e

SCANDINAVIAN
CINEMA

A survey of the films and film-makers of
Denmark, Finland, Iceland, Norway and Sweden

by Peter Cowie

in collaboration with
Francoise Buquet, Risto-Mikael Pitkanen
and Godfried Talboom

Produced by The Tantivy Press (London) on bﬁ.r;?gigﬂe
‘Scandinavian Films’ — Nordic Glnemalcm‘ema




J——

Norwa y

+me and nature have achieved an even distribne:

er among ”FC N};.-‘iic bnmmuni(]i;;.ull:ﬁll?rr::'jblﬁmn S

ween to the fore mn music and architecture., D - always
snilosophy and ballet, Sweden in film (and ru;m EIRETEin

about everything else), and Norway in pain‘ta'r-up e

through Tbsen — 1n drama. il

Not until the 1980’s, however, di i
of the cinema. Indeed until thfaj I;I;)I;V;a);gﬁi_;(gil Iri .
adequate government .funding meant that the dorr;e qu o
industry was languishing in anonymity and medio Lot
Erik Holst has pointed out the relatively large sk
companies involved in production in ﬁ'o:xmber ‘Of
consistently recurring feature is that often a com e
formed in order to make a single film: durin trp:any YA
1908-75, 314 full-length films were produfed ebper:od
companies. This remarkable distribution can be a : '[1305
mainly to the economic factors which have played a dscr_l e
part in film production in Norway; during the earl; c}::;\;:

;}:_-O ]nnsc_mistr} was dominated by purely commercial consider-
A few months after the Lumiére brothers’ first projecti

in Paris, the German pioneers Max and Emil Skl}zidz{nc 1OI]]:‘

p're.selntf;d their *bioscop’ at a circus in Oslo (then kno?zs.'wS :

Kristiania). According to Nils A. Klevjer Aas, ‘For the rrll =

ten years itinerant cinema exhibitors roamed the coun(t3Xt

setting up their gear at fairs and following the fishing fl r};

and the construction crews on railways, roads and bugildifr:le

projects. Most of these early cinema pioneers g

foreigners, as were their films — French and G s

Swedish and Danish.? e e

(li\lg H;S“ Il;iéirelirln hﬁwever, seized the initiative as Ole Olsen

e re;r - or Charles Magnusson in Sweden.

e (;illjl'ed content in regarding the movies as a

'.\‘ér\\egian' ﬂil simple, and ujomcally the first recorded

g e m];_a’ tense, c’]ua51‘—documentary entitled The

Wﬁ)/ferjivg;y e isherman’s Life — an Ocean Drama

i [hearscr d_ ‘en drama pa hgvet, 1908), was

R c\:\/e ish cameraman J u}lus Jaenzon — with

@ iu:ncture u:co) Hermansen, the ‘Cinema King’ who at

iy ﬁ:)h\&)m,q 26 movie theatres. This one-reeler

s et e yx_rhosg: son falls overboard in high

R S wh try in vain to save the boy. He is pulled

“uard, but too late for him to be saved. The sea features
“‘.X'.VI“A‘D\'FIC'I()I' Sjostrom’s screen version of Terje Vigen
ide I-\J. but not so frequently in Norway’s own

arough the decades. The mountains that run like a

¢ Spine up through the country have attracted the film-
~I much more often.

- p‘.‘[rt‘zr«z;lrilﬁkwur‘k of Norway’s lone pioneer before
: .vkke-Seest, can never be definitive, for
all his films have been lost. He had begun his

creenwriter in Sweden, and he established the
tudio, Christiania Film Compagni, in 1916. He

** hand 1o any reasonable story: the gypsy lad in

sppiness in Paris (1916), the romantic lovers in

FFapQ

in Her, ; ;

Jan Er(i)iisgf)](zug Time (Vor 4 > Or the indy

well have beet’ Lykke-Seest S most ?

1919). Chiren The Story of 4 Boy (giresun

ol hristiania Fijmy @ Boy (Historien

i € 1o sell sufficient i
METICan market. S

In 1913,
, the N ]
Theatres’ Act, Wh(;?;]ve

according to Klevje
exploitation, second

and other educational activities

Norwegian film in
neighbours, where g,fg'gf%ﬁn- to lag behind its Nordic
gelr profit into film prod'llctio;]alns ploughed back much of
espite : .
munI;ci ; re§olute campaign by_ the film distributors. th
pal cinema system survived and ind N
entrenched. Even the radical new Fil : E‘Ed et
1987 failed to CREE e Film and Video Act of
showing of films has always de;egggg {pltriquon st
municipality has the right to sanction ei/[:: Orw[;ily' t,he oo
;)(f film in whatever form. Ty I
asmus Breistein led Norway’ is
national cinema during the 1920¥s>s Heeffk?;cti st&neesc;al!i);:h a
musician, and then enjoyed a spell as a stage actor ’aI'Shg
energy and competence of his first film, Anne the Gt‘pﬁ'— irl
(Fante-Anne, 1920) came as a surprise. Piling on gne
melodramatic plot twist after another, Breistein traces the
story of the gigsy-girl Anne who has been brought up as a
foster-child on a large country estate. Her childhood
sweet_heart, Haldor, is the son of the estate-owner, and is not
permitted to marry Anne. In a fit of jealous fury, she sets
fire to the house with Haldor and his bride-to-be inside. One
of the estate workers, Jon, justifies his secret affections for
Anne by assuming blame for the arson. Years later, after he
has been released and made his fortune in the United States,
Jon returns to claim Anne.
Breistein, like Sjostrom and St

the full the natural locations :
interiors were few and far between mn these early films,

which were usually shot in high summer with mountains and
fjords as a background. Many historians have atgributed the
popularity of pictures like Anne the Gipsy-girl to their
romantic image in the eyes of the working-class people who
viewed them, eager as they were to escape the dark, drab
routine of life in the cities. Perhaps audiences had grown
weary of the films with working-class settings which had
dominated Norwegian production during the years 1912-20.
Ten years later, Breistein demonstrated how sk_llled he had
become at dealing with human predicaments in @ nqtuyal
landscape. Kristine, the Daughter of Valdres (Kristine

87

iller in Sweden, exploited to
his country offered. Studio




) M o husband-to-be,
leaves his money o her and het

Two other surviving melodramas of the .H‘Il(‘l.ll |'u‘;r)u,n:lun .“:
: o chwenzen in 1922 from ¢
: oct by Harald Schwenzen

wtention, Pan, direct by venz i

:mwl by Knut Hamsun, uses a military Inuihpzmnml !Iu

unfold a tale of passion and jealousy that ends wu_!lll n/nu,m (i

| | he e K 5 Ny

during a hunting trip in Algeria, 7he Magic Elk (Troll ¢ gen,

y Blomberg's

Finnish masterpicce, The White I\'«'im/n'r (see I‘INI./\I\JI))i

in that the ‘magic elk' is a reincarnation of o dead man, anc

9 A S § \ )":l'”\
1927) bears some resemblance in tone («

invokes the fear and wrath of the local farming folk,
Harry Ivarson's Madame |
Oslo, 1927) is a lively comedy about two swindlers who (ry
to steal the property of g wealthy banker who has just died,

Phe film's leading lady, Naima Witstrand, became familiar

1o & whole new generation of lilmgoers during the 1950's,

when she worked with Ingmar Bergman on Stage in Malmd

and on the screen in such [1Ims as Smiles of a Summer Night
and The Face, Carl Dreyer's The

(Glomdalsbruden, 1925) far outshone anything being made
in Norway during this period (see DENMARK, page 32),
One of the last silent films made in Norway has withstood
the test of time. Raid on the Bergen Expresy (Bergenstoger
plyndret | nare, 1928) is nothing more or less than a fast
MOVIng soap opera, with the rivalry between its WO main
men similar to the struggle between the siblings in Dynasty,
The director, Uwe Jens Kraftt, handles the opening
sequence at the National Ski Jumping ('Inunpinnships with
great aplomb. Aud Richter's chocolate-box beauty makes
her Grete an object of desire for both Tom and he young
army officer, Lund, Ag Grete's father is Gieneral Mulmgvl'
OF the Norwegian State Railways, Tom must achieve g
stunning coup if he iy 1o win her hand, So he stages g
robbery of the Berpen CXPress. outwits Lund and hig
PUrsuing troops, and then hands over (he loot to Grege's
father in g Eesture that even the o]d man applauds « no least
because of the fabulous publicity aeeruing to the railways,
Locations enhance the quality of this film considerably,
“ompensating for the frivolity of the upper-clasy dialogue
(although Hollywood was indulging in identical charades
like Show People and It g fround the same time). When
Lund and his men lan out in search oFTom near Geilo, they
ski by the light of flares against the hard-packed snow,

Ihe silent epoch in Norwegian cinema lacks distinetion,
Unlike the filmg made in neighbouring  Denmark and
Sweden, Norwegian productions contained no- spiritual
dimension of the Kind furnished by the literary sources of
Selma Lagerlof o Hjalmar Bergman in Sweden; and none
of the troubling ambiguity upon which the imagination of
the spectator might feed, and which is SO manifest in the
work of Benjamin Christensen, for example. Nor, apar
from The Magic Elk. do Norwegian films of the period look
¥ the supernatural for an 1diom of expression, They seem

i comes (o the defence ol n young
MM“M‘”-M. II\‘»)n:t:)«::’tti:l:"':l:r:::(\‘ tarm who is left pregnant
e v ;'m'“lh‘unh avistocrat, She abandons .|II(‘I |H‘I|)y
'l"\‘ ;'.I t‘-lu\llll‘l:|' JrOWS up ignorant of her parents |fl.t‘||!|:y.
‘l"l‘\u‘*l‘ll‘rn‘ closes, according to contemporary m';‘-“r“,‘,:l:
W il‘h a reconciliation between age and I\‘u';ll‘ill.‘i::“l';:“frv””(,l,
Baglish lord identifies himself to his long=los B

