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This is a very personal interview ~vith Ingmar Bergman, cinema's Strindberg, who at 
65 has definitely finished with film after a forty-year career and fifty pictures. Fanny 
and Alexander really is his last film . The master has returned to his roots, the 
theatre. Today, he's a quiet, happy and somewhat introverted bourgeois. His si,1(ty­
fifth birthday was celebrated at home, on Faro, the barren island between Russia 
and Sweden in the Baltic, where, as he says, he found himself Gathered around him 
were his eight children and four grandchildren, assembled by the sixth Mrs. 
Bergman, Ingrid. 

Bergman tends to see remarks he made in the past as being relative - remarks 
about religion, love, his searchfor God and hisfear of death. He states he has made 
films only for himself Films and life were always inseparable to Ingmar Bergman, 
who put everything he was into his pictures. Actors and especially actresses have 
spoken of his depressions, first his problems with God and then later, his 
preoccupation with problems between people. That he opened the eyes of the 
world to the small tragedies of interhuman relationships is of no importance to 
him, he says. Neither is his equally eye-opening manner of dealing with the rapid 
evolution of Christian ideology since the Second World War. "I don't care" is the 
recurring theme of his talk nowadays. Yet it was Bergman who painted the 
merciless portraits of people who don't communicate anymore in Cries and 
Whispers and Scenes from a Marriage 

He sees Persona as the cathartic film of his career, a journey beyond artistic 
marriages and bohemian relationships. The film portrays two spiritually related 
women, one of whom doesn't talk anymore. A tragic changing of the guards: Bibi 
Andersson, his girlfriend at that time, had to step aside for Liv Ullman, while 
Bergman was still married with the pianist Kaebi Laretei from Est/and. He finally 
found his deliverance, and decided to leave the National Theatre in Stockholm and 
to divorce Kaebi. He wanted to settle down on the island of Faro with Liv Ullman, 
but his subsequent marriage in ' 71 with Ingrid (he would like to run a small French 
restaurant with her) only highlights even more starkly his flight into the bourgeoisie. 

Now the bitter psychological analysis has ended. Bergman's lastfilm looks back 
on all the findings and loosings of each other. With it he wan ts to ma ke it clear that 
one can always start again - that everything is possible. Strange how this careerofa 
magical director, well acquainted with demons and illusionists, lies firmly wedged 
between two 'cheerful' pictures: The Smile of a Summer's Night and Fanny and 
Alexander. (Distributed a,cross Canada by Les Films Rene Malo, Fanny and Alexander 
is scheduled for national re-release in March.) Bergman has retur"ned to his point 
oforigin : a happy, contended child in a matriarchalfamity. Women have ruled his 
life. Doesn't his present wife Ingrid, confesses Bergman, show a remarkable like­
ness to his mother? 



• 
by Frenk van der Linden 
and B.J. Bertina' 

"I hal'e to warn you", Mrs. Bergman 
said as we made the final appointment 
for the interview. "Ingmar is always on 
time. Punctual. Don't be a minute late, 
otherwise he' ll be gone. My husband is 
a Swiss watch." 

Therefore, a quarter of an hour early, 
we e ntered the office of Cinema­
tograph, Bergman's commercial pied a 
terre in Stockholm. 

While we are waiting on the stairs in 
the stately yellow villa, we hear him 
whistle as he comes in. Slaps on the 
shoulders, hugs, roars of laughter, the 
rituals ofa non-existent, but seemingly 
sudden, intimate, friendship. His wife 
Ingrid waits for us in the office. A 
friendly formal lady in a tailored suit, 
her grey hair in a chignon. Bergman is 
wea ring a drab velvet corduroy suit 
and worn shoes. 

She directs us, especia lly the hesitant 
director, to a room with two rows of 
sea ts and a screen. On the wall a por­
trait of Viktor Sjostrom, the Swedish 
cinema pioneer and Bergman's inspirer. 

