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Chronology



Ingmar Bergman (July 14, 1918–July 30, 2007)
 	
Date
	
Personal Life
	
Career
	
Film & Opera Premieres

	
1918

(14 July)
	
Ernst Ingmar Bergman born in Uppsala, Sweden, to Erik Bergman and Karin (née Åkerblom).
		
	
1920
	
Bergman family moves to 22 Villagatan, Stockholm.
		
	
1922
	
Birth of Ingmar’s sister Margareta.
		
	
1924
	
Erik Bergman takes post as Chaplain at Royal Hospital, Sophiahemmet.
		
	
1934
	
Erik Bergman becomes parish priest at Hedvig Eleonora Church in Stockholm.

Bergman family moves to 7 Storgatan, Stockholm.

Ingmar visits Germany for one month in the summer.
		
	
1938
	
Military service in Strangnäs. Damages hearing in one ear during military training.

Stockholm University (until 1940).
		
Stages first four plays at Mäster-Olofsgården: featuring works of Vane, Strindberg, and Maeterlinck.

	
1939
		
Production assistant at Stockholm Opera.
	
	
1943
	
Marries first wife, Else Fisher (March).

Daughter Lena Bergman born (with Else Fisher).
	
Script department at Svensk Filmindustri.
	
	
1944
		
Artistic Director of Hälsingborg City Theatre (April)

Bergman’s screenplay Frenzy/Torment is accepted and filmed by Alf Sjöberg.
	
	
1945
	
Divorces Else Fisher and marries second wife, Ellen Lundström.

Daughter Eva Bergman is born (with Ellen Lundström).
		
	
1946
	
Son Jan Bergman is born (with Ellen Lundström).
	
Resident Stage Director at Gothenburg City Theatre (until 1949).
	
Crisis (Feb.)

	
1948
	
Twins Anna and Mats are born (with Ellen Lundström).
		
Music in Darkness (Jan.)

Port of Call (Oct.)

	
1949
			
Prison (Mar.)

Thirst

	
1950
	
Divorces Ellen Lundström.
		
The Three Penny Opera, Intima Theatre, Stockholm (Oct.)

To Joy (Feb.)

This Can’t Happen Here

	
1951
	
Marries third wife, Gun Hagberg/Gun Grut

Son Ingmar is born.
		
Summer Interlude (Oct.)

	
Shutdown of Swedish film industry to protest entertainment tax (1951–1952).

	
1952
	
Begins relationship with Harriet Andersson.
	
Artistic Director of Malmö City Theatre (until 1958)
	
Waiting Women (Nov.)

	
1953
	
Divorces Gun Hagberg/Gun Grut.
		
Summer with Monika (Feb.)

Sawdust and Tinsel (Sept.)

	
1954
			
The Merry Widow, Malmö City Theatre

A Lesson in Love (Oct.)

	
1955
	
Begins relationship with Bibi Andersson.
		
Dreams/Journey into Autumn (Aug.)

Smiles of a Summer Night (Dec.)

	
1956
		
Wins Special Jury Prize at Cannes Festival for Smiles of a Summer Night.
	
	
1957
			
The Seventh Seal (Feb.)

Wild Strawberries (Dec.)

	
1958
		
Wins Golden Bear at Berlin Festival for Wild Strawberries.
	
The Face (Dec.)

Värmlänningarna/The People of Värmland (Dec. 19).

	
1959
	
Marries fourth wife, Käbi Laretei.

Daughter Maria von Rosen is born (with Ingrid von Rosen, while married to Laretei).
	
Takes position as Director at Dramatic Theatre.
	
	
1960
			
The Virgin Spring (Feb.)

The Devil’s Eye (Oct.)

	
1961
		
Takes position as Artistic Advisor at Svensk Filmindustri.

Academy Award for Best Foreign Film for Virgin Spring.
	
Stravinsky’s The Rake’s Progress, Royal Opera, Stockholm (Apr. 22)

Through a Glass Darkly (Oct.)

	
1962
	
Son Daniel Sebastian is born (with Käbi Laretei).
	
Academy Award for Best Foreign Film for Through a Glass Darkly.
	
	
1963
		
Head of Dramatic Theatre (until 1966).
	
Winter Light (Feb.)

A Dream Play, Swedish Television

The Silence (Sept.)

	
1964
			
All These Women (first colour film) (June)

	
1965
	
Begins relationship with Liv Ullmann (until 1970).

Becomes sick with viral infection.
	
Wins Erasmus Prize.
	
	
1966
	
Karin Bergman (mother) dies.

Divorces Laretei.

Daughter Linn is born (with Liv Ullmann).

Builds house on Fårö, Sweden.
	
Resigns from position at Dramatic Theatre.
	
Stravinsky’s The Rake’s Progress, Montreal (Oct. 30)

Persona (Oct.)

	
1967
		
Persona AG established.
	
	
1968
			
The Hour of the Wolf (Feb.)

Shame (Sept.)

	
1969
			
The Rite (Mar. 25)

The Passion of Anna (Nov.)

	
1970
	
Erik Bergman (father) dies.

Relationship with Liv Ullmann ends.
		
Fårö Document I (Jan.)

	
1971
	
Brief affair with Malin Ek.

Marries fifth wife, Ingrid von Rosen (November) and moves to Karlaplan, Stockholm.
	
Receives Irving Thalberg Memorial Award at the Oscars.
	
The Touch (Aug.)