Visits Oslo (Madame besgker

Bride of Glomdal

content (o Nerve

, the Uppetife of
O clnema s i

A ‘ LU
edium, |f litt]e ot

"y " Why
fespect oy it INhml 0

The Early Sound Periog

The volume of [m Production Notw
1930's did no éXceed one gy ¢ 0 f 1Y du
l‘“““‘l‘S

Pathetic though thig appears by COmpuriy
Nordic sounries (excepting leeland), g, 16 0,
without Signthicance, The *'-‘"l"“h|1nlm| ”l.l Ut

in 1932 (with Shareg Owned by ¢ of th. lhn,\m
municipalities), and the o " ¢

Pening of gy cor Uty

! : 4 - npanyte
atJar outside Oslo in 1935, Provided g buasig }'.l)“- St
that would survive into the 199, ochuey

The decade also yielded g least halj =doze
of comment, Tanered Ibsen dominaes th
part to the wealth of practical Xperience he
Hollywood and Sweden, The Erandson of
Henrik Ibsen, he accompanied Vietor Sj0strom 1o Aeri
as the Swede's assistant. After two years he tetury “:
Scandinavia, and in 193] directed The Big Bapiis (Dey
store barnedapen) alongside Einar Sissener, The influgngy
of the French cinema is immediately Apparent, T,
unemployed Harald cares for the lonely Alyildy's buby,
whose sailor Papa has perished in o storm at seq, Ay j,
Clair's world, the characters are viewed with {nfense
sympathy. The grim reality of factory life, and the povery
of the rooming-house where Harald lives, seem mitigied
by the jolly music and the cheerfulness of the people. Eings
Sissener  himself plays  Harald with (he gentle, self
deprecating charm of an Albert Préjean; his natural paticnee
enables him to look after the baby while Alvilde f0es ot lo
work, ,
Ibsen shows his enterprise from the opening sequencs o
The Big Baptism, cmphasising the rhythmic sound of the
machines ay they start up in the textile factory. By 193,
when he directed Victor Sjdstrom in Svangve Solbakken ,mr
the independen Swedish company, Irefilm, Tancred Ibsen
had become o master of his craft, The most inﬂu}‘nlml uf
Swedish critiey. Bengl l«lcsmn|--/\l||u|uish wrote with some
frony that it was ‘the cows, the bucolic imagery, let}:
Siostrom ang Hugo Alfven [the composer| that save (hi
Lrefilm, " By (he Swedish press has never been kind 0
directors from other Nordic countries, ot
The Pereeption of Taeped Ibsen as a director steeped in “,“
countryside traditions of Norway may not, however, be *‘I’
far from (he truth, In Fane (1937), he made an effervesced
Sereen version of Glabriel Scoqr's novel about Nm-wggﬂ"'
fishertolk, Alfyo Maurstad stapg g the roguish ‘Fant Wh}.)
tukesy advantage of 4 Young gig) (Sonja Wiger) aboard hi
tny boat. His rocklegy behaviour contrasts amusingly Wit
the conventions OF the tight-kpij Community, and when he
plays his Buitar and Springs his practical jukfvs it is difficult

Hotto like Fant, who fesembles somowhat the personality 0!
Michel :

\ Simon in 2, Awalante, g death by drowning
following an accidontal ‘murde, allowy Sonja Wigerts
Josota to return o the arms of hyp “decon lover, But Fant.

like the dark, handsome Stranger whe POPS up in so many
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: : > NArTOW § s of the
use of the Bergen Im;;l(u;]r\:ii’l:‘i::)llll]]; lll;f;lll(i)zm[h:zzftlering o
? O heir wooden houses, - < :
t!:*:\::ll:l‘ llrvlll(:ssmn on the hillsides, and the snow-clad fells
S 44 S £l g :
Ele[ittf'k;irl:sling. who shot his first film in 1926, c?mesz
rominence for his adaptations of Norweg'lan. nove sG L
f\'mpa[hetic treatment of the _gipsy community [l]n 771;_u é[])éé
(Fanteguiten, 1932) brings into shz.:trp focus the p €l o
with which outsiders are treated in Norwegtap soci yi
gipsies still during the 1930°s, Middle Eastern 1mmlgrﬁn
workers in the 1980’s. Even Sinding seems to suggest lt aF
gipsies should be tolerated but held down as seco_rld-? ass
gitizens. Iver, the baby gipsy boy who survives an
avalanche in which his mother perishes, grows up on alfarm
and longs to wed the insouciant Ragnl_n_ld. Caught' like a
half-caste between the two communities to which ‘he
belongs, Iver recognises that _in thq eyes of Norvyegxan
society he wears the mark of Cain, while at the same time he
finds himself captivated by the sexual charms of_a gipsy girl
in the locality. In a powerful climax, he must intervene to
stop this girl being whipped in her own encampment for
having seduced him, and his quandary is complete.
Like Ibsen’s Fant, this film contains romantic musical
numbers, presumably aimed at domestic audiences who, as
in Sweden and Finland, expected such interludes when they
went out to the cinema in the 1930’s. Leif Sinding felt more
confident about tackling social issues when he brought to the
screen  Gabriel Scott’s novel, 7The Defenceless (De
vergelgse, 1939). The abuse of child labour colours this
picaresque story of an adolescent Albert, whose mother is a

domestic side of the farm,

If on the one hand Sinding adopts a critical stance to his
material, in the idiom of Sweden’s Hampe Faustman, on the
other he develops the notion of rebellious young love that

well-fed and healthy to attract our pity, Nevertheless, it is
giifﬁcult to comprehend how [ ejf Sinding, so alert to the
Injustices endemic to Norwegian life, should have
collaborated with the Nazis to the extent of making inane
comedies and Propagandist films during the wartime years,
Olay Dalgard specialised in films about the working classes
in Norway in the 1930’ Growing Up in the North (Gryr i
Norden, 1939) was one of several productions made for the
National Unijons’ Congress. Dalgard reconstructs the
matchmakers’ strike of 1889, using a cast of semi-
professional players. Many sequences look contrived and

rhetoric sounds sententious, although the sequence
where the women waye triumphantly to each other from the
Slairways and fire-escapes of the workers’ houses remains a

stirring piece of agit-prop, backed with the tones of the
illaise.

9%

The Shadow of Occupation

A]though annual film Production p,q

features in 1939, the mqrey share fo; on
reached 10.4% compared to just 0.6 torwegian
The Nazis took less than a ye e
every aspect of Norwegian fj]
and exhibition. ‘Exhibition wag Iun by de
point of forbidding admission peyy,
newsreel and the main feature_ *6 e
Directorate’ imposed on local Producers 5 ¢ g
comedies and thrillers. In the Words of Nils o Klard- dieg o
‘Escapist farces were the order of the day [dug
Nazi/Quisling years]; even with words from T, uring .
on the importance of films indoctrinating the NaZQEbbels
ringing in the background,
wartime films may be said to have had
towards Nazi ideals.”” Alfred Maurstad’s 4
with a Moustache (En herre med bart, 1942) transcengeg
the level of most Norwegian films of the time, taking g iets
model the Hollywood screwbal] comedy,

The one undeniable step forward implementeq by the Fil,
Directorate concerned the subsidy of feature films. A tax o
every ticket sold contributed towards the productioy
budgets of Norwegian films — a concept not far removeg
from Harry Schein’s radical policy via the Swedish Fil
Institute from 1963 onwards.

At war’s end, a sizeable residue (10.5 million Norwegian
crowns) remained in the production fund, and in 1948 the
income from ticket taxes amounted to no less than 20
million crowns. It allowed the government to save the ailing
Norsk Film A/S by taking a minority shareholding in the
company.

The Second World War exerted an impact beyond mere
economic  considerations. The Norwegian authorities,
despite the efforts of the Quisling regime, preferred
resistance and exile to collaboration. There was 4
tremendous struggle for Narvik, for instance, while King
Haakon’s personal indignation and resolve led him to resist
the invasion at all costs. In 1946, Olay Dalgard and Ro}f
Randall’s We Wanr 7o Live (Vi vil leve) dramatised this
patriotic resistance, and two years later came the widely-
seen Franco-Norwegian co-production, 7Zhe Battle for
Heavy Water (Kampen om tungtvannet, 1948).

Directed by Titus Vibe-Miiller, and supervised by Jean
Dréville, this ‘reconstructed’ docudrama benefits from the
crystalline exterior photography of Hilding Bladh (who
Worked with Bergman five years later on Sawdust and
Tinsel), The fon-narrated action sequences survive best s
the saboteurs parachuted down on the Hardanger plateau

e Yearg oo
ar to exerCISe Co & l‘he.r.