Cinema Canada: You hate meeting 
strangers. 
Ingmar Bergman: Yes, I like to feel 
secure, to talk and work with people 
whom I know through and through. 
vVhen I have dinner in a restaurant I 
m us t s urvey every corne r beforeh and. 
I need to fee l safe, to be safe. I hate 
improvisi ng. I want things to turn out 
the way I p lanned the m . Communicating 
with s trangers is often unpleasant. 
Sometimes you have to spend two hours 
wi th a journalist you disliked at firs t 
s igh t. Those hours are an eternity for 
me. I don 't do it anymore, I'm too old for 
it now. When I feel it's not going to work 
ou t, I usually say: ' ( don 't think we are 
on the same wave- length, let's stop. You 
go your way and I'll go mine, write 
w hatever you wan t.' But sometimes I 
am curious, especially in the case of 
actors or directors. Then I overcome my 
fear. But w ho are you ? What do you 
wa nt from Ingmar Bergman ? 

We el<plain. Bertina, 68, a movie critic, 
has followed Bergman professionally 
from the beginning. He is eager to learn 
his outlook on life and the cinema after 
a 40-year-career and 50 films. Van der 
Linden, 25, a reporter who knows Berg­
man only through his latest pictures, 
wonders what has made him the man 
he is in all those yea rs. 
Ingmar Bergman: Aha, another old 
man I How do you feel? Well ? Listen: 
when you're old you have to whistle . 
When I'm in a bad mood I w his tle to 
change it. When you've got problem: 
s tart laug hin g. Laugh, la ugh, laugh and 
you w ill fee l better. Try it somet ime. 

And the n you, the representation of 
yo uth ! Don 't make it too difficult for m e, 
will you ? 

Cinema Canada: Sorry, I have to. 
When as a little boy I was in bed at night 
and I heard m y parents quarrel, I used 
to sneak down-stairs to pee k through 
the glass-pane of the living-room -door. 
While watching y our film Scenes of a 
Marriage Ifeel m yselfgoing back to the 
years of m y own childhood. 

Reporter Frenk van der Linden and 
critic B.J. Bertina are Europe-based 
journalists. 

INTERVIEW 

• "What do you want from Ingmar Bergman 7" 

Ingmar Bergman: Perfect. That's it. 
My film is your d e ja-vu. Good for the film 
that it worked that way. 

Cinema Canada: Did you wa nt it to 
touch people in that way? 
Ingmar Bergman: I don 't care. 
(Laughing loudly) ( really don" care. If 
someone told m e her husband com­
mitted suicide afte r seeing my movi e , I 
would say: Well, I don't care, it' s not my 
business. I just create my picture, that's 
my s ta te ment, and then I le t it go, I don' , 
look a t it agai n, it has become other 
people's affair. That's the way it is. 

Cinema Canada: As a director you 
are more or less your own psychiatrist. 
Pieces of your own life emerge, prob­
lems you're been struggling with. 
Ingmar Bergman: All artis ts are their 
own p sychiatris ts . I'm sure about that. 

Cinema Canada: Is that why you say 

'making a picture is suffering' ? Because 
you are continuously confronted with 
yourself, because you try to come to 
terms with your problems whilst 
making a film ? 
Ingmar Bergman: I mea nt th a t in a 
much more vu lgar way. Mak in g pic tures 
hurts because ea rly every morning you 
have to go to the stud io knovving that 
you will have to stay there for nin e , te n 
hours. You know that you have to fini sh 
three minutes of the film the same dav. 
And that for fifty, eighty, or a hundre'd 
days in a row. At the e nd of th e working­
day yo u're dead. 

Obsession and passion 

Ingmar Bergman: It's a neurotic job. 
It's an obsession, a passion . You suffer. 
It 's unhealthy, bad for yo ur body and 
bad for your soul. You have to e ndeavour 
to attain you r best constantly. No other 
artist has to deal with so much stress. A 
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violinist has on ly his ins trumen t to think 
of. Sometimes also the orchestra , but he 
is only responsible for himse lf. As a 
director I operate an extremely com­
p lica ted machine and I am responsib le 
for everything that happens in and with 
it. Actors, technicians, fi lm crew. Usually 
we have good contact. Sometimes 
som e thing is brewing, the tension rises 
and the ulcer bursts. What a struggle I 

Cinema Canada: But a s trugg le with a 
'thera peutic effect', as you call it. What 
was that effect in the case of your last 
film, Fanny a nd Alexander? 
. Ingmar Bergman: (Literally he shakes 
the question off. ) Is it therapeutic to 
work on somethi ng in which yo u find 
pleasure from the moment you start to 
write? It was fun. A lot of people say it is 
a picture I made to come to terms with 
my chi ldhood. Of course there are 
e lements of my youth in it. Alexander, in 
a way, is me. But those are minor things. 
I don 't have to heal any childhood­
wounds - I haven' t got any. It was fun . 
Fun! The s tatue in the first part of the 
picture, waving at Alexander, I remem­
ber that from w h en I was a little boy. 