	
1972
		
Announcement from Svensk Filmindustri about Merry Widow with Barbra Streisand (never realized).
	
Cries and Whispers (Dec.)

	
1973
			
Scenes from a Marriage (six episodes) (Apr.–May)

	
1975
	
Travels to USA and meets Dino De Laurentiis (Face to Face), psychologist Arthur Janov, and does an interview for the American Film Institute in Los Angeles.
	
Receives Honorary Ph.D. at Stockholm University.
	
The Magic Flute (television) (Jan. 1)

The Magic Flute (feature film) (Stockholm: Oct. 4; US: Nov. 11)

	
Bergman is arrested over tax scandal (January 1976).

Bergman announces to Expressen his voluntary exile from Sweden on April 25 and moves to Munich.

	
1976
		
Contracted to work at Residenz Theater in Munich (until June1980).

Wins Goethe Prize and announces: “I can no longer live in a land where my honor is publicly and unjustly impugned.”
	
Face to Face (four episodes) (Apr.–May).

The Dance of the Damned Women (ballet/play for dancers, choreography by Donya Feuer), SVT (Dec. 15)

	
1977
			
The Serpent’s Egg (Oct.)

	
1978
	
Celebrates sixtieth birthday in Fårö in July.
		
Autumn Sonata (Oct.)

	
1979
	
Exonerated for tax scandal (November).
		
	
1980
			
From the Life of the Marionettes, Oxford (July), Paris (Oct. 8)

	
1982
		
Announces retirement from cinema.
	
Fanny and Alexander (Dec.)

	
1984
		
Wins four Academy Awards for Fanny and Alexander.
	
After the Rehearsal, Cannes (May)

	
1985
	
Brother, Dag Bergman, dies.
		
	
1986
			
Karin’s Face (tribute to Bergman’s mother) (Sep.)

	
1987
		
The Magic Lantern (autobiography) is published in Sweden.
	
	
1991
			
The Bacchae, with music by Daniel Börtz, Royal Opera, Stockholm

	
1992
			
Billie August’s The Best Intentions (screenplay by Bergman)

Daniel Bergman’s Sunday’s Children (screenplay by Bergman)

	
1993
		
The Best Intentions (novel) is published.

Images: My Life in Film is published in English.
	
The Bacchae, Swedish Television (April)

	
1995
	
Death of wife, Ingrid von Rosen.
		
	
1996
			
Private Confessions (screenplay by Bergman, directed by Liv Ullmann), SVT (Dec. 25)

	
1997
			
In the Presence of a Clown, Swedish Television (Nov. 1)

	
1998
			
In the Presence of a Clown, Cannes (May)

	
2000
			
Faithless (screenplay by Ingmar Bergman, directed by Liv Ullmann) Swedish Television (Sept. 15)

	
2003
			
Saraband, Swedish Television (Dec. 1 and 7)

	
2007
	
Death of Bergman (30 July).
		




OVERTURE


Let your intuition come to your help in your listening. I say “listening,” since your hearing is always more sensitive and in better tune with your feelings than your sight, which always registers and analyses and receives far too many impressions, whether you like it or not. Listen and you shall hear. It is your hearing that gives you your images, projections, imaginings. Do so. This is my advice.

Ingmar Bergman 1


Swedish film director Ingmar Bergman (1918–2007) is responsible for many of the most exquisite and haunting cinematic images of the twentieth century: the fused faces of Liv Ullmann and Bibi Andersson in Persona; the blood-red hypnotic sets of Cries and Whispers; and the solemn “Dance of Death” upon a gentle hilltop at the end of The Seventh Seal. Bergman’s films depict the splendor and ruggedness of Swedish landscapes, the depth of human beauty and cruelty, and grapple with weighty themes of faith, imagination, and love. But, alongside his breathtaking visuals and psychologically penetrating narratives, Bergman’s cinematic brilliance flourishes on a third plane, an aural one, with soundtracks that intertwine classical music, a rich palette of sound effects, deathly silence, and blood-chilling screams.

It is no accident that Bergman’s soundtracks are so fascinating. After all, throughout his career, he acknowledged the significance of music in inspiring his cinematic aesthetic. He also sought to create links between the forms and rhythms of music and film. On more than one occasion, Bergman revealed his aspiration to become a conductor and even expressed a longing to break away from what he referred to as the “drudgery of everyday work” to study the life and music of Johann Sebastian Bach. He was employed for a season at the Royal Opera in Sweden, where he developed a love for Mozart, Franz Lehár, and Wagner. Later in life, he married Estonian-Swedish concert pianist Käbi Laretei, from whom he received expert musical guidance and advice. Bergman’s special relationship with music is highlighted in his memoirs,2 books and academic journals,3 newspapers and magazines,4 and in interviews on Swedish Radio (SR),5 and Swedish television (SVT).6
[image: ]Figure 0.1 The “Dance of Death” from Ingmar Bergman's The Seventh Seal. The Canadian Press
Though countless books and scholarly articles have been published about Ingmar Bergman, remarkably little has been written about his distinctive cinematic soundtracks, which are lovingly embroidered with classical music excerpts by Chopin, Schubert, Mozart, Beethoven, and Bach. Throughout his narratives, classical music influences characters’ actions and helps to initiate key dramatic events. Bergman also features a rich tapestry of sound effects and ghostly off-screen sounds that he weaves compulsively into almost every film. This includes the sounds of lighthouse and ship foghorns, church bells, and, of course, ubiquitous ticking clocks. He is notorious for not only repeating the same classical music in individual films but also for recycling excerpts from film to film. In the process, Bergman generates multiple layers of meaning with his use of a type of leitmotivic technique, and through large-scale intertextual links between films that repeatedly draw on the same musical excerpts. Throughout his oeuvre, Bergman gives the soundtrack a privileged role by consistently highlighting the acts of music making and listening. Scenes in which characters listen to music are aurally and visually gripping – especially when accompanied by the classic Bergman close-up. Furthermore, in these instances, music actively serves to bring about narrative and dramatic change.