3
Cree,
€en the

carry out their mission to blow up the German stocks of

heavy water. ‘Operation Swallow’, as it was known.
attracted the attention of Hollywood two decades later i
Telemark. Like all cosmopolitan film
productions 7he Bartle Jor Heavy Wazer suffers from bad
dubbing and disembodied voices. The British ‘stiff upper
lip® philosophy intrudes almost to the point of parody (‘T'd
be inclined to kil] myself,” says one officer as he refers to the
possible failure of the mission). Celebrating Christmas in a



(ain hideout in 1943 also looks :
:;z:i%emal for the good BF this l_ugg:t\lhﬁilllll]d \}Sfl)u‘nds" 0o
Joes achieve a certain degree of catharsis wllu:nl ()]L:Mu“Cr
finally detonated just as it is about to lj,L. h?ilyy
gransport by ferry to Germany in 1944 — som e ol
months after the saboteurs made their first o R
cnemy-occupied Norway . e
Other films revived memories of the we 2arg — | 3
sande’s We Lea})e for England (Englm:(rj.v);z;};: »_ |r'()m”
Michael Forlong's The Shetland Gang (Shét/arrd(\' "'1(’)46)1
1954), and Kare Bergstrom and Rados Novakoy e e
Blood Road (Blodveien, 1955). As late as thc‘: I9VSI(L‘S o
themes ofbetrgyal and deception during the Quisli ,) 4 .-lhc
would surface in films like 7he Reward, The FeN ;.15 P
vl ) amann Case
Arne Skouen, the most assured direc  the -

]960’5_.‘had lived abroad in volunlar;te(;ril(é'dls;n] ?‘:[(1)% 'd'nd
A novelist a:}d playwright by vocation, he had surév' %lvt/dr'
press attqche in the United States, and retu rncdx to hl“vu' e
Norway in 1946._ 1h hlfee years later he embarked ()nl‘l:'n'dfl“w'c
film in partners.hlp with Ulf Greber. The immediate &;”" ‘]‘m‘
of Srregl Urchms_(Galegutter, 1949) established Sl.(uccc§§
reputation as a director of actors, and he ;Noul(i ()'ulfn 5
furthf:r_ sixteen features over the next twenty years e
i{gez?%1nfs§tc2n: 8f ic_iusci?, released by Vilt()ri}(l) (D\c‘ Sica in
1946, reet Urchins o fers a more congenial visi 0 ofifs
i<>;eeetClzlrcblrls.thtlese kids wear baggy sh{c:;rts and ]:lll(i):]lsmu:lt:l
Oslgo in};;é)n] t92%l’r~heads,' as they dash through the slrcéls of
i e s. T,h‘elr crimes are petty by comparison
b ity unucl‘s Los Olvidados, for example, and
Tk aa ;;;%;;L;ttiﬁ)rﬂ tl:;hharhour, or sacks of cocoa
el ssing truck. The grim reality of strikes,
tﬁgkﬁ(l):qt?ik‘ien: dOTestlc poverty colours the background of
i precedenlc)os—e-r, but the w15h—t‘u]1|lmcnt of childhood
e éotf::(? :r(])quorf p()lgnan'l]y 0 than in the
;;lreet-lig‘hts being switched okn()a:]:JuzitltlL AL s
ca?:gr 2; dlh;:é]b%)'/s in Street Urchins pursued their acting
kel dh ’dnglg—Hansen, .playmg ‘lhc chubby little guy
: dircctor% : e rules of survival by his older pals, became

s nt a TV commentator in subsequent years.
s rnh)ér 2 lnuefi to attract the _I'\I()rwegian public more than
. 0% rrlllre, .f'md Nils R. Miiller found his inspiration in
s moarr{age, with fllms that echoed the laughter of
Géttns M n_la(; G_ma{ satires (see SWEDEN): We're
oo 4 (Vim{le 'k'( Vi gifter oss, 1951), and We Want a
Henning-Jenw s tlle.s‘,' 1952). The Danish director, Astrid
b cori:?:ci contributed a nthy—rpannered, delicately-
o Tea-shoy LKO the Norwegian cinema in 1951, with
i alzi (l : ranes konditori), which brings to life the
e, Ao n}:;cc’ dillos of a small coastal town. It introduced
- apg 5 grcat actresses, Wepchc Foss, and boasted
d_"ﬂ_ lm')grhed y by Arthur J. Ornitz, one of the most

istinguished of Hollywood cameramen.

water 18

The Individual Perseverance of Arne Skouen
Until the late 1960°s, Norwegian cinema appears to have

n's Street Urchins (1949)

Pal Bang-Hansen in Arne Skoue

remained almost immune to trends and forms being
developed in other countries. Erik Lgchen’s The Hunt
(Jakten, 1959) is said to anticipate the temporal experiments
of Resnais and Robbe-Grillet, but Norwegian directors
tended to react first and foremost to the requirements of
their domestic audience, and only then to an inner
compulsion to express their feelings on film. Arne Skouen
may be regarded as the country s first genuine auteur, for he
wrote the screenplay for all seventeen of his films save one,
and towards the end of his career established his own
production ~ company to ensure him even greater

independence.
91



Jack Fieldstad ip Nine Lives (1957) by Ane Skouen

Skouen’s Protagonists ofjen ransgress the rules of
Norwegian society . They are poy S0 much ougsiders as
insiders whe through theijr acti i

themselyes from thejr Community They turp to

[Herren 0g hans Henere. 1959)), and —
about the Occupation — {0 treason ang treachery.
In his queg for realism_ Skouen shog most of hijs

in Skouen’s films

as s-ef‘reaneiy as the larger urban €nvironmen;s In the

“rucial factor iy deciding Man’s destiny. His ch

uch as Nine

ves (N i 1957) and An-Magriz (1969) 0-Christer

Biork* has also poinged out tha Skouen’s actors were
seiected Carefully 1o suit their roles

» M0t 1o placate he star
¥Sem. In filmg like Forceq landt'ng Wadlanding, 1952)

S Es Sine
and Surroundegd (Omringer, 1960), he insisted on .
Germans jn Nazi roles. i . :
Wig(? and snow provide the symphonic bass tllalge tri:?c
Skouen’s masterpiece, Nine Lives. Based ‘gnHow ih's
exploits of Jan Baalsrud, as descrlbeq 1n Davi ectacthl
book, ‘We Dje Alone’, Nine Lives brings its in esBaaIsmd
hero into direct conflict with the Nordic winter. :

the film gallops along at breakne:g] ;P?I‘fe
Whipped forward by the music of Gunnar Sa_ns't:i)st ereg-hi
beaches, fells, mountains, and fjords set their h b e
against the fugitive, and soon Baalsrud fal!s WEI';H} hipas
blindness. Aq last, with gangrene artacking ! g,m .
llucinations clouding his vision, he takes refug



+ pollowed out from the snow Ona mountain slope. Ags
grave near the S\:vedlSh bordg)r. for help to reach him,
pe WAtS delirious, fantasising his own death and
Wdhis corpse borne over the mountains in a cortege.

Nordic films have realised the visual potential of the
atain landscape with such distinction as Nine Lives.
aclo by dialogue, Skouen’s narrative proceeds with
classical simplicity against the stark natural landscapes.
n Baalsrud begins to go blind, he uses snowballs to
ide him as he lprche_s for\_wvard. ‘and Skouen edits this
sequence with lyrical intensity, dissolving the frontiers
petween sanity and delirium. Later, as screaming winds
force back a rescue party from Sweden, Baalsrud’s refuge is
puried by the gu§txrzg Snow, in as emotional a scene as the
climax of sj@sFrom s The Otftlaw and His Wife. The film
(rjumphs by virtue of the visual and aural language that
Skouen conjures up to match the almost mystical quality of
Baalsrud’s defiance of his fate.
For his swansong, An-Magritt, Skouen called on the
services of Liv Ullmann, by that time established as the
most famous of Norwegian actresses through her work with
Ingmar Bergman, and qf the cinematographer Sven
Nykvist, also associated with the Swedish maestro. Based
on a best-selling novel by Johan Falkberget, An-Magritt
recounts the ordeal of an orphaned girl who must fight for
her basic rights in a primitive 17th-century community. Her
mother commits suicide because the child is the
consequence of a rape attack. An-Magritt survives from
sheer indignation and persistence. Forced to labour in a
stone quarry, denied even a modicum of food, she clings for
friendship to Johannes, a German migrant artist. Her
natural intelligence comes to her rescue, and when she
learns to read she finds herself appointed leader of a
workers” protest to Chancellor Bjelk in nearby Trondhjem.
Skouen’s control of the action sequences in An-Magritt
lacks the delicate touch that so enhances Nine Lives. Liv
Ullmann, too, exaggerates the frustration and anger of the
heroine and is less convincing in moments of hysteria than
in her soliloquies. The epic sweep of the story remains
undeniable, and some scenes, such as the ox’s plunging
through thin, melting ice, are all the more persuasive for
being filmed on location. An-Magritt also emphasises the
role of the church in Norwegian history, and has affinities
with Rauni Mollberg’s Earth Is Our Sinful Song in this
respect. In both films, the legacy of enforced solitude cause
human beings to turn their emotional gaze inwards instead
of relating to those around them. The cold freezes spirit as
well as body. Ideals become distorted. Superstition takes
hold. The constant repression of feelings finds inevitable
compensation in outbreaks of violence.