Cinema Canada: The fantasies of a 
child ? 
Ingmar Bergman: No. No. Not a 
fantasy. I rea lly saw it. Chi ldren see 
those things Alexander tells lies, he 
says hi s pa l-e nts want to sell him to a 
trave lling circ us. At school I told mI' 
friends th e same. Because I was craz~' 
abo ut th e circus, I li ed. I v,'anted to be 
im portant in the eyes of my little friends. 

And the mad uncl e who extinguished 
candles by farting ... I had s uch an uncle . 
And his marriage was unhappy. The 
grandmother in Fanny and , ~/e.\a nder 
has many characteristics of mv own 
grandmother, although my grand~other 
was n' t a th ea tre-wom a n. I had a verv 
warm relations hip with her, even whe~ 
I was a little boy. My father was a clergy­
man and the doors of a clergyman's 
home are a lways open. It was a turbulent 
life: people came and went - stressv. At 
my grandmother's in Uppsala it ~was 
very quiet. I was alone with her, I loved 
her and she loved m e. We spoke about 
life, the little boy of seven a nd that 
te nder old woman. She treated m e as if ( 
were an adult. Sometimes I wouldn't 
understand what she sa id . It didn' t 
matter, we made co ntact. She was 
patient. intel ligent. A strong woman. ( 
wanted to h ave h er in the film . 

And just like Alexander I was a lso 
dead ly afraid of ghosts, d e mons . I saw 
the m , they ha unted m e, I couldn' t escape 
th em . 

Cinema Canada: Fannv and Alexan­
d er is not a black pict~re. Did vour 
friend Kiell Grede influence l'o~ bl' 
saYi.ng: "Why does a man who fi~ds Iije 
so rich and pleasant make such serious, 
depressive movies ?" 
Ingmar Bergman: No, that didn 't 
affect me at a ll. (He spreads his arms. I 
Not at a li i I act the way I feel and 
Ingmar Bergman was a happy man in 
th ose d ays. ( don't s tart writing \\ 'ith the 
Idea this \\il l be the tone of the picture ­
th at 's an extremeh ' a rtifici a l wa\ ' of 
w ork ing. I jus t write. I don' t make a 
movie to show someo ne I'm a c h ee rful 
or a d epressed person . 

Television: le,?s complicated 

Cinema Canada: It's hard to believe 
this was your last film . 
Ingmar Bergman: (Bergman bursts 
out laughing again, slaps his knees and 
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• INTERVIEW 

• The master, together with his leading ladies from Cries and Whispers: Ingrid Thulin , Li v Ullmann, Harriet Andersson and Kari Sydman 

then whispers.) Yes ... sure .. it's over. 
For the fun ofit I'll make some television 
stuff, but that's a lot easier. You have to 
produce the same quality, but the work 
takes less time.. an old man, you 
understand ... it's less complicated. And 
you don't spend yo ur own money or the 
monev of som e financier. You're not 
responsible. If it takes a million? Two 
million? You don't care, because nobody 
cares. 

Cinema Canada: Don't you think that 
telel'ision will eventually mean the 
death for the cinema? Before long, 
people will be able to lI'atch television 
ten hours a day. Who will stillll'ant to 
go to the cinema? 
Ingmar Bergman: The cinema will 
alwavs exist. In the future people will 
sti ll long to come together in a dark 
room w ith a magic screen. It 's the expe­
rience that counts. You ng people already 
turn away from television , thel ' throw 
themselves at video instead. But in a few 
years' time that gimmick too will have 
disappeared. People want to come out 
of their caves again and again to s nuggle 
up to one another. 

But why is it so hard to be lieve I want 
to stop making pictures? Ingmar Berg­
man is not a liar. 

Cinema Canada: You once said: "My 
work in the theatre is like the roots 
from which a tree, the movie, grows." 
You want to continue doing plays and 
working in the theatre, so inevitably 
trees will grow. 
Ingmar 'Bergman: Maybe I won't be 
able to stop their growth. I won't force 
them into the ground, I'll leave them. I'll 
just leave them be. Don 't forget the most 
beautiful moment of making a film is 
before yo u start shooting. I can expe­
rience that without having to shoot. 
You're a child, playing with his favourite 
toys. Things that become serious are no 
longer nice. The reason I'm finished 
with directing' is because I can't g'o on 
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any longer. Fanny and Ale;I:ander took 
m e a hundred and thirty days of shoot­
ing. I don' t want to go back to that 
slavery. 