The Acoustic Auteur and “Bergmanorama”

In a 1954 edition of the Parisian magazine Cahiers du Cinéma, in an article titled “Une Certaine Tendence du cinéma français,” François Truffaut called for a revolution in French directing that he branded a “cinéma des auteurs” (“auteurs’ cinema”).7 Truffaut’s vision demanded that French directors literally take up their pens, write their own scripts, and inscribe their individual visions and personalities into their films. In France, a group of nouvelle vague/New Wave filmmakers was born, including (among others) Truffaut himself, Jean-Luc Godard, and Eric Rohmer. Subsequently, additional international directors were identified as co-members of the auteur pantheon: Alfred Hitchcock, Akira Kurosawa, Carl Dreyer, Sergei Eisenstein, Fritz Lang, Orson Wells, Erich von Stroheim, D. W. Griffith, and – naturally – Ingmar Bergman.

In these early days of theorizing the role of the auteur, in an article titled “Bergmanorama,” Jean-Luc Godard proclaimed film an art (rather than a craft) and the filmmaker an artist, heralding Bergman as “the most original and consummate auteur in all of modern European cinema”:

[Filmmaking] does not mean teamwork. One is always alone; on the set as before the blank page. And for Bergman, to be alone is to ask questions. And to make films is to respond to these questions … [N]othing could be more classically romantic.8


Following on the heels of the manifestos of Truffaut and Godard, the “cult of the auteur” was fervently debated by scholars, journalists, screenwriters, and other film collaborators. Throughout the 1960s, debates raged on the pages of Film Quarterly, Film Culture, the New York Film Bulletin, the New Yorker, and Village Voice, the most famous of which took place between Pauline Kael and Andrew Sarris.9 When the essay “The Death of the Author” by the literary theorist Roland Barthes appeared in 1968, arguing against the practice of interpreting a text from the perspective of authorial intentions and biography, the auteur theory lost its spark and discourse turned increasingly away from the author–creator. In its stead, auteur-based criticism was replaced by newfound critical interest in examining the text itself (through semiotics and structuralism) and reception theory.

But did auteur theory ever completely die? In their introduction to Lowering the Boom, Jay Beck and Tony Grajeda challenge the notion that the author is completely dead. As they argue, the “cult of the auteur” may be perceived as a passé concept in film studies, but it is a debate worth reviving in film-sound studies. Revival of the auteur-based perspective is especially crucial given the new attention to the role of sound in cinema (particularly in the films of Robert Altman, Francis Ford Coppola, David Lynch, Terrence Malick, and Abbas Kiarostami). Beck and Grajeda argue, in fact, for the existence of an acoustic auteur in cinema – a director who “utilizes film sound in new and innovative ways to advance the art of motion picture storytelling.”10 Sound theory, therefore, reactivates auteurist analytical models and reopens the debate.

Considered in conjunction with James Wierzbicki’s Music, Sound and Filmmakers, an edited collection of essays about the “sonic style” of directors (including Bergman, Andrey Tarkovsky, Wes Anderson, Gus Van Sant, the Coen Brothers, Kieslowski, Stanley Kubrick, Peter Greenaway, and Quentin Tarantino), it would seem that the auteur has risen from the dead – at least in the world of music and sound studies. Claudia Gorbman’s “Ears Wide Open: Kubrick’s Music,” her article “Auteur Music,” and recent auteur-based studies by Jack Sullivan on Hitchcock’s music, by Adam Harvey on the soundtracks of Woody Allen, and by Christine Lee Gengaro about Stanley Kubrick’s film music, represent other important contributions to “acoustic auteur” scholarship.11 As pointed out by Wierzbicki, “very few filmmakers, past or present, have a sonic style.”12 Ingmar Bergman, I argue, is one of the few who does.

But can the idea of “acoustic auteurs” be successfully defended when one takes into account the dizzying amount of collaboration required to produce a film? After all, a sound team alone is often comprised of sound engineers, sound mixers, sound editors, Foley artists,13 automatic dialogue replacement editors, mixer re-recorders, music editors, music mixers, and composers.14 What is the actual level of control an acoustic auteur wields over such an expansive team of technical experts? The answer to this question is not so clear as, to date, most film scholarship has focused on the visual and narrative aspects of filmmaking, and film-sound scholarship has been breathlessly trying to catch up.

Slowly but surely, studies dedicated to the technical history of film sound recording and the activities of sound designers have surfaced. The most seminal of these is Vincent LoBrutto’s Sound-on-Film: Interviews with Creators of Film Sound, which provides a voice to designers and sound technicians. LoBrutto’s book has gone a long way in examining interactions between directors and sound crews. Certain directors have worked exclusively with the same sound designers: Steven Spielberg and Gary Rydstrom, Robert Zemeckis and Randy Thom, Jonathan Demme and Skip Lievsay, Steven Soderberg and Larry Blake. As we shall see, Bergman was no exception. He worked time and again not only with the same team of cinematographers, editors, lighting technicians, and actors but also with the same group of recorders, mixers, sound designers, and composers. With such consistency, even in light of collaborative work in the editing room, there is a distinctive sonic style that is apparent in the films of Ingmar Bergman.