A New Wave at Last

Throughout the 1960’s, European cinema was in a state of
flux. Sweden, through Widerberg, Sjoman, and Donner;
and Finland, through Kurkvaara, led the Nordic countries in
response 1o the new film language promulgated by Godard,
Amntonioni, and Cassavetes. Denmark and Norway proved

s stienia 1e theatres were sufferin
Young film-makers toile
from the traditional meth
Knut Bohwim and Matti

| : s Mathiese
In 1962, and sustained a steady flow of produc

S, 1 if most of thege did not
logal _ Comedies. Others

y film. Anja

Paris, P4l Bang-Hansen at

Centro Sperimentale in Rome.
The break with the past in terms of film lan
O'f subject matter occurred in 1967, w
dlregted Liv, gi\freewheeling study of
by hls'tl.]en-wﬁe Vibeke Lokkeberg.
the spirit of Godard, Liv may also b
films of the same decade such as
and Grass Widow. The acting may be self-conscious. and
the pho.tography otf-bglance or out-of-focus, but
outweighing such aesthetic faults is a palpable sense of
contemporary ree_ﬂity. The immediate experience takes
precedence. over formalism and literary narrative.
Lgkkeberg’s career in the cinema failed to progress, and he
has found more rewarding work in the theatre and
television. Vibeke Lokkeberg, however, emerged from her
chrysalis as a sex symbol to become one of the key
personalities in the Norwegian cinema of the 1980’s. Other
young enthusiasts attempted to reach foreign audiences,
without much help from official quarters (the Norwegian
Film Institute suffered from lack of funds and authority
prior to the late 1980’s, and the country’s films rarely
appeared at film festivals during the 1960’s and 1970%).
Ragnar Lasse Henriksen, with Love Is War (1970), won a
Silver Bear at the Berlinale and demonstrated his gifts as a
virtuoso cinematographer. Love Is War suffers from an
excess of rhetorical dialogue and self-conscious psychedelic
effects, but Henriksen’s exuberant approach captures the
cinema’s unique propensity for showing both the bright and
the sombre sides of life. |
One Day in the Life of Ivan Denisovich (En dag i Ivan
Denisovitsj’ liv, 1970) showed that Norway could
participate in an international go—productnon with honour(.i
Casper Wrede, known for his stage work, wrote gmal
directed this austere screen version of the autpbl(}gfaphlc
novel by Solzhenitsyn about condltxons‘m a Siberian lqbotl)lr
camp. The photography by Sven Nykvist fmd the mus1fcthz
Arne Nordheim add conviction to Wrede N account o e
remote, icy prison where Tom Courtenay 's Ivan 'Stmgv%ith
to preserve his self-respect while compromising
ge:F:S]lgéie“’ returning to her native land after assisting
I, d People Meet and Sweet
Henning Carlsen on Hunger an P

guage and choijce
hen P4l Lokkeberg
4 mannequin, played
Sharply influenced by
€ compared to Nordic
The Pram, The Mistress

Music Fills the Heart, adopted a less aesthetic stance in
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discussing flaws and injustices in contemporary Norway.,

Her first feature, Rape (Voldrekt, 1971), aims to switch

attention from the victim of a rape to the suspect attacker
himself, and thereby to test the ﬂv\ihilll_\-'lnf the legal system
and to expose its inadequacies. In certain phases, the film
looks like a dossier, shot in unrelenting black-and-white
tones, with long speeches into camera by prosecutor and
defence counsel, At other moments it launches into
subjective flights of fantasy.

Nothing in this grim-faced docudrama, however, suggested
that Anja Breien's next film, Wives (Hustruer, 1974), would
be such a sparkling, extrovert satire on the role of women in
the modern consumer society. Not for many years had a
Norwegian film proved such a hit at home, and even in
certain territories outside Scandinavia. An undisguised
homage to Cassavetes' Husbands, this story of three women
who quit their men and their families to face an uncertain
future on their own contains numerous barbed references to
the complacency of Norwegian life. Women are tolerated so

Wives (1974) by Anja Breien

long as they do not interfere wit}
rising standard of living hag ,-(] Male Prerggn.:
question traditional valyes 'uulpv stoked gy, iy

¥ s . s CSte
tor so long the most 1solated of the N.u-( L "\
of culture and consume ISM, now "'lc”il -
‘The real theme of thig film," g , rangie
onditioned sexual r ' 8YS Anja Bpg:.. ity
conditioned sexual roles we gre all exnang. Croien, o b
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: o 2 i § ’ Se, e
S0 often h‘.ll)["(llh when we see the normal “nd”mm\ ‘I?d
turned upydv down.’ The wiyes'’ three I(' Order of hi"l‘“
greater significance with egch pa -aY binge 4 li“gx
SXDerishce: they i ; assing gy reg
experience; they find themselves in the m%u " 8Umeng ang

‘IVileges . 1t libertioe . . . e 7 . .
priv IIL}.‘.IL.\'. its liberties, and its fundamenty e "f)n.‘ With iy
responsibilities, HHHack of o,
'he dialogue in Wives was improvised with th
three excellent actresses used by Breijen: Fro L'-h“'lp §
" 1 » ) ‘ L £ L ) i
Katja Medbge, and Anne Marie Ottersen %hlh Ay
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k W'with the audience, and discovered i the

" in “u;fexist?d between so-called ‘cnlighlcnch‘
o cm, and the majority of ordinary people’s perception
it = sues were at stake.

of WHILBSE helped on the screenplay of Rape, and i

per mﬂe his own debut behind the camera with Anton, a
1973 it of a fifteen-year-old boy in a small rura]

sensitive PR o following year he confirmed his talent wi
uf;’%o};:, (Mors hus), which tackled the lhct!]?l(‘)l}
! with even more courage than Vilgot Sjéman had in
ncest » My Love. When Petter leaves his studies in Oslo
m,,&dj::s'his fiancée, and takes the train back to his h()m(;
b;“ in the provinces, his journey assumes a compulsive
0 nsion. His ‘mother’s house’ is a villa set apart from its
d"-n;bou rs in Gjovik, at once refuge and trap. The subtle
neig by which the mother undermines Petter’s
Jationship with a girl in the same town are registered in
"_ene matic terms by Blom. The intimacy between mother and
::)n runs like a dangerous current beneath the placid, formal
qurface of everyday Norwegian life, with its courtesies and
ituals (such as the sharing pf Christmas gifts), so well
suggested in the accompanying Pachalbel ‘Canon’. The
androgynous Petter tries with increasing desperation to
establish a ‘normal” relationship with the aptly-named Eva,
put his true desires overwhelm him when Eva announces
that she is pregnant. In a closing sequence of soaring
catharsis, Petter leaves the arms of his girlfriend, rushes
home, and flings himself into the ample embrace of his
mother. Their love-making represents release for both of
them, and a victory for the mother. Mother’s House. a
miracle of innuendo and sly observation (Petter’s girlish
coiffure, for example), may also be regarded as a
commentary on the taboo of homosexuality, to which
g:rwaykhas reacted with much less tolerance than, say,
nmark.
Other hidebound attitudes come under fire during the
mid-1970’s, from film-makers more confident of their
ability to transcend the frivolous image of cinema in
Norway. State guarantees mounted in size and scope; more
risks could be taken in the interests of artistic expression.
Oddvar Bull Tuhus embarked on Strike! (Streik!, 1975) with
the help of NRK, the national TV corporation, and a script
E)‘m:rﬂnsglf and Lasse Glomm from a book chronicling the
strike at the Sauda factory (an industrial firm owned
;l:gl_am Un_lon Carbide). Recreating the various stages
e dispute in the spring of 1970, Tuhus and Glomm
kmlmﬂthe lension that emerges between the unions at
that lmkmmonal level. By ‘re-staging’ the fierce debates
Place behind closed doors among the union
h'm*‘?:dﬁlm_peers beneath the outward show of unity
%num_nvnslon§ between young and old workers, and
Thl 'f:lof 1st-Leninist dialectic and unadorned protest.
& written ballot, imposed by central government,
dspae fepeatedly. Srrike! stares back through time at a
ey W‘- ﬁv!!_yw.xuqner. yet the film itself may now
“"': @n historical light too, from a perspective in
“h—- h\:“w many of their fundamental
disputes management.

Halvor N

absorbing quality of “’I‘L‘Ptl'_:ly contributes g

m“"“_Phot()g

among the ma
early 1970,
cimema of ;
the enormo stride Stk ‘

g i ;:t?ri:tlr.ldu made by the - itself underlingg
S_()ciu] criticism gath
cinema of the 197
wrote Strike! a

ered mome :
s i 198(;T‘:nlljlaTs;n(;lt¢}:c Nnrwugian
a stinging rebuke o b l R ’ll‘l‘if(l.rrln('?-'l‘d\:]?sc::-i
authorities alike in Sm"’)“?%fﬂ(l: complacency ang Urh:;n
youngsters steal a car late at n.iur‘;t[-:l(’lr(’ for!, 1980). Two
arport, one of them is killed by » Nd In a shootout near the
Survivor, must face
3 concentrates on hig
accumulate in the months ;?S)E:itﬁl‘:h;‘cml pressures that
Few Norwegian films had dared to fnu; e
$ on the problems of
unemployment, drug abuse, and single pare PRGN G
Stop It! we can recognise the same d'[\gnt,‘h‘?dfkm hnmcs. In
L 3 3 S Lod seénchanted youths who
people the !llms of Stefan Jarl, Tapio Suominen and
Morten Arnfred. They suffer not from the genuine P(;Vcrty
of thc Dcvclopmg World, but rather from a fatal lack of
motivation and the disinterested attitude of their elders.
Sqlve Skagen’s Hard Asphalt (Hard asfalt, 1986) deals
with a 'sn‘mlar situation, although with more gritty and
aggressive C_J(ubcrglllcc. Drug addiction and alcoholism, the
twin vices of Nordic life in the affluent 1980’s, scar the lives
of two young people (played with remarkable commitment
by Frank Krog and Kristin Kajander). Mutually dependent,
they laugh, quarrel, and commiserate with each other,
surviving thanks to a series of cynical petty thefts. Skagen
(working from an autobiographical novel by Ida Halvorsen)
etches in raw detail the seamy underside of Oslo, its back
streets frequented by drug addicts and child prostitutes.
Hard Asphalt’s bleak implications are rendered bearable by
the moments of fun and satire at the expense of a society
which takes itself rather too seriously. The film notes with
irony that whisky is priced at excessive levels, while
alcoholism on the streets appears more acute than in other
countries. : .
Not all socially-engaged Norwegian films adopt this
naturalistic texture. Madness (Galskap!, 1985) offers its
central character, a middle-aged mother named Marianne,
the refuge of insanty. It creeps up on Marianne ;ﬂm]o;:
without her being aware of it. Her teenage dauigte;d as le
school early and drifts around Oslo, unemploy doidgu
to join in spontaneous acts of protest and violence. Eg
: _ tances with an
Kolstg’s film views th:seffartgi::‘z;;" gcgﬁg::}?ie e s
i eye. Instead of § ; Sy;
i b byand in defence of bourgeois values, Marianne

