes could have been the minutes of  a Fellini’s film too, if  it wouldn’t 
have been for the filming way, the cold atmosphere. Bergman shows us the circus life 
scarcity and decadence as in “The Clowns” (1970) by the Italian director. 

Alma Frost, the clown’s wife, is undressing in front of  a bunch of  soldiers. Frost, 
followed by the circus troupe, goes to make her back. Frost the clown is such a weak, 
poor thing. He swims into the sea to rescue her. She seems to be ashamed, as if  she 
would have been out of  her mind for a moment. Everybody is laughing at them. Frost is 
crying. The shabby make up makes them look grotesque. Frost carries his wife walking 
barefoot on the stones at the rhythm of  a drum. Finally, Frost falls down defeated and 
they have to carry his body too. It is so intense his master performance. This first part of  
the film reminds the mute cinema. No much is needed to say but to see. 

Circus Albert is having a hard time. They have left their costumes behind. They have a 
bear which starves… Albert -the Circus director- dreams with America, where he says 
circus is a good business. 

Bergman’s interest in the theatre began early, when he was only a child. Some episodes in 
“Sawdust & Tinsel” are performed in a theatrical way more than in a cinematographic way. 
There are two main themes on the movie: the theatre versus the circus and the 
humiliation. The self-humiliation, others humiliation, is like a thin thread that connect 
the characters. 
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The arrogant theatre director does not hesitate to humiliate the circus director when he 
swallowed his pride asking to borrow some costumes -knowing they are just a bit upper 
class than them. The film –as it always happens with Bergman cinema- has a powerful, 
meaningful script. The theatre director makes a comparison between both worlds: “You 
live in caravans. We stay in filthy hotels. We make art. You make artifice. The lowest of  us would spit 
on the best of  you. Why? You only risk your life. We risk our pride.” He goes on with the 
description of  both worlds adding theatre has a shabby elegance, painted faces, 
pretentious speech… meanwhile, circus smells stable, carries diseases, lice and fleas. 

!
Another of  the intense moments of  the film comes when Frost came in Albert’s caravan 
after he has been driven mad cause Anna’s infidelity. Albert has conflicting emotions 
between his chaotic passion –the circus-, and the security -a respectable life. His feelings 
are represented by the two women of  his life: Anne and Agda. 

Then, it comes the turn of  a highly theatrical representation of  this two circus characters 
inside the caravan. Both of  them are sick of  the circus, both are drunk. 

Albert: “But now I am going to rise up and do something worthy of  a human being”. 

Frost (the clown): “You mean kill yourself ?” 

A: “I didn’t say that!” 

F: “You ought to shoot the beard. It’s in a bad way.” 

A: “Yes, I ought to shoot the beard.” 

F: “And don’t forget to shoot my wife too. It would be an act of  kindness.” 

A: “Just five or six people… I should shoot you too, my dear Frost!” 

F: “But I have my poor old dad to care for!” 

A: “Are you afraid?” 

F: “No! Yes, I am.” 

A: “Afraid to die?” 

F: “Yes.” 

A: “Well, I’m not afraid of  death.” 

F: “Then, kill yourself!” 

A: “No! It’s hot in here!” 

F: “Yes, let’s get out! Open the door!” 

The film got mixed reviews and some hard criticism. Bergman said: “I want audiences to feel, 
to sense my films. This to me is much more important than their understanding”. And this is a film to 
feel. 
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There was only one fear about the “Let the Right One In” in Apollo Theatre in London. 
That it would follow the polished American remake of  dark and beautiful original story 
by John Ajvide Lindqvist, ignoring its Swedish adaptation in 2008. Thank goodness this 
has not happened. Director John Tiffany actually brought in something new into the cult 
vampire story. 

The novel “Let the Right One In” (Låt den rätte komma in) has been published in 2004, 
one year before “Twilight” hit the bookstores and our heads, which started the vampire 
hysteria all over the world. But in this dark Swedish bestseller a different type of  a love 
story has been shown, vampirism here was more of  a symbol, which created a distinct 
character of  an outcast.  

12-year-old boy Oscar lives with his mother, occasionally seeing his father, who lives 
separately. He is a victim of  everyday bullying, performed by a group of  boys from his 
school. One night he meets a strange girl Eli, who he becomes friends with. Meanwhile 
horrible murders take place in Oscar’s hometown.  

First thing that strikes you in Apollo Theatre is the set where the story takes place. The 
dark forest of  tall birches, metallic cold light and a moon on the ceiling create a fearful 
atmosphere. The performance itself  is quite naturalistic, the very first scene we witness is 
a murderer (as we later find out, Eli’s carer Hacan played by Clive Mendus) turning the 
body of  his victim upside down from a tree to get the blood for his beloved one. There 
will be loads of  blood on the stage, but if  in American remake blood was playing the role 
of  a “delimiter”, clarifying the differences between human and vampire worlds and 
creating the “jumping” horror scenes, here it is used mainly not to frighten (although it 
really does), but to demonstrate the psychological subtlety of  the story. As in a very 
famous scene of  “letting in”, where the vampire cannot enter the place without an 
invitation, it is more a psychological tragedy, than a horror, despite the scaring image of  
bleeding from the inside out Eli, who expresses her emotional hurt by the physical 
reaction. As British writer and film critic Peter Bradshaw said, this scene illustrates  ”a 
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haemophilia of  rejection”.  In the performance this scene is recreated with a great 
professionalism and deep understanding of  this symbolic act, needless to say it is also 
played fantastically by Rebecca Benson (Eli).  