It's not hard for me to say farewell to 
the cinema. It wou ld be a catastrophe if 
I \Vas forced to leave the theatre, I love it 
much more than the cinema. Ingmar 
Bergman's life would be over. Mv deep­
est wish is to direct an opera and I think 
that wish will be fulfilled. "Hoffmanns 
Erzah lunge n" 1 bv Offenbach ) .. I lon g for 
that. 

Maelstrom of forces 

Cinema Canada: Have you learnt 
more about yourself'after fifty pictures? 
Ingmar Bergman: I hope so. But it 
isn ' t due to all of my films . It's because of 
li(e. You're twenty-five no\\', you 'll find 
out. \\'on't h e , Mr. Bertina ? Haven't we 
changed so much in those forty vears ') 1 
understand things much better than I 
used to. \Vhen yo u're tw e nt\'-five I'OU 
think yo u can rule th e world. You see 
thmugh . everything, your ideas and 
opinions are perfect. you know exac tly 
how the world is put toge ther, you've 
got everything unde r control. You're the 
ruler of mankind. There's nothing wmng 
with you. You've got the body of a young 
God, your soul is unspoilt. But, in fact, 
you're still only eleven years old . When 
you're young, you're preoccupied with 
yourse lf - or the theatre. The rest is not 
interesting. 

Cinema Canada: In Fanny and 
Alexander Emilie, the actress, says: 
" J don't care about reality, it's colour­
less and uninteresting ; it hasn't got 
anything to do with me. Wars, and 
revolutions, poverty, epidemic dis­
eases, injustice and volcanic eruptions 
don't mean anything to me so long as 
they don't interfere with the part I'm 
playing." 
Ingmar Bergman: That's me, more 
or less. I could have said that when I was 

younger. Bo)" everl'th ing was so easy 
then. But later in life you find out how 
complicated it all really is. Some things 
you und e rstand when you're thirty, 
others not until you're fOI'ty. Everything 
is more crue l than you think. Things 
have happened to me that I didn't want. 
Things against which one can't defend 
onese lf. 

Cinema Canada: Such as ? 
Ingmar Bergman: You'll find out. 
Yo u' ll be sta rtled. Life is a mae lstrom of 
forces you don' t know a nythin g about 
vet. Sometimes yo u can handle them , 
some tim es I'OU lose a nd disappear in 
the whirlpool. But s low ly. (A sigh ) 
My God, it 's too complicated, much too 
com plicated. Just li \'e, climb that moun­
tain, on top the \'i e w is wider than va ll 
can ever imagine. You'll becom e more 
tolerant. As an insec ure bov I was verv 
intole rant. I \\'as alwavs - right. th ;t 
comes in handy when vou're scared . I'm 
not bothe red by th at fight an~' ll1ore and 
therefore I'm not a fighter. At mv age 
~'ou know what youl' identifv is and 
vou've got time to be more generous. 
You find peace, it is a quie t wa\' of hapi­
ness. Lovely. Getting oldel' isn't allt'avs 
pleasant. but yo u appreciate mo're 
things . Stravinsky once sa id to me : 'I'm 
glad I've lived this long, now I finally 
love Brahms' "Liebeslieder Walzer".' 
That's what I mean. Ten years ago I 
hated rock music. It drove me crazv. 
Now I like it. (Ironic smile) I like it , it's 
quite stimulating but I will not dance it. 
The voice of a new generation is alwavs 
stimulating, you only have to learn 'to 
listen to it. And oh ... it ca n be so touch ­
ing I 

Suicide 

Cinema Canada: Have you any insight 
in why you had to make films? 
Ingmar Bergman: lance said I 
started to make films to escape my 
personal life, which was a fiasco. I had 
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been married three times when I was 
thirty. I wanted to become a good direc­
tor because as a human being I was a 
failure . In the stud io and the theatre r 
could live happily. I s till feel that way. 
But I don't know whether or not I 
succeeded in my escape. I realll' don't 
know. In any case I had the advantage of 
being able to escape in my work. It 's a 
fantastic way to avoid your pmblems. 
Just to say: 'Sorry, we have to postpone 
this argument, I have to shoot a scene 
first!' And when we had finished the 
picture r would make sure there was 
another theatre production that de­
manded m\' time. Mmmm.. what a 
lovell' way io flee from one's troubles. 
(Sati;fiedi No, that wasn' t bad at all. 