' hus - - . -
;'::I':‘al:;; on her own rebellious journey, jOlt!lt:g hu;
disarmament movement and quarrelling Wi :

reactionary husband. Her spiralling descent into ‘madness’,
95



it “the movie, becomes lmlu‘r(u'ls
sam!o‘m‘g‘ ?,:Cr:::s',lali:ullm\\)cnring I}cr du‘ugh!‘c[!" :
; ‘*t?ls to digest the heavy .\‘Il‘lccslnl ;l)fu E"[{:]
‘ ster his heroimne S ultn‘m. L ‘l ‘
erousness and dld:k‘l!t‘l.\lll. : !:s
rsion and liberation of a

to quote the
when she escape
punk outfit, Kolsté f bl
monologue mqmrpd o b :
Madness talls \‘icllll‘l }u pnfll 1
promise = the pOh“cm-'mn)‘lthc ignored, however, and
middle-aged woman = cannot .
stakes out the same klll‘d 9! claim as . ‘“-u-[ e ve boan
ol d};?g ndd!?1]Otinll‘lnn:::ftk]:jr? ;wul a more recent
confronted by Norweglar ey sily addressed.
menace, radial prejudice, has not been so casi e
| opre, an Italian based in Oslo, had created a \ .
\(,;,'I;]'lllllii.\"&l?igarl‘c debut, Henry's Ifu‘('k Rl't'{” ‘(1'1"’”"“.} $
bakvae-relse, 1982, see below) and for his e i
turned to a controversial issues that many N(:n‘vcgh)n?u‘
would prefer not to acknowledge. Lquu’.v( ape in White (( 4| (,
for gye, 1985) tells a squalid story of arson n‘m.l blackmail as
an uﬁscrupulnus businessman frames one of his employees,
an immigrant worker from the Middle East. The coarse-cut
characters and the bitter tone of the film recall the work of
Rainer Werner Fassbinder, while the melodramatic
interplay of action and dialogue owes more to the
Hollywood film noir (¢.8. Ophuls’s The Reckless Momenr).
Most startling and disquieting of all, Landscape in White
unfolds in the city of Drammen which with 50.000
inhabitants is the fifth largest conurbation in Norway. The
Intensity of racial prejudice in the community, as much as
the individual loneliness that it engenders, may not be
l.;llli!‘t.']_\’ realistic, but there js no denying the force and
feeling of Lepre's achievement. For him, the sSnow-covered
fields of Norway in winter Symbolise hostility rather than
purity,

Political and Military Issues

As a Somewhat reluctant member of NATO
{vll self-conscious in the eyes of jis ne
h\v‘cdcn‘ ;md‘ Finland, and film-makers have addressed the
country’s military involvement i g critical light S
le;)pjl\v"mun.mwu*c.\' (Alu{ibn'.\'n'//mc. 1972) ll"‘ri‘l\ Lachen
;\ 'w.\' 4N experimenta) aesthetic tin'u‘ 1 8 deeply
K{u\y\;{u}'ull:'v t“h]” nhluui Nnr\‘.'_;l_\“s security pluli[:‘c, ‘iils :i:)ltop:l)l
Ntl'[)('[';\;\\.t‘,:"\ rl:]c :c‘iulnpnllsllnlr between Norway and the
g kt"l \l»ll. }un_ds‘ of Jan Erik Holst, Lachen

A TNilmic reality j equal to everyday reality . The

main qllk \‘“\)“\‘ ( rl, {8 s . 4 b u
. B 1 ] 0 en e “h i lll)\"L SCe 1 i !
\ int o se DELY s ANg A\ hc" du

f!“ ' in oo
h“:,","“(,),'f".)Vf“."“?i“"" adopts a maore coherent narrgive
- oachers {Ar.\y).\'k\'m'n’. 1982), The g i -
“rmer rebels against his Suncriur of;"u: S while g
Manoeuyres, because pj father's -
i:&uui::?-ohcing hived off to the ar

e N orces hased i

o, “1::;;(;; h.;af‘d in Norway Mixing comedy ang
M . f)rnd(‘J:mnuntl_y~ documemary idiom,
aks0 anticipare 3 erpo?td nerve ip Norwegian life, and
= ! “fgth.cn muvcmqnl with its ¢mphasis on
A sl el e l.mlural Wildernesg environment.
; 48 Since turned 1o Production, g one of
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rmy and, by extension,

the few Norwegian directors to have

(in black-and-white) to imaginatiye L“[?ttltthL
The young pnl‘ilici;m in Pgl Bang-Hanq.e 'q 7
Prince (I\'(){l/)f'ﬂfﬁ(’l}, 1979) finds himsé“‘ i
sordid intrigue when he expresses puh“%nsn""ed
Norway's NATO mcmhcrxhip. The Labour;, ‘”Ppnn fy
he 1s one of the most promising figureg has ﬂnd~" iy iclz
about sacrificing him when g Scanda) invLOImP lnclinn
penetration of the party threatens tq cause "’Vlnx
parliament. Bang-Hansen discusses the Cn\nﬂ'd‘ Storp, in
public attitudes and private convic(iom‘ unl_tlt b_‘W
indicates that beneath the sober if Pfuam'u(i ‘ his iy
Norwegian politics there often run currcntshof:iuLl‘rf.l"‘e of
cynicism, Aty gy
Ola Solum, who learned his craft as g director of filmg ¢
children, burst upon the internationa] scene i | q[gm or
Orion’s Belt (Orions belte). This political thrifje, W\&; u
major Amanda Prizes (the Norwcgi;m cquimeztm"r,
Hollywood’s Oscars). and found eager buyers in — of
territories. Working from a novel by Jon Michelet Sg)l?lus
treats an alarmingly realistic ‘incident’ bctwéen 1}?}
superpowers with all the pace and action of g James B()na
thriller. Three Norwegians Stumble across 4 Sovigt
‘listening post’ in a cave on the uninhabited Coastline pegy
Spitsbergen. Their immediate detection by 4 Soviet
helicopter in the area unleashes a storm of violence and
Killing, The sentiments in this hot-blooded film are
eXpressed in rough and ready terms. The Soviets blow upa
motor boat without compunction. The Norwegian ‘secret
service’, the tacit Servants of NATO, behave in a manngr
.\\'n‘rth_\' of the Mafia or the KGB. The lone survivor of the
Incident vanishes in g crowd of revellers in Oslo, pursued by
agents of his own government who want to obliterate al
traces of the unfortunate boat’s crew,
Orion’s Belt stands 4 an important landmark in the
development of the Norwegian cinema. In artistic terms, it
lacks subtlety and dips too easily into melodrama. But for
perhaps the first time a Norwegian director shows himself
:11{";{::5-Tﬁ?;';'ff"fn% a t‘f!ajntlcss drive into his narmtive: and
By l'ﬁ‘\'culi;] 3 ‘il}:ﬂ:\ ‘putprm With passion and persuasion.
= A Ii\'ii 1 \t:t \““'lil‘"j‘t the men on the doomed tm@g}ff
audience’s 1B, rkl m lh ‘lth Smuggling, Solum S tempers H:
exploits h\is ‘luc:n' )“~ fon S onted. with th_e % N of
Finnmgr) With :':)lt}?*(ﬁm Pitsborgen and_ el Cmmﬂ:e
palpable solitudg o;hthr:(\)m‘][ze‘al: The terrible cold, and ?
“Ommunicqteq i, bray a film 08 man apd i oﬁ:
thrusty events forwardulr‘lll( o lallguage, Whlle i
Orwegians take pride L Soresa train. > Orion’s
el As its Country'g nuil‘]t i glltgermg succgss o Om”;;
million Crowns), the ﬁln: efﬁnflve production to da_tt‘:.( .
and actors inyolyeq in it B::: :(t"‘ credit on the technicians
Prejudice, ang Staceato .act‘ n sepndy cocktail . qulentc;‘.
underlying theme, p ﬂ:(";! S*_Erv§!s only to trivialise p
CXasperation 4gainst Nopywg ‘?‘ M Togted wan ¢
Orion’s Bey amounts a yhh'membemh'p of NATO, ﬂfn
Numbs any attempy o stal S‘.Tl" scneam_ of protest, “'lhlt.‘h
The Characters cannog esc):mg thf’ Political implications.
CVen if Solum’s i)y, shoulqd x‘:ﬁ: gl comic-book context
be denied credig for daring
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wroversial issue. The irony is that the
0 Ww:r.cgnﬂ“cribes with such gusto could not take
sghooting listic terms in the post-Cold War 1990,
: such simp
WL latest film, The Wanderers (Landstrykere, 1989),
furh o political issues and emerges as an imaginative,
sereen version of Knut Hamsun's novel about life
e Il coastal village during the 1860’s.
i",'s?:,ngigan‘s Rubicon (Etter . . . Rubicon, 1987) strives
dulir:até the commercial triumph of Orion’s Belt. Its
to rep and villains, however, do not wear such easily
: ﬁ;iable Jabels as they do in Solum’s thriller. At the end
“mc day, the NATO connection may be discerned, for the
;t,rwcgian quthorities try to hush up an outbreak of
qadiation sickness thgt accounts for two young bo_ys who
happen (o be sheltering on an island in the vicinity of a
sinister freighter. Although it is never directly shown, a
qeutron explosion of some Kind eliminates the vessel’s
crew. Like Orion's Belt, .thc film surrcn(.iers all too often to
melodrama,  but establishes a haunting mood in its
exploration of the dcscrlgd. r'Ioo‘dmg vessel. The climate of
fear and apprehension is reinforced by various unusual
metaphors (for example, a stricken cat’s bleeding on a white
sheet as a doctor attends to it). When Rubicon strains
credulity is in its presentation of every official in the
Hammerfest arca as a sinister agent of some foreign power
or ‘authority" bent on silencing the doctor who tries to help
the victims of the explosion. Both Rubicon and Orion’s Belt
may be viewed as prisoners of the 1980’s, just as Don
Siegel's Invasion of the Body Snatchers belongs to the
paranoid 1950's. They cater to the essential conservatism of
the Norwegian public, while their ambivalent endings
symbolise the country’s divided loyalties — on the one hand,
10 NATO and a *hawkish’ political stance towards Moscow;
on the other, to her Scandinavian neighbours with their
liberal, neutralist traditions.
A link surely exists between this discomfort with
contemporary alliances, and the retrospective guilt that
surfaces in films about the conduct of Norwegians during
the Second World War. The Reward (Belgnningen, 1980),
written and directed by Bjorn Lien, dramatises the
discovery of a man who seized the chance to make money
licitly during the Nazi occupation. Reidar’s arrest after a
Quarrel with a former workmate leads to a trial and
imprisonment. The drab, ordinary linecaments of Reidar’s
personality suggest that he represents all too many who
profited from his country’s misfortunes. At the same time,
the film implicitly criticises Norway's inability to come to
terms with its past. rei
More ambitious, and flashing back and forth in time
between 1942, 1947 and 1985, Bente Erichsen’s The
Feldmann Case (Over grensen, 1987) peels away the layers
of shame and guilt that lurk beneath the placid surface of a
small Norwegian community. Its factual basis shields it
from the kind of strident melodrama that mars Rubicon, for
mstance. Considerable attention is given to the tiny details