Sound studies typically divide the soundtrack into discrete categories of dialogue, music, and sound effects.15 Scholars tend to demonstrate expertise in just one of these areas and conduct studies that have a single concentration on the score (the most popular), the dialogue, or the sound effects. Michel Chion has done exceptional work examining what he terms the “audio-visual” contract between image and sound in film and the importance of considering the entire soundtrack – music, sound effects, and dialogue. Echoing Chion’s plea, Paul Théberge also argues for a holistic conception of filmmaking – one with a more integrated approach to the study of the soundtrack to “allow us to examine the various sound elements in their distribution and their relation to one another and to narration.”16 Théberge makes a crucial amendment – asking that soundtrack “silence” is considered as well. He stresses that the absence of sound plays an important role in contributing meaning to a film. This book builds upon the work of Chion and Théberge, and holistically examines Bergman’s soundtracks through music, sound effects, voices, and silence.


Summary

Ingmar Bergman had a prolific career, directing no fewer than one hundred theatrical performances, fifty films, forty radio shows, three operettas, three operas, fifteen television programs, and nine soap commercials. Though countless monographs and articles address the topic of Bergman’s cinematographic style, theatrical productions, philosophies, and religious beliefs, few scholars have acknowledged the importance of his soundtracks. Critics typically mention Bergman’s pervasive use of the music of Bach, which has been described as a source of strength, transcendence, and solace in otherwise dark and gloomy Bergman narratives.17 Lawrence Kramer offers an insightful hermeneutic analysis of the 1978 film Autumn Sonata, Charlotte Renaud’s unpublished master’s thesis from Paris-Sorbonne University surveys Bergman’s use of classical music excerpts, and Maaret Koskinen provides thoughtful ideas about music and sound in The Silence.18 Finally, Per F. Broman has called for a revision of Bergman’s reputation as a camera-centered film creator and has provided an invaluable survey of his musical style.19

Bergman’s soundtracks deserve more academic study, not just to gain appreciation for his cinematic works (a worthy goal in itself) but so that we can better understand his ground-breaking musical ideas and methods, and how these ideas and methods have influenced filmmakers who have followed in his footsteps. This book takes a three pronged approach: it examines biographical links to music through primary documents collected at the Ingmar Bergman Foundation and at the Swedish Television and Radio Archives; it interprets Bergman’s soundtracks through music, sound effects, and the voice;20 and it sheds light on Bergman’s working methods with sound technicians, mixers, and editors.

Chapter One, “Aural Close-up: Music in Bergman’s Life,” examines his first musical memories, childhood music lessons, musical talents, musical preferences, and his musical/operatic productions. I show how music played a sometimes painful role in shaping the man and the director he became. The chapter also examines archival documents pertaining to musical collaborations and correspondence with composers, performers, and conductors.

Chapter Two, “A Language of Love: Ingmar Bergman, Käbi Laretei, and Music,” examines Bergman’s relationship with his fourth wife, concert pianist Käbi Laretei. Though their marriage did not last, they continued to collaborate and inspire each other throughout their lives. I show how Bergman’s exposure to Laretei’s musical world of rehearsals, piano performances, and recording sessions deeply affected his attitude toward classical music, and had a profound influence on his cinematic narratives and his approaches to filmmaking. To a certain extent, Laretei also played a role as musical educator and advisor. For this chapter, I draw upon sources such as newspaper and magazine articles, television and radio programs, and Laretei’s memoires and love-letters.

Chapter Three, “Bergman’s Film Music: Music as Film and Film as Music,” investigates the intersection of film and music in Bergman’s creative process. I show how music inspired Bergman’s film titles, film forms, editing rhythms, and cinematic ideas. The chapter summarizes and surveys the music of Bergman’s films: classical music, his favorite musical works and composers, foundational film-music memories, and his penchant for Bach and for the music of twentieth-century Swedish composers. The chapter concludes with a survey of Bergman’s film music and in-depth examinations of the music of Karl-Birger Blomdahl (linked to non-diegetic music in Bergman’s films) and Johann Sebastian Bach (linked to diegetic music).

Chapter Four, “Ingmar Bergman’s Musicians,” investigates films that prominently feature musicians: Autumn Sonata, Saraband, and To Joy. Bergman’s narratives are inhabited by musicians representing every rank of musical society. When offstage, musicians (along with his actors and dancers) are exposed as insincere liars. It is through such contexts that the music of Bach, for example, can take on a darker and more ominous tone. Given the thematically crucial character flaws of many Bergman protagonists, music is often used to injure, seduce, manipulate, and deceive. This chapter explores how ideologies of authority and submission are superimposed onto musical interactions between performers and listeners. During these musical moments that highlight the acts of listening, performing, and practicing, narrative meaning temporarily comes into focus. I show how Bergman forces the audience to view musicians with suspicion, and music itself as disturbingly ambiguous and powerful.