Cinema Canada: During your escape 
you didface your problems: you made 
films out of them. 
Ingmar Bergman: Continuous l\'. 
While working I did not avoid nw prob­
lems. I treated them pmfessionally and I 
kept them at a di stance in that wa} '. I 
didn't drown in them, no, I did some­
thing with them. I can turn ve n ' glum or 
solemn aspects of life into something 
very jolly. Or vice \ ·ersa. People a lways 
think vou make a comedy when vou're 
in a good mood and a tragedv when vou 
fee l rotten. Nonsense. The anI\' time in 
ml' life I was on the verge of committing 
suicide I mad e a comedy, The Smile ofa 
Summer's Night 11956 1. That picture 
\Vas made in the worst p eriod of ml' 
life! 

Cinema Canada: Wh.1' did you con­
sider suicide? 
Ingmar Bergman: IHis grey-green 
eves turn cold, a lmost distrustful l That 
is no sub ject for this interview. 

Cinema Canada: There must have 
been a moment when you decided to 
face up to .,·our problems. One can't 
escape from them all one's life. 
Ingmar Bergman: You're right , that's 
impossible. IViolently) No, no, no. 

Cinema Canada: So lI ·hen did vou 
end il ? 
Ingnlar Bergman: I sti ll know e:xact· 
II' : 1966. In that veal' I went to the house 
I had bought onthe island Faro. In those 
dill 's I \\'as living w ith Li\' Ullmann . She 
left for ;'>iorwal' and th e l Tnited States for 
The Immigrants. She staved a\\';11 for 
two veal'S, o n locat ion , and \\'e barely 
saw each other. I \\'as li" in g on 1111 ' own. 
Once in a while the \\'ife of a n e ighbour­
in g farmer cam e to clean-up and to 
pre pare mv supper. \ Ve ate together. But 
for twentv-one hours a dav I was alone 
\Vith Ing~1ar Bergman, for ' the first time 
in nw life. At first it was terrible. But I'el'\' 
sIo\\:lv I started to appreciate it and '\ 
learned ml' lesson. You have to face vour 
problems 'and yourself. Anothel' in~por­
tan t moment was tll'O veal'S before that. 
I suffered from a serio~s infection which 
caused a disturbance of ml ' eqUilibrium. 
Fo r m onths it seemed as if the world 
was turned upside down when I moved 
my head . I even found it difficult to 
speak. For three years I had ' been the 
m anager of the National Theatl'e , I had 
reorganized everything, I \Vali tired. So 
tired. I was very ill and didn't want to get 
better. It was then that I wrote Persona 
IMasks). That film saved mv life. I started 
to write without hope. But r became 
spellbound. A picture about the world 
of thoughts of two women related to 
each other, one of them talking, the 
other silent: fascinating. In a wav I had 
to get better to film and so I got 'better. 
Something like that. All I wanted was to 
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shoot with Bib i Andersson a nd Liv Ull­
m a nn as soon as possible, two women I 
knew very we ll a nd both excell e nt ac­
tri ces. 

Those days of deliverance' I rea lized 
I could leave th e Na tional Thea tre if I 
wanted, that I could divorce mv wife .. 
When you don't avoid fac ing th e mess 
you're in, you can always start again. 

Manipulating people 

Cinema Canada: Didn't you direct 
films because of the power a director 
has, the power to manipulate and con­
trol people? 
Ingmar Bergman: That wasn 't the 
reason I directed pictures, it was some­
thing that always turned up while dqing 
it. The desire to manipulate p eople and 
reality, to di stort , is a di sease every 
director suffers from and has to suffer 
from if he is eage r to make a good film . 

Cinema Canada: Do vou still commit 
murder? -
Ingmar Bergman: Wh at do you 
mean? 