of clothing, decor that evoke a specific time and
place. The .Fd“‘:;“ investigates the murder of a
Jewish Rakel and Jacob Feldmann, whose bodies

¢ found in & lake. When two guides confess to the crime,

they find thems

mselves acquitted
counsel ¢ s the In court afte i
Gcrman:rﬁ'ués that they were only trying "tghelr defence
S § discovering the Resistance’s prevent the
sweden. Erichsen’s calm €scape route tq

3 : : watchful film

rtzzgiwthmr petty-'mmdedness and insﬂl\%\:’; [;eople to
Ph‘- ‘ dtlon.Theta_mt of anti-Semitism erie or self-
the court proceedings and from nerges both from

A|()urnf1]15t assigned to cover the case for Nquiries of the

focuses hcr'attcntion on the tight-lipp
postwar period, not on the inidividuals whose arrest a
to close the case. She also implies that duri s
R oiEss ng the war
Norwegians may have turned a blind eye to the fate of the
Jews. Nefarly half of the 1,800 Jews living in Norway in
1940 suffered deportation and certain death in Nazi
concentration camps, by comparison with 1.6% of Jews
who died in Denmark.
This slpw process of purgation has helped many
Norwegians to accept the reality of the Quisling era. One
film, Little Ida (Liten Ida, 1981), surpasses all others in the
genre. Laila Mikkelsen’s first feature, Us (Oss, 1976)
presents a nightmarish vision of the future, as city people
are compelled by food shortages to work the fields with their
own sweat and muscle, and thus confront the inequities and
artificial structures of urban society. Her second film, Little
Ida (also known as Growing Up), marks a giant step foward
in her career. In the closing days of the Second World War,
seven-year-old Ida starts to recognise that weakness
provokes intolerance, and survival depends on minding
one’s own business. Norway is occupied but not truly at
war; a country in which impotence in the face of Nazi might
turns to bitterness and resentment. Ida’s mother works for
the Germans, and has an affair with one of their officers.
She does not flaunt her behaviour, but the brunt of the
community’s scorn falls on Ida. Other children shun her,
and she wanders on her own through the streets and fields,
drawn by curiosity to a German interment camp Where men
with shaven heads toil in silence. When peace comes, and
the enemy has departed, Ida watches her mother being taken
away for punishment as a collaborator. i
This screen version of Marit Paulsen’s novel is directed
with consummate sensitivity and even-handed irony. No
accusation sounds too strident, no defeat appears too
sentimental. Ida and her mother are two unfortunate
creatures tossed by the tide of war and struggling to ﬁnd
their balance. Laika Mikkelsen’s little masterpiece
transcends its specific setting to become a universal lament
for innocence defiled, and for a generation that must accept
the bitter truths that those who ‘transgress’ are often victims

of those who do not.

Focus on Women's Roles

Anija Breien and Vibeke Lokkeberg have remained loyal to
lhe%r primary concern, the attitude expressed by a male-
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Laila Mikkelse

n's Growing Up (1981)

dominated society tow

ards women both p
Games of Love and Loneliness (Den alvarsamme leken,
1977), directed by Anja Brejen in Sweden. emphasises how
sorely constricted human emotjong were in turn-of-the-
sentury Scandinavia ang IS based (like Maj Zencrling’s
Doctor Giag) Onl @ novel by Hjalmar decrbcrg. Breien
treats the romance with considerab]e respect, byt beneath
the grave progression of the narrative (*Ang the years
Passed . . *) runs a dark, SUrging current of feeling thay
does justice to Snderberg‘s recognition of the eternal clash
between Security and comingenq in the realms of Joye.
Next of Kin (Arven, 1979 remains th

Breien's films. OWIng much o Ibsen
Critique at the mournfy]

Orwegian Society, |

relatives ap Ostensibly impeccable will, gee
his vasg €mpire must he administered by a
envy and ambition by de

family circle, pe
Beutrality,

ast and present.

» rigid, and hypocritica] e

9%

ious coup de
Although Next of Kin concludes on a fju?j;):iba g:eli)en's
t/n”’dzreflhere IS no denying the two graces o sounds most
achievement: her sensa of humour, which F::ri p the dead
Cffccti\'ely in the sequence when the relﬂtl‘_’elb ettt
man’s villa of jts furniture and }ﬁl,r‘,o ie’ overture;
aCCompaniment of Rossini’s 'Thlevmg 'a‘,p that might
and her refusal to introduce flashbacks, in a StOA"Ynila Bjork.
€ expected to rely heavil}f upon them. lier makes
Sjoberg’s Miss Julie of thirty years ealr te magnate’s
particular]y sensitive impression as the' ahe one excess
sis[er—in~la_w. striving to be the last to conceal t ice faultless
Of passion that has blemished her otherwi
COmmitment to the bourgeois ldegl. : entury — the
In 1981 » Anja Breien ranged b.ack in time, toac d to opt for
17th — often ignored by Nordic artists, who ten sed in the
the Sagas and medieval times, or to stay hrmly rool s e
modern €ra. At the outset of Witch-huns (Forfe gin the
1981) a woman arrives in a remote community bl
Mountain wilderness of Western Norway. S!IC takes v e
one of the local farms, sleeps with a handsome Ll

L,
e had e
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il Terselius in The W irch-Hunt (1981) by Anja Breien

and provokes : el :
lndcg?n\dtit\z% b:iefz?-()t Ossip. The country folk dread her
i e bléli' :lLl\})f shame, brand her as a witch, and
Saviitgaids d;dmg Of. ‘thc.? local authorities for doing so.
= di\rccmr‘g o ri}terlsatlt)n leave much to be desired, but
i \sugt‘? for Iz_ifldscapef and for an atmosphere of
world in \A'.hich iln tl;n? pa}radlgm for the contemporary
ool omen’s rights are distrusted with equal
Elis >t} / o
Pap:trkllgf}r‘yf(t;)r;eq:en Iplays a young lawyer in Breien’s
unravel the mf’s’l’ji‘g en, 1984}, a woman determined to
death. b di'scov)e rier’y‘;hs)urroundmg he_r t_ather’s dramatic
sl iner shgé letruth‘about an individual so closely
S et a s‘;) must acknowledge the gulf that
s heightened by the ant L‘;\;tamen.‘Thf: irony of the situation
o e ct that the tather was a famogs actor,
frm“‘""m'”dn: public’ sgcau ]rJisoys(;‘hologlcal mask to shield him
of his own family life ty, and the incestuous nature
s doss not advocate & war 1o the death on behalf
women s nghts. gnation has softened through the

o S < ~ -~
I)Ieil;s and‘ at1 tghe_end of Wives, _Ten ‘Years Later (Husrruerge
ar erter, 1 85) her three friends return home to their
waiting menfolk. Elegance and discretion, indeed, mark her
recent film, Twice upon a Time (Smykketyven, 1990), about
a stage designer who, despite his popularity with women,
tn.lds himself unable to commit to any one relationship.
Vibeke Lokkeberg’s approach has, on the contrary, grown
more severe during the two decades she has been active in
the Norwegian cinema as actress and director. Her early
shorts deal with topics such as abortion and the role of the
unmarried mother, and in 1975 her medium length film,
Rain, introduced what was to be the setting of her two
principal accomplishments, 7he Betrayal (Lgperjenten,
1981) and Skin (Hud, 1986): the coastal town of Bergen,
where Lokkeberg grew up during the postwar years. The
picture she paints in 7he Betraval is a harsh one, castigating
the petty-mindedness of a town scarred by wartime
memories. Food is in short supply, collaborators are still
being tried, and the influence of American culture and
commerce is gaining hold. The children, each seven years

9
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i 2 8 [~ ki]ld of
a is l] o create som ; ;
of agc n Bllagc mld lhlﬁ urmo ) fis '
dom]es ¢ VIO CI‘IC‘C and social degrada s : 1 ,
f C' . i ¢ C nts thr()ug

I |x|“c'v|inlg ever yday setngs dnd l[n ide ! ]]l d
y(n)ungs (:l eyes elevates The Betraya bcyond he grimy
cny l()IlllH(:l-l‘ 4 a. (,l() . rwi iz rt into thc lealm of a

S f . ]d NO Cgldn pO .