Chapter Five, “Bergman’s Musical Clones and Character Doubles,” investigates musical repetition. Bergman’s taste in classical music is perhaps most palpable in the excerpts he chooses to repeat: Schubert’s chamber music, Bach’s cello suites, and Chopin’s piano works. I argue that Bergman routinely uses musical repetition to highlight relationships between “character doubles” and “character chains” that populate his narratives. In some cases, Bergman’s fondness for musical repetition can be linked to his stern criticism of artists, dancers, musicians, and actors who lie, manipulate, and deceive. In other situations, Bergman’s repetitive quotations serve to unlock leitmotivic emotional memories for his characters. Four films are examined for musical repetition: In the Presence of a Clown, Cries and Whispers, Through a Glass Darkly, and Saraband.

Chapter Six, “Listening to Bergman’s Monsters: Horror Music, Mutes and Acoustical Beings,” focuses on the significance of the voice (or the lack thereof) in Bergman’s soundtracks and expands ideas put forward by Michel Chion pertaining to the omniscient and bodiless acousmêtres (“acoustical beings”) and mutes of film. This chapter examines mutes and acousmêtres in Persona, Hour of the Wolf, and All These Women and how the quality of their voices – or, indeed, their silence – aids them in articulating their identities and manipulating and tyrannizing those around them.21 Chion suggests that mutes and acousmêtres are typically drained of their powers when they find their bodies or voices. I show that Bergman’s characters actually become more powerful by mutating into monstrous mute–acousmêtre hybrids or by merging with other characters.

Chapter Seven, “Music Lessons with August Strindberg,” examines Bergman’s 1963 televised production of Strindberg’s A Dream Play. This is a work that focuses on hearing and makes fascinating use of music and sound effects. In this production, Bergman relies heavily on the theatrical directions of Strindberg when he uses classical music, the sounds of bells, and even mute screams. The second part of this chapter links Bergman’s sound effects in A Dream Play to his later films. I demonstrate that the influence of Strindberg on Bergman’s sonic style should not be underestimated. This chapter reveals how analogous sound-effect function and meaning is discernible across Bergman’s oeuvre, meaning that clocks, bells, and foghorns are parts of Bergman’s intertextual filmic soundscape.

Though several articles have featured interviews with Bergman’s cinematographers and actors, few have involved members of his sound crew. Chapter Eight, “Mixing with Bergman: At Work in the Sound Studio: Winter Light and From the Life of the Marionettes,” includes reflections on the memoirs of Vilgot Sjöman, a director who shadowed Bergman while he worked on Winter Light. His account of a sound-mixing session for the film offers extraordinary insight into Bergman’s working process. The chapter also draws inspiration from a recording of a sound-mixing session (never heard or seen before) for Bergman’s German-language film From the Life of the Marionettes. The recording makes it possible to interpret the film from the perspective of the soundtrack and reveals secrets about music encoded in the soundscape that have never before been considered by scholars or critics. Studied in conjunction with an interview with sound designer Owe Svensson (in Appendix E of this book), this chapter analyzes Bergman’s working methods and “hands-on” approach in the sound studio.

Film music is a relatively new sub-discipline of musicology inwhich academics are still working to establish vocabulary, theories,and analytical methods. Claudia Gorbman, Michel Chion, DavidNeumeyer, James Buhler, Anahid Kassabian, Royal S. Brown, Kevin Donnelly, Rick Altman, and James Wierzbicki, among others, have been instrumental in establishing and expanding film music vocabulary in ways that help to conceptualize links between cinematographic images and soundtracks. Wierzbicki has made a recent call to scholars to focus on the “distinctive aural identity” of auteur filmmakers. This book is crucial to this effort as it is a pioneering contribution to auteur-based soundtrack studies and is the first of its kind to establish Bergman’s style as an auteur filmmaker vis-à-vis a comprehensive examination of music, sound effects, voice, and silence. Bergman’s soundtracks help to define him as one of the outstanding auteur filmmakers of the twentieth century. Sonatas, Screams, and Silence assembles a wide range of evidence to demonstrate conclusively that these soundtracks are as superbly developed as Bergman’s psychological narratives and breathtaking cinematography – not at all surprising for an auteur who wrote so explicitly: “Listen and you shall hear.”
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PART I A Musical Life

[image: ]Figure 1.1 Ingmar Bergman, 1970. Photo: Bo-Erik Gyberg
Gyberg recalls Bergman reacting enthusiastically to this photo, insisting that it be published. Bergman asked Gyberg jokingly, “Where is the orchestra?” According to Gyberg, “The reason Bergman liked this picture so much was because of his profound interest in music. The photo made him appear as a conductor in front of an orchestra and he really enjoyed that” (private email correspondence between the author and Bo-Erik Gyberg, March 22, 2014).



1 Aural Close-Up Music in Bergman's Life


DOI: 10.4324/9780203768556-2


Prelude: A Musical Childhood

Music came into my life through the piano and has been indispensable ever since. More important than food and drink, it came to represent a source of solace and support.1

Ingmar Bergman, 2001


Music entered young Ingmar Bergman’s life thanks to a small fortepiano that stood in the family home. As a boy, he delighted in conducting experiments at the keyboard to study the resonance of individual notes. Upon realizing one day that he could play two tones simultaneously, he experienced the thrill of dissonance. And then, by sinking his elbows and outstretched hands into the keys and lowering his feet onto the pedals, he learned to sustain marvellous cluster chords over prolonged stretches of time, mesmerized by the blended sonorities as they lingered on and on before fading away. As Bergman described in an interview on Swedish Radio in January 2001, his first forays into music-making involved these types of naive improvisations. He admittedly “never made any melodies,” favoring instead what he described as his own idiosyncratic brand of atonal “Arvo Pärt-style” music.2 It was not long afterward that Ingmar’s mother Karin (née Åkerblom) found him a piano teacher who, he recalls, had a hairy upper lip, dentures and a wig, and smelled of Karlsson’s glue.3 A particular ditty that left a lasting impression on Bergman came by way of a children’s songbook containing the well-known German tune: “Hopp, hopp, hopp! Pferdchen lauf Galopp!” (“Jump, jump, jump! Gallop little horse!”)

