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During the second decade of our century, the Swedlsh cinema occupled an
internationally prominent position, Its reputation resting mainly on the
work of two great directors, Victor Sjostrom and Mauritz Stlller, it

waned rapidly with their ill-fated departure for Hollyvwood, 1in the early
twenties. The Swedish films of this period, mostly derived from serious
li{terary sources, had far-reaching influence on the advance of the

medium; although tending toward somewhat self-conscious illustration, they
had the merit of setting standards of artistic and intellectusl discipline
far above the prevalling American stereotypes of the time, But the more
siznificant contribution of the Scandinavian fllm-makers was their concern
with pictorial composition, consistence of character, and purity of style,
To this day, the Swedish cinema has nreserved many of the essentlal
qualities, both literary and visual, that originally distinguished the
work of the older masters,

The slightly younger director, Alf Sjoberg ("Torment," "1iss Julie")
bridged the extended interval to the nineteen-fortles, when a vigorous
intellectual movement revived the dormant creative forces and produced
vital new ones, In 1945y Ingmar Bergman wrote the script for Sjoberg's
"Torment" and, as one of his compatriots onut it, "the second international
epoch of the Swedish cinema had begun," The young writer's originality
and demoniacal power as well as many of the moral, emotionsl and psycho-
logical problems obsessing or haunting hlm, became at once evident, But
this non-conforming representative of a new generation was nelther rebel,
nor partisan, Involved, worried, Intensely subjective, he also shared
with his nordic contemporaries the pessimism, anguish and feverlish rest-
lessness which characterized the intellectual climate in Sweden toward the
end of the last World War, |

A well-informed writer, Erik Ulrichsen, remarks that "Rergman's work is
at once terribtly Swedish and terribly personal. In his films, an
exceptionally sensitive and highly-strung personality high-lights
typically Swedish problems.”" This unmistskable, terribly personal quality
of his work, rather than i1ts national tone, has never ceased to provoke
controversies, A good deal has been wrltten about this enlgmatie,
immensely gifted and productive young writer-director, Yet it 1is hard
to find steady polints of reference in a creative personality which 1is
characteristically unpredictable and unsettled, He 18 & versatlle and
prolific writer (aside from being a successful stage director); but the
thematlc complexlty end literary merit of his twenty-odd motion plctures
and scenarios is less significant than their cinematic excellence,



Rergman's literacy tends to wmislead the critic., A film'like.“ﬂﬂiles of
a Summer Night,” with 1ts vieious irony send sardonic hwunor, its distor-
tions and exaggerationa,_its sophlsticationand 3tvle, appeals naeturally
to the intellect; but first and foremost it is cinema st its very best,
iearly twenty years after Renoir's "The Rules nf the Geme,”" 1t aprears

as gnother e¢inematic document T the times of comnarable rank snd
penetration. |

"The Naked Night," made two years previously, is unmlistakably "litersry,"
The fhost of Qtrindber- is recognizable Iin the enuivoecal humnan relation-
Bhipa, the touches ol gratultous cruelty, the excesslve dwelling on
suffering, It 1s easy tc see that thls filnn owes much of its peculiar
tension to the discrepancy between the apparent cdetachment of the ob-
server and the violence snd passion he obtserves; tetween the diagnostic
precision with which the neople are exposed anc analvzed and their swn
frustrating unawareness and inarticulateness, In many ways, the effect
resembles Fellini's treatment of similarly »rimitive, suffering numan
creatures ("La Stracda,” "Catiria"). But because Rergman 1s more driven
and otsessed, he tends to overstate; because he 1s morally more involved
and sexaally more worrled, ne tends to recome dogmatic. This antivalence
causes sudden shifts of emphasis or breaks ol style: coldly calculated
effects alternate with spontaneous flashes of genuine inspiration.
Actually 1t tecomes never qulte clear whether or when the dramatic
situation 1s reflectings the author's or the play-characters! tortured
emetlons. It 1s miraculous that, in the end, this comnlex web emerges
as a masterly motion plcture in which the hetero*aneous elementﬂ fall
- into place with unfaliling précision,

The film is as unique and admirable as its creator, It starts boldly
with a high-pnitched climax - one of the most trilliant and astounding
scenes ever filmed., While it may appear as though thils weird beginning
had but a loose connection with the subsequent events, it would be hard
to conceive of @ more pointed allegory of human huaillation, introducing,
as 1t were, the main theme in an unexpected key. Cinematically, the
cruciasl observation is that the fantastic episode is transposed into .
wholly concrete images, The flashback, so often abused merely to dis-
sulse weak motivation, iIs here used as a legitimate artistic device. For
as the main cdrama gets under way, one's visual expectancy has become ex-
tracrdinarily acute, whlle the key motif 1s lingering almost ominously

in one's menory., This awareness of the specific lmage quality is
¢different from the appreciation of beautiful cinematography or cunning
camera work, Visual effects may be used to disgulse as eaglly as they
may sServe to dlsclecse., In the one instance they f11l in for a lack of
sipnlficance, in the other they reveal it.

In tne?"Naked Night" many of the most important scenes are compressed in-
to tightly confined space, with hardly any room for the camera to roam
about or to exploit the merely plcturesque. Instead the images flow magi-
cally around and about the central figure or detall sothat space assumes
unwonted dimensions, Thus the scene of Anne in the stage store room, for
instance, becomes almost entirely visusl drama, a "motion pilcture" - which
is pveciaelv what a good film ought to be.
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