f: ll S’y thlf((:) innocence cannot be numbed by k of
antas

ental affection. e octed in The He_ad
{,,;ll-(bkcbcrg-s influence mayhcrtl;osﬁz 3{%3[6 i collaboration
Man (Hgvdingen, 1983), whic sen, who directed the film.
with her husband, Terje Kr{étﬁnii()r; of a macho Norwegian
Its partly mnguc-m-chcck‘dc.sc phas'isc the obsolescence of
pater familias only serves to emp the family circle. Much
tmdili(m?,]' i (cj:]c:ft)::lb?;(l:ﬁeglrgs Skin mixes reality and
more ambitious in scope, Lok R T ost in
e :J i tqll‘%: fﬁllnr;c:)toligsnggetr:‘;?;nifgnitics
-C orway. SSCESCS C 5
\i/?:}? EL}((:)H l\l’i/’}illcrbcrg'sy The Serpent’s Way in its C{’?m'?g Of.é
sexual obsession in a world devoid of!ov?, Vilde’s de:s}:m{rlz
dependent uon the will of her ‘guardian’, to whom she has
been pledged by her dying father, ] by
The underlying themes of child abuse and female subjugaltl(m
emerge from the film in sharp profile and at the expense of the
narrative, which is confused — even in the original release
version running more than three hours. Vilde’s father resorts
constantly to masculine excuses: “You must try to understand
me”; “You must not leave me’; ‘It’s your own fault, you made
me do it, you were born to it [incest]’, and so on. This rhetoric
assumes a haunting resonance in the natural ambience of the
sea and the shoreline outside Bergen. Stones, in the photo-
graphy of Paul René Roestad, appear alive and tactile, A
ship’s figurehead becomes a recurring symbol of Vilde’s
trapped, sculpted beauty. A broken doll lying on the rocky
hcudland seems to embody the anguish and violation of the
innocent child, A wedding gown floats briefly on the water
hgi()r'q smkmg like a dymg uwirmhm. A mysterious painting
o it i 48 Vi, hing
Gt yond the menacing authority of her
’/}\?ltkl{f‘cltl(lic:{ :h)L II“:S'L ( {f'Ar‘rlc N()l'flh(_'.llln, .VS'/a'n coils itself
o g ,[(.Al or, smoothly shpp!ng from pas
- One generation o another, Vibeke Lokke
plays YPIMC as !huugh numbed by ¢
el still retains hey determinati eBiEE Har wtar. b :
will. The film’g ()Vcrridillg”:]::(]::jn(,[;)h:,L ;LI;' .l‘lu, ,",‘ltphld[hcf 8
climax when Vilde kills hey husband 'm('l l‘:‘\Ith-h rcuch«'gs e
Bazes back (o gee her daughter face ;mn"if:l{y ‘lti‘:;::):l:(()i p:.lls?ll]l‘
arms of the man wj 0 had abused ke ated, in the
In visual gog ihcri]lzll:ld(:cl:-ll):::u’ her when ‘she Was a child,

2l an 0 8 sequel, Seqgyp tker
1990) confirms kakchcrg n both her faults a?]d Vil‘l(l,}gl‘:’Ai";

broodi elodr
rooding melodramg, slumbrous form evoking p
; e

u““ "hh( re )I- 'I C N N i
Orwe 1an coast; ) it i
l “C ’ : (‘ | ) g d L()llhld] U)mnIUHI[ILS n Iht}

about
L to present,
berg herself
enturies of sexual injustice,

In Search of New Idioms

As young Norwegians returned fre

the " early 1970's, th m film schoolg abroad ipn

€y brought witp them g desire (o
100
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experiment with new forms. Ha, on Sy
served as assistant to Witold Lcszezyﬁgki 9, Whq hag
adaptation of Tarjei Vesaas’s novel, Dayy of/v?

e ;
Qithe p‘?hsh

his own debut with a screen Version of aNothe, bvr:ade

Vesaas. The Fire (Brannen, 1973) deals iy . b
‘consists of different strands Which creage a Zym 5, anzg
around a young man’s lack of relatjop o the [:clglle frame
society’.!” Sandgy returned to Polangd three ye, m‘“gic;ﬂ
make a sympathetic film concerning the life rsfl
Munch’s friend Dagny Juell [Dagny, 1977). OF Edyyy
Gianni Lepre, an Italian-Canadiap resident i No
. TWay f
several years, brings the principles of Antonip p,” 'O
‘Theatre of Cruelty’ to bear on a bizarre incideng in Aud's
Norway’s smaller towns. In Henry’s Back Room (13!13 of
bakvaerelse, 1982), a barber discovers that his te:”’ﬁ‘f
daughter has killed herself because she was depende:t“
drugs and had been forced to become 4 Prostitute, . ¥
turns into an avenging angel. He takes prisoner the pim
responsible for his daughter’s despair, and tortures hjp, i
the basement of his barber’s saloon Lepre’s film €xhibits gy
obsessive quality rare in Norwegian cinema, as wel| as ap
uncanny grasp of the calculated cruelty that lurks ip even the
most innocuous of individuals — especially when the public
surrounding him behaves so callously.
Some measure of darkness also inhabits the flagrant worlg
of Svend Wam and Petter Vennergd. Like the Kaurismik;
brothers in Finland, Wam and Vennergd have worked
fruitfully and impudently outside the mainstream of
production in their country. They established Mefistofilm in
1976, and in a dozen films since have addressed the issues
and the d isillusj011nlent that accrued from the events of "68.
Open Future (Apen framtid, 1983) examines the doubts and
tribulations of a teenage boy about to leave high school in
the late 1960’s. Castle in the Air (Drgmmeslottet, 1986)
follows the fortunes of six friends of that same generation
Who, during the 1970s, buy a large house and move into it
With their children in the vain hope of creating an ideal
commune, Goodbye Solidarity (Adjg¢ Solidaritet, 1985)
looks at the materialist, self-obsessed decade of the 1980,
The two principal men in this film have abandoned the high
deals they embraced in 1968, settling instead for comfor-
table jobs and luxurious standards of living. This cannot
conceal, however, their abject failure in relationships with
parents, lovers, and children alike. In the words of Jan Erik
Holst": “The” fiim depicts, in bold anarchistic and
surrealistic tones, a world in dissolution, which the lives of
the main characters so vividly illustrate. Themes dealt W!ﬁ‘
Include the demijge of human fellowship, the conflict
l?Bt\yeen left ang right overshadowed by re-emergent
fascism, and wih the encroachment of privatisation in a
Social democratic society, 12
am and Vennergd’s cinema sometimes suffers from a

narcissistic streak, as well as a frivolous attitude towards
clerosexual relations, This can be ascribed in part to their
anfl(:)l 1 ;'IS :utput, but1film's like Horel St. Paugi (1988) descend
’ rtex of absurdity and gratuitous violence. Mocked
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Blackour (1986) by Erik Gustayson

audacious yge ic 2
Concentration oonf ;Tel:;lacl ;int()i effects lends credence to their
OrWegian directors oo aboos and frustrations.
Fatiche. Blackoyy (198g0t often succumb to the allure of
Eior;)rs;v]lf‘z.meliculous devo)ti(r)zsu;\.rf;gigd'the e A
: 2 ln . s oy
lagt joh _l:';':i? from retirement in Argirll)tliinvaaltfyejyfstt l(r)l:lj;
Tancisco’s Chiggtdown a gangster in what looks like San
4mond Chan| own. The offscreen monologue echoes
g 1o g, thmue; + ‘I chucked my badge in the sea and
i’?dume for bad Eev\?mer people’s dirty washing. It was a
3 S, and rih inS‘o'ff'b. Backed by a mood indigo jazz
affmenm-aker who i S df:at cha_racters (including an
ooy e homage 1 }:l rug addict), Erik Gustavson’s
%m‘:;of S Self-cos e 1940’ falls short of its target on
CTane ghor: Clous mise-en-scéne — a plethora of
* and excessive attention to details of

design and lighting. Herman (1990), however, suggests that
Gustavson may be a force to be reckoned with. He directs

his young boy actor, Anders Danielsen Lie, with
consummate sensitivity in this bizarre (but good-natured
e}nd, finally, poignant) story about a child who loses his hair
from a rare disease. Herman paints a convincing and
heartening portrait of family life in the Norway of the
1960’s, and fills it with quite unexpected humour.

At the opposite extreme of the spectrum stands Oddvar
Einarson’s X (1986), which won a Silver Lion at Venice. If
this film may also be considered pastiche, then the influence
is that of Antonioni. But in 1986 the theme is not romantic

love of the kind that beguiled Monica Vitti and Gabriele
lationship

Ferzetti in L ‘Avventura but an uninspiring re

between a taciturn photographer and a fourteen-year-old

girl in Oslo. Einarson’s trademark becomes the long-held
101



slow development of the link between

the young man and his friend. Thc. girl xs -llair‘g:yhi:
m.-mbhcric. and the phmogruphcr_ !fCCI'nh-llllm.;llll‘lt, i d
age. so that occasionally the traditional roles drc. I‘.L‘VL:I'.?C
(as of course they were, in an altogether more scintillating
way. by Nabokov and then Kubriclf in Lf)lrrn). .Reucent,
phll-‘mnhlic. etiolated almost to breaking p(_)mt.,_X. i gnals the
arrival of a talent comparable to Aki Kaurismiki in Finland
and Kay Pollak in Sweden. All three directors analyse
loneliness as a phenomenon of the consumer society.

In Einarson’s second feature, Karachi (1989), two people
also take refuge from the outside world, but for more
mundane reasons. A young woman drug courier hides in a
cop's shabby apartment at Oslo while being pursued by the
drug barons she has betrayed. The subtle interplay of
feelings in the relationship contrasts with the violence of the

shot, underlining the

external narrative.
Erik Borge, who had revealed himself a shrewd observer of

the female psyche in Blackbird in the Ceiling Lamp (Trost i
taklampa, 1955), served as head of Norsk Film A/S for
many years before retiring and writing the original
screenplay for A Handful of Time (En handfull tid, 1989).