Thanks to a routine enforced daily, practicing songs like this, it was not long before young Ingmar absolutely detested playing the piano. Indeed, as he explained, “the piano lessons were effectively killing my desire to experiment. They were infinitely sad … supervised, and dusty. But I learned the notes and I learned their position on the piano.”4 Still, he persevered for many years, continuing music lessons until around the age of twelve, advancing until he could play études by Carl Czerny, a composer he described as “the scourge” of all piano students.5 Bergman even tried his hand at music composition. In an interview on the Swedish Radio program Sommar, which aired on July 18, 2004, he reminisced about his childhood attempts at writing music: “I have a feeling that it was unplayable. But I thought it looked so cool and so wonderful.”6
[image: ]Example 1.1 A Song from Bergman's Childhood: “Hopp, Hopp, Hopp!”
It was abysmal boredom and a self-diagnosed “musical disability” that eventually killed his ambition to persist with his piano studies. Though he remained a great lover of music throughout his life, Bergman described an “embittered struggle” when it came to personal music-making of any variety. All too aware of his deficiencies, he was unable to take pleasure in playing the piano, singing, or even whistling. As he wrote in The Fifth Act:

My love for music is unrequited. I lack an ear or memory for melody. But it doesn’t much matter. The most important thing is not to be loved, but to love. If I had been talented and had not become what I have become, I would have in all probability been a music conductor. It is true that I’m completely deaf in my right ear since my military duty, when I was in charge of a so-called M-14 machine gun. But my left ear can still hear a cricket sing. My right ear is what they call legally blind, but I can see like a raven with the left one.7


Perhaps as a result of the hearing damage from his time in the military, Bergman developed more severe problems with his hearing later in life. He often complained of suffering from hyperacusis – a condition involving severe aural hypersensitivity, causing normal noises to sound painfully amplified. As a result, he was unable to withstand the noises of vacuums, and lawnmowers, and also complained about amplified airplane speaker announcements and untuned pianos.8

Bergman also blamed his musical shortcomings on a “total inability to remember or repeat sequences of notes.”9 He recalled his fruitless attempts at making music, working day after day with a tape recorder and score – a paralyzing experience that made him all too aware of his lack of skill. He would force himself to “spend an inordinate amount of time learning musical works … listening to every bar, every beat of the pulse, every single moment.”10 Though he complained of being utterly unable to sing or whistle a tune, in an interview with Vilgot Sjöman, Bergman admitted he knew instinctively that he was not altogether unmusical, and expressed a suspicion that there were probably deep underlying psychological issues hindering him from pursuing a musical career.11


Early Musical Likes and Dislikes

Bergman developed a special penchant for old keyboards (particularly organs, harpsichords, and square pianos) and percussion instruments, the sounds of which drove him into states of joyful euphoria.12 Proof of his passion for percussion is found in soundtracks accompanying the opening credits and intertitles of most of his films. He had other fond musical memories of the household maids (Siri, Alma, and Maj), described as “big warm good girls,” who would often sing folk songs and tell haunting tales about ghosts and murder. These are memories revisited in the fictional world of Fanny and Alexander (where the names Siri and Maj resurface, associated with Fanny and Alexander’s nannies) and similar types of grotesque stories are shared between Alexander and Justina, the maid at the Bishop’s residence.13

Bergman frequently retold a story about a man he referred to as his “uncle,” who would often dine in the family home and regale the Bergmans with after-dinner music:

I remember especially one time – it’s my first memory of music. He played a piece, a folksong from Dalarna. Yes, then something terrible happened. This is a tune in a minor key, which is not too uncommon among folksongs. But I began to cry … I had held myself together for a long time and I remember having a vision. At that time … a close friend to our family had passed away. And we went to see her – everyone, all the children, my brother, my sister, me, and my parents – all went to bid farewell to the dead. And the dead lady was already in her coffin, at home in the apartment. I was not afraid but the experience made an incredibly strong impression on me, and that was the main reason why I began to cry. The music painted a picture of my mother in a coffin and I was deeply in love with my mother so I could not endure the thought and broke down completely. Someone in the family helped me up to the nursery and sweet Uncle Einar, terribly humiliated, said, “So the boy did not like the music!” I remember hearing those words very clearly just as I went up the stairs to the nursery. But never have I denied how the music connects itself to time; this memory is so clearly etched in my mind and is so present with me today that I can relive it whenever I want.14


Born out of this experience, it is no wonder that Bergman’s least favorite instrument came to be the violin, which he claimed to find unbearable in the hands of any musician other than Isaac Stern.15 Functioning like a death knell, the violin triggered violent crying attacks and, associated with a mixture of painful memories and forebodings of his mother’s demise, it continued to haunt him throughout his life. It is, perhaps, for this reason that his film To Joy (examined in Chapter Four), which follows the career of a concert violinist, is marked by misery, death, and exceedingly poor violin playing.