Tiffany and writer Jack Thorne add music and dance to the performance, making it more 
dynamic and smoothing the lines between the chapters. It does have a good effect as this 
tightens the plot up, create a more holistic perception, which makes Let The Right One 
In a great theatre experience on its own. 

But what really interesting about this theatrical production is the main character of  
Oscar, played by Martin Quinn. His Oscar is different both from his Swedish and 
American prototypes. This is a boy, that has been bullied, but still remained happy about 
life. He is funny, naïve, maybe even bit simple in a good way. Then he meets this 
complicated character that he falls in love with, but their similarities are mainly based on 
how castaway they feel from the society. They both sacrifice their lives for each other, but 
in Oscar’s case this sacrifice is shown in a play as a part of  growing up and finally having 
a power to fully take care of  someone you love. That is why, in the end Oscar puts on the 
clothes of  his predecessor Hacan, visually getting old in front of  a spectator, and taking 
Eli away. This little, but meaningful detail has not been described in a book or film 
adaptations. Without a doubt, it makes this fine production  by the National Theatre of  
Scotland not just a great performance on itself, but a play which grants the whole story 
the new point of  understanding.  

!
!!!
http://www.theguardian.com/film/2009/apr/10/let-the-right-one-in-vampires-film-
review 
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!
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Refusing to countenance any speculation that The Killing might continue beyond its third season 
Piv Bernth series producer and head of  drama at Danish public service broadcaster DR was 
unequivocal in her statements that the time had come for the network to diversify, move beyond 
the police drama, and begin offering series which are uniquely Scandinavian thus pleasing the 
domestic audience and yet have enough elements to attract the interest of   international stations.  
The Danish model of  TV production which we are familiar with did not emerge fully formed 
with the introduction of  Sarah Lund but was instead a gradual learning curve that developed 
over several years and involved a number of  series including The Eagle, The Protectors, Taxi, and 
Unit One. Integrating American techniques within a Nordic televisual framework, the network 
has reaped the benefits of  a more holistic approach to drama that moved away from the 
traditional notion of  a solitary writer scribbling away in a garret to a system that still places the 
author at the centre of  the process but she or he is now more directly involved with the 
mechanics of  production through the use of  on site writers' rooms and the adoption of  a lead 
writer/showrunner system.  
With The Killing and Borgen now given the relative immortality of  DVD box-sets Denmark’s next 
step in the evolution of  its TV drama involves two new but very different series; 1864 and The 
Legacy. 1864 will be covered in a future edition of  Cinema Scandinavia, for now let us turn to The 
Legacy and glimpse at the delights UK and Australian audiences will experience when they get to 
see the series later in the year. !
Premièring on New Year's Day, The Legacy was given a rapturous reception by the press and 
opened to incredibly strong viewing figures. Possibly due to word of  mouth or column inches in 
the newspaper waxing lyrical about the show, viewing figures for the second episode saw a 
marked increase with nearly two million people tuning in. A not inconsiderate sum for such a 
small country. 
Created by Maya Ilsøe, the show is a depiction of  a fragmented family that has to deal with the 
consequences of  secrets and lies spread across the decades. Offering a damning critique of  the 
late 1960s hippie ideal The Legacy looks at how children of  the “drop-out” generation may have 
become collateral damage and become conservative and repressed as a form of  rebellion.  !
Taking place in a remote southern town,  renowned artist Veronika (Kirsten Olesen) learns that 
she has terminal cancer and with the pressure of  her imminent demise being an ever present 
force she  attempts to atone for her mistakes whilst time is still on her side. Her children Gro 
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(Trine Dryholm), Frederik  (Carsten Bjørnlund), Emil (Mikkel Boe Følsgaard) are unaware that 
they have a sister living in the community. Given up for adoption, Signe (Marie Bach Hansen) 
has no idea of  the truth about her parentage.... A hastily written will has the power to unite or 
destroy the siblings but how will the children react to the estate's division and the knowledge of  
a “new” family member? !
The opening episode adroitly sets up the premise, peppered with hints of  possible directions the 
series might take in later episodes but with such skilful and knowing screen-writing the viewer 
isn't entirely sure if  they are going to have the rug pulled from under them and be sent down a 
different route to the one they had anticipated. First rate talent in front and behind the lens have 
produced a show which consolidates everything learnt producing drama over the last couple of  
decades and distils that knowledge into the finest possible series the network is able to gift to its 
audiences. Out performing The Killing and Borgen in ratings at home, it looks set to be major cult 
hit when arriving in Australia and the UK.    !
!!!
!!!!!
Andy Lawrence !
!
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