Oddvar Einarson’s X (1986)

Directed by Martin Asphay
aug, A Handf,

ul of

]

z'umct;ung' of the same delicate mood Me 1
trawberries, as ¢ . ? as T
an old man striveg ¢, r??rgman,:ﬂthe‘
Clive 54 . Mg

love, and to expunge his

) : s feelings ani

relationship that ended half 2 ¢ B of gui dennlgh
dLel’lIury ear]ier. llt | m%d

The Lapp Connection

Norwegian films have attracted ;

: : ed -

festivals during the past dozen or :gcreasln attentjq,

Next of Kin featured in the Compétitigears. AL v N0

Vibeke Lokkeberg’s Skin. Oddvar Ein:rsa(: Ca

jury at Venice, and Per Blom’s The Ice p ln IMpresgeq .

by several major festivals. @ace was Selecte(ei

The most impressive product of i

: the enti '

has never appeared at a top festival, berfaﬂir“-’d’ how

wanted to sell it direct to audiences aroueéts Prod

Pathﬁnder. ( Vlelviseren, 1987) was ﬂOminn the Worlg,

Foreign Film in the Academy Awards in Hitﬁd for Beg

lost to Babette’s Feast. Tts director, Nils Galil/WOOd, but

from the Lapp region of northern Norway, and ll)’iz} hj;lzis
] n r

TInes, as gig

eVer‘
Ucerg




inspiration from a IQ(II-L‘L‘III[.II')’ Lapp legend. The
s iMS msP"';} lialogue are in Sami, the Lapp langu;}gc
g lines ,(:m:muding Tchude tribe seem to be quuqug
ianhough th'~i tongue), and the Pm‘mvmnn scopc' f’(:rl;h]lll
in an iﬂ""",‘ﬂ: Thurmann-Andersen’s camcr.a“to) take fu
allows Ef l)r:‘hthc flat, horizontal tundra [fnlldscd[)‘u.;.. o
advantage (t yuches on various aspects of Lapp cu (ur'u dnf
Pathfinder e teenage hero of the film, returns from a
legend. Aly.n‘jnion to find his parents and younger sister
hunting €Xpe a band of sinister, ruthless trllbesmc'n known
slaughtered by w he must survive in a hostile environmen;
as Tchudes: No rarely relents and Lapp encampments are
where the bnoween He responds intuitively to the symbols
few and far bemi sig'ns that govern the Lapp culture: to the
and supernatura ho counsels him against seeking
it (a0l i), i ars to him in a
Jocal ﬂ"_ d to the bull reindeer whlch appears to :
o] anh has tricked the Tchudes into plunging to t}le}r
e ecipitous cliff-face. At every stage of his
€ R Aigin finds himself accompanied by
fiEs. o utvival, Al i drum, teeth on
e ents of his ancestors — rings, a drum, ‘
- accou}t}{?(r;; and animals become as significant as human
ing. Bi 1 enin
f,esitnrgf from the dog transfixed by an arrow in the opening

A Handful of Time (1989) by Martin Asphaug

Joined. When the film does adopt m

scene, to g huge hawy floating by
The Tchud -

roped together in order t
and treacheroyg slopes.
Gaup displays an €conomy of Statement rare ip
He employs imagery rather than words to Communicate the
essential themes of his film: the Peaceful natyre of the Lapps
by comparison with the barbari : '
the women and childre
fighting force: the desperate
deriving from their loss of bearings and_ by extensi
Separation from the ‘brotherhood® in which a]] things are
OT€ conventional meaps
of expression, the spell weakens. The dialogue in the Lapp
tents, and the glib closing exclamation of ope old woman
(‘We'll always have a pathfinder!”). ‘undermine's the harsh,
unforgiving naturalism of the rest of the narrative,
By leading his adversari;s Into a lethal trap, Aigin at onc;
a\;enges his murdered family, saves the mnocent 'Lap_ps
sheltering on the Coast, and acquires a pers.ona!”matu‘my
(termed by Tim Pulleine ‘the boy’s rite of passage into

a debutan;




atural overtones att:lchm‘g
Jongside Erik Blomberg's

italicised by the supern .
. berg's Earth Is Our

A rstands a
to the tale™"). P"’hﬁ"ded Rauni Moll

. | i ) a OUI
SI'l’l S0 l | V 1 S b

. inhabitants. Its appeal to quifﬁ‘
lt: " ?m';wm?;: g?:;ﬁdli[rlll:%?f?i ;:1% z'iel%sé:tt;ﬂ;nfg (;fl;ﬂcétg
;u%:;;‘:f::(;ﬁilx (;(C)g:tcm;t;(::na %ric-?n:r{ai:]lzizrﬂ)&uatgtyt r:g
I:ye émgﬁcsénsfg??ﬁmv;';:crhng;upZ‘teﬂfiSfto aciggﬂgﬁ
:h: r\]fisccer.fl outbreaks of violencel wnt_hut(;O lb;jt-ggtl;] s
glee, and he relies too oftgnognﬁc]: 11(1)51(; nguzllge e

act from his command ¢ | lang
gg:'rrlprehension of the Nordic relationship to Nature.

i interesting to see if he can Teﬁne his sty_le st!ll
;:lrmgr,b:ﬂ::nrtﬁis adv%nture with Walt Disney Prodpct;onz ltl}
1990. The American company financed _Sthwrec 4
(Hakon Hakonsen), a seafaring adventure set in the 1860°s
and aimed at a younger audience. >
Lasse Glomm also attempts to capture the mystique of the
remote Norwegian wilderness in a film set dqrmg_the
1860°s: Northern Lights (Havlandet, 1985). Heikki is a
small, watchful boy who leaves the hardship of his family
farm and traverses the frozen wastes in his quest for the
fabled *Northern Lights’, and the land of plenty where fish
may be found in abundance. Glomm’s film contains some
spectacular imagery, and he adroitly alternates moments of
tranquillity with bursts of roaring turbulence. Northern
Lights encapsulates the Nordic yearning for freedom — from
pitch-black nights, from ceaseless snow, from oceans that
freeze over — in short, from a Nature that holds its human
inhabitants forever in thrall,

Through the Chilq’s Eye

l;lkci‘[‘).c-nnuu'k. Nurwuy has long placed commendable
; mphasis on the production of films for and about children
Ef}ql‘u_lunu\ lh‘lS can lead to confusion, Per B]om':
AYi nk rmouth (S#lvinunn, 1981) baffled both critics and lh;
marketing department of Norsk Fj ‘

\ g orsk Film, In o g it i
childong depart film, Ne respect it is g
“ml;inl:\): movie ;— the protagonist js a tubby il;resis'tibl:el

° = and in another it constitute: ‘
ki e constitutes gp

Crtainment, charting the Passage of 3 divorce ailfimat
o, ek, ) oduce a new girlfri

s 8¢ ln‘.‘Bhn‘n directs the fijmy with appro riat ﬁ sl by
Sensitivity, turcmg the audience to pece p‘ 2 AN
marital cogflin _ U Treconsider jts views of

.;hxhin‘n can be gt once weaker g

his father wij gi\'c'up his heayy
OUMryside ore !
;HA.”xr)ix‘n.dt, Where fathep and son haye op;

r. ; udes, plays g major role ; b ¢
*SEi » : \

sstorng the will o live and develo i § :
o OP In the mind of jts

Nature can on the ¢

orvidy ‘Kherhandstnk chi

vhalle nge. In both Zeppelin (198} )e;nd
sters

shonter 1987
Youngsters mygy confront the mystery evi

10e

e s

by an alien Nature. Ning, ‘ .
G)Ilomm‘s Z()p[)g’liir, makes rr?e:?f ?"lble [
runs after him into the depths Of“hel;hah(,mﬂglv v ¥
courage as much as searching fo. gorEst, tety by
feels drawn. In Per Blom’s The k]orneone toE

pubescent girls respond to ap unSpokC: alacy wtw%&
P

Unn, the more fey of the pajr Vanishew s 0 e
LR ) ’ sh Aty
‘ice palace’, where the tumbling Wateisof i e;:tc;lt?'l

have congealed into 3 Cathedra]-|jj ;- Toupy,.
suggests with discreet sounds gp 3 m
symbiosis between the tWo  girls Culm:
remarkable cut from Unn’s deag featu,res in o i, §
Siss’s face floating above the Surface of hthe 1ce[)alac“a X
home. The Ice Palace eschews dramatic ,lnede Wate,;t i
instead the haunting beauty of the fells anfj] e"’e\mk‘mg xL
winter, and lacquering the visuals with an etho Maing
score that lulls and hypnotises the Spectator irxtoer Mg |
with a story that shifts constantly betweep fc‘)mphance
reality. Ay gy
If children themselves could vote for the begt
Norwegian films, they might well plump fOrstgkf il
Grand Prix (1975), a delightful PUPppet extray o
directed by the single-minded, meticulous craftsmaﬁ[
Caprino. Its combination of mode] care, cleverly-gesj Y:]
decor,m and a snorting, snarling soundtrack giVeg“[hjs
motor-racing drama a charm unmatcheq by any form 4
animation in the Nordic countries. The attendance figures
for Fliklypa Grand Prix (2.1 million out of 3 Nationg|
Population of 3.8 million) demonstrate that Norwegians d
support their national cinema on occasion! It is a hopefi
sign for the future that Norwegians visit the movies more
frequently than any of their Nordic neighbours,

llggz;r)n-Erik Holst, Fitm in Norway (Oslo, Norwegian Film lnst,
2 Nils A. Klevjer Aas, *Cinema in Norway: 70 Years of a Singular
SYS®I', in International Film Guide 1988 (Loodon, The Tant"y
Press, 1987)

3 Jan-Erik Holst, op. cit.
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#¢ Jordal in Ola Solum’s The Wanderers (1989)
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