Bergman’s adolescence was accompanied by the gritty Weimar cabaret sounds of Lotte Lenya and the Lewis Ruth Band. He was particularly fond of a Telefunken LP recording from 1931 conducted by Theo Mackeben, featuring numbers from Bertolt Brecht and Kurt Weill’s The Threepenny Opera and The Rise and Fall of the City of Mahagonny.16 In a radio interview, Bergman describes his first contact with Weill’s music on vacation in 1934, during an extended visit with a host family in Germany:

One Sunday evening we visited a school friend of Hannes. His father was a bank manager in Weimar. And he had a beautiful black-haired daughter named Rebecca. Her older brother Simon had a gramophone and we played records and talked and drank soda … Suddenly, brother Simon shut the door to the large family room where the parents sat and read magazines. He stuffed a towel and a pair of socks in the gramophone … in order to mute the sound. Behind the bookcase, he fished up four blue Telefunken records and he put on one of them. It was a music that was far removed from [what I had previously experienced in Germany]. It was different than the fanfare [of Nazi parades] and Wagner, and red-flowered march spirit and optimism and illusions about Hitler’s thousand-year kingdom. This music was a message from another world: a gritty and dirty city with laughter, brimming with desperation; a burning tenderness and icy contempt … Brecht and Weill were from a theater in Berlin and the work was called The Threepenny Opera. And a woman with a brazen voice sang and she was named Lotte Lenya, and the orchestra was the Lewis Ruth Band. And the records we listened to were all banned. Simon said that it was forbidden to play them. And it was classified as something like entartete Kunst [degenerate art].17


Bergman had other nostalgic reminiscences of Duke Ellington’s Black and Tan Fantasy album, which added exhilarating texture to a hormonally charged summer spent at Smådalarö when he was fifteen:

[My] parents had rented a wonderfully beautiful little house by a bay with views over the whole Jungfrufjärden, and it was gorgeous as hell. I was fifteen or something [and] … the place swarmed with beautiful girls – one more beautiful than the other, and one more lightly dressed than the other. And I was totally confused and thought it was heaven. I’ve seen pictures of what I looked like at that age. I was right in the worst stage of puberty. Tall and terribly rickety, skinny and poor body posture. And, to all hell, I had pimples. I also had a stuttering problem. I had a difficult time expressing myself fluently, but I was very eager to make contact with these beautiful girls. It did not go very well, mainly due to two reasons: I had the poor judgement to try to make them interested in things I found of interest – Kant, Nietzsche, and Strindberg – topics they couldn’t have cared a shit about. Additionally, there was a lack of boys on Smådalarö and some of the girls were determined to teach me how to dance. There was a portable gramophone owned by the Hirsh family and their three sweet daughters, and it was moved to the barn where one of the girls was going to teach me how to dance. And it did not work out at all. I had to hold the girl when dancing and I became sexually aroused and it showed. So I ran out the door and up the hill to the forest and stayed by the mill half the night. And so they gave up their attempts to teach me how to become a dancer. I’ve never been a dancer, which is one of my flaws.18


Through his father, Erik Bergman, who played the organ and sang “with great musicality and pure pitch,” Bergman was also exposed to music in sacred contexts – particularly at Hedvig Eleonora Church (located in the Östermalm neighbourhood of Stockholm), where Erik served as a minister.19 To this end, Bergman has described his childhood as drowned in hymns and psalms and music for the “common man.” Growing up in a minister’s home, after all, meant that “going to church was mandatory, regardless of how boring it was.”20 Bergman recalled that he would sit next to Erik Erhling, the church organist who also worked as the music conductor at the Royal Dramatic Theatre (commonly referred to as Dramaten) in Stockholm. Bergman was occasionally permitted to accompany Erhling to Dramaten rehearsals, and it was in this way that he initiated a lifelong love affair with the theatrical world of Swedish playwright August Strindberg (1849–1912). In fact, one of Bergman’s most vivid early memories of the theatre was of Olof Molander’s production of Strindberg’s A Dream Play, which he watched night after night from the lighting tower – an experience that stuck with him (as we shall see in Chapter Seven) and ultimately resulted in stage productions that he mounted himself at multiple junctures in his career. It is important to note that, through Erhling, his initial perspective of the Dramaten theatre was from that of a musician, a foundational experience that might speak to Bergman’s sophisticated approach to sound effects and music.21


Smitten with Opera

On the Swedish Radio programs Sommar and Biodags, Bergman explained that his introduction to opera came at the age of thirteen, when he attended a production of Wagner’s Tannhäuser at the Royal Swedish Opera (August 8, 1931):

It was my first visit to a big theatre, and I found it all breathtaking. I don’t think I will ever forget Tor Olf Jansson’s realistic scene décor and decorations. For the first act there was a spring-like forest, with the castle Wartburg in the distant blue heights of the background. The huge orchestra shook the walls and there were grand choruses. [And there was] the dreamy, pure, and innocent Elisabeth and the equally beautiful, wonderful and sinful Venus, and the theatre room, the curtain, the ceiling paintings, and the huge chandelier. Everything was incredible, and fantastic. The Opera became my refuge from a crass and intrusive reality.22


Bergman remembered that the role of Elisabeth was sung by Brita Hertzberg (1901–1976) and it has since been discovered (from a 1931 playbill) that the role of Walther von der Vogelweide was sung by the young Swedish tenor Jussi Björling (1911–1960). According to his memoirs, it seems that the teenage Ingmar had eyes (and ears) only for the stunning Ms. Hertzberg, describing her as “very beautiful” and admitting that he was as in love with her as he was with Wagner.23

Such magical experiences at the Royal Swedish Opera prompted Bergman to self-identify as a full-fledged opera lover.24 He called it his “great passion” and regularly attended performances. Indeed, because they were extremely affordable, he was able to attend so frequently that he claimed a regular seat in the third row of section 61:25

In the beginning I wasn’t allowed to go alone to the opera. But eventually I got to go alone. I was thirteen or something like that … and alone at the opera. And then I started going all the time. I would go to the matinee at the cinema on Sundays, which cost thirty-five cents, and I went to the opera on Saturday nights. It was very exciting, because back then they had very large advertisements in the newspapers and posters around the city … But the Stockholm Opera played seven evenings and six different operas. I had no understanding of opera but it was exciting. Immensely exciting!26


When Ingmar was in his twenties, the Royal Swedish Opera’s director, Harald Andrée, took notice of him and asked whether he could read music. Having reached only the humble “heights” of Czerny-level piano études, Bergman was far from possessing the prerequisites to read orchestral scores. But, eager to try his hand at helping to create opera magic, he exaggerated his musical ability to Andrée and was consequently offered a job as “an unpaid anything” at the Royal Swedish Opera, working as a production assistant to directors such as Ragnar Hyltén-Cavallius and Issay Dobrowen.27 Bergman reports in the radio interview for Sommar that, besides fetching sandwiches and running errands, he sometimes worked during the evening concerts (in an age before electric signaling) as a “prompter” – indicating scene changes with whistles and lights to stage hands. He would stand to the left of the stage with the opera score, playing “director” and shouting out orders to the lighting technicians, who were tasked with maneuvering massive machines. For the duration of Bergman’s employment at the Royal Opera during the 1941–1942 season, highlights included:28 Natanel Berg’s Birgitta, Mozart’s Don Giovanni, Offenbach’s Orphée aux enfers, Mozart’s Cosi fan tutte (conducted by Fritz Busch), Lehár’s The Merry Widow, and Dahlgren and Randel’s The People of Värmland. Bergman recalled later in life that Mussorgsky’s Khovanschchina, Hyltén-Cavallius’s production of Gounod’s Faust, and Dobrowen’s production of Khovanschina were particularly memorable.29


Bergman's Opera Productions


The Queen of All Operettas and the Malmö City Theatre

Over his lifetime, Bergman directed three operettas and three operas: Bertolt Brecht and Kurt Weill’s The Threepenny Opera (1950), Franz Lehár’s The Merry Widow (1954), Andreas Randel’s Värmlänningarna (1958), Igor Stravinsky’s The Rake’s Progress (1961), Mozart’s The Magic Flute (1974), and Daniel Börtz’s Backanterna (1991). Two of these, The Merry Widow and Värmlänningarna, were staged during his six-year stint as artistic director at the Malmö City Theatre. Bergman adored the music in The Merry Widow and referred to it as the “queen of all operettas” and the “gold” of the genre.30 In an interview, he described his directorial debut of the work:

I had the honor and pleasure, during my time at the Malmö City Theatre, to direct this one in full sails! It had a great crew, large orchestra, big choir, rich set décor and was great fun. The music was incomparable!31


In 1958 Bergman mounted Värmlänningarna (The People of Värmland), a two-act musical drama with text by Fredrik August Dahlgren and music by Andreas Randel. By the time Bergman decided to stage the work for the Malmö City Theatre, it was well known and well loved by the Swedish people, having premiered at the Stockholm Royal Opera in 1846. Bergman had already produced it as a radio play in 1951, and it had been re-broadcast on the Swedish airways every year since, typically during the Christmas season.32 The People of Värmland is less well known among international audiences as it is categorically and undeniably Swedish.33 It has a Swedish libretto, is set in Värmland in central Sweden, and features a Scandinavian tenor hero and soprano heroine named Erik and Anna. On the radio program Sommar, Bergman described the process of mounting the production as “extremely fun”:

We had an amazing set décor specialist who knew older painting techniques and how to create classic theatre backgrounds … It was insanely beautiful. And the audience loved it as well … I asked Eva Dahlbeck, who was one of Dramaten’s most famous actresses, if she would take the role of Anna. And she had a beautiful singing voice, an amateur’s voice, but beautiful.34


The aesthetic beauty of the 1958 production was intentional, as Bergman wanted it to have mass appeal with the hope of attracting non-theatregoers, who might, if the experience was pleasant enough, return to watch other productions. According to reviews at the time, The People of Värmland, with its mix of visual/aural beauty and nationalistic sentimentality, was a grand success. This was essentially Bergman’s “swansong” to the Mälmo City Theatre as, shortly thereafter, he found himself in a new, more prestigious position as Director of the Royal Dramatic Theatre in Stockholm.


Success with Stravinsky's The Rake's Progress (1961 and 1967)

What was to transpire next was a dream come true for Bergman. In 1961, he directed an opera at the Swedish Royal Opera House by one of his favorite living composers, Igor Stravinsky. The Royal Opera House was a decidedly highbrow musical venue for a theatre/film director who, until then, had staged only theatre productions and a few light operettas. Of course, it was Bergman’s old haunt from his teenage years and the site of his first job, but on this occasion, rather than fetching sandwiches and calling lighting cues, he was directing one of the greatest musical masterworks of the twentieth century – Stravinsky’s The Rake’s Progress.
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