Cinema Canada: In your thoughts. 
You once e,'l:plained that it was a re lie f 
to butcher an en emy now and th e n. -
Ingmar Bergman: I've got so many 
fantasies .. ," (Ha lf-closed eyes, a s inister 
look) I see m yse lf killing som eone ... the 
blood on th e wall.. to see som e thing 
die ... What I'd really like to do and could 
do is .. . well ... no, even killing a critic is 
too heavy a job. And I don't hate them 
that much anyway. But when I was as 
old as you are now, there were many 
people whom I re ally wanted to kill. 
Nowadays m y fantasies are anonymous. 

Cinema Canada: Every person has a 
philosophy on life which changes with 
time. What is y ours at this moment? 
Ingmar Bergman: (A defensive ges­
ture) I have no such philosophy. None. 
As I see it, it is impossible and absurd to 
have one. (Roaring) Haw, haw, philo­
sophy, what is it ? What can you do with 
it ? I'm not dogmatic at all, I've got one 
basic view: to have no basic views. 

No system necessary 

Cinema Canada: You can't live just 
like that, can you? 
Ingmar Bergman: My boy, w hy eve r 
not ? 

Cinema Canada: Everydayyou make 
d ecisions. Som e thing must form the 
foundation for those decision s, vague 
as it ma v be. 
Ingma~ Bergman: Re place th e word 
philosophy with e thi cs, th en I' ll a ns wer 
your ques tion . YOUI' daily d ecis io ns a re 
based upon YOlll' e thics, th ey have n ' t got 
a nything to do w ith philosophy. Philo­
sophy has to do w ith God and e te rnal 
li fe e tce tera... (A tire d express ion ) You 
ca n ' t face that eve ry day. So m e people 
need the security of s uch a sys te m . I 
don't. My ethics are e nough for me. It is a 
sort of di scipline tha t can be described 
in s ix \'\'o rds: 1 wa nt to he on tim E. 
Indeed , w h e n I find th a t I'm go ing to be 
te n minutes la te fo r a n ap po intm e nt. I 
send a te legra m . 

I want to kee p my promises. When J 
wake up in th e m o rnin g, a t five o'c lock, 
and I think : disg us tin g, an int e rview at 
ha lf-pas t te n . Automatically m y nex t 
thought is : I will go. When I e nter the 
studio or theatre, I keep te lling mvse lf 
that my stomach, Ill\ ' headac he or my 
mood must not matter: it 's th e job that 
counts. I and the actors have to use or 
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time efficiently. When you're as chaoti c 
in side as I am (a chaos that has always 
been in me ), you have to be very careful 
and very punctual. Things mus t not be 
like this (Bergman moves a cup of coffee 
some millimeters), but like this (puts it 
back). I'm a perfectionist. Yes, yes. I 
know from experie nce that avvful things 
can happen when I get caught in a fit of 
anger. That's very dangerou s for m e, 
and for other people. 

Splash 

His words make us think of the times he 
tore telephones off walls and threw 
chairs through studio-windows. "A 
Swede," he once explained, "is like a 
bottle of ketchup : nothing and nothing 
and then suddenly - splash. " 

Ingmar Bergman: That's what I 
mean . (Tensely ) I must look out . Whe n I 
fe e l it coming on , I have to turn off a 
switch inside m e. To have that kind of 
diSCipline is a sort of e thics. I h ave to 
preven t using my weapon, a le thal 
weapon : I know p eople well , r can see 
through the m , so whe n I explode [ can 
say things as sharp as a razor-blad e. 
Things that can ruin my relationshi p 
w ith so m eone completely, that ca n a lso 
ruin th at perso n . When I was twenty­
five, I wasn' t careful. Now a t least I 
kn ow I've got to be a nd usually I am. 

Cine ma Canada : According 10 you 
humilia tio n is th e central issue in life: 
in educa tion , in our social sys tem . We 
are being humiliated and humiliate in 
tu I'll. 

Ingmar Bergman: I am the m aste r of 
humilia tion , I kn ow exactly how [ ca n 
hurt o ther people , how I can tl'ead down 
on people. So m y e thic is a ve f\ ' practica l 
one: d on 't do it. 

Cinema Canada: In this respect one 
of the c rucial scenes is presumably th e 
one in which Alexander's stepfather, a 

clergyman, beats the boy up because of 
a lie which isn't a real lie ? 
Ingmar Bergman: (He is silent and 
then says as if it's a confession) That 
scene - every detail, every moment -
comes from my childhood. My father 
punished me in that way for my fantasies. 
You must understand - it was hard for 
me too - that grownups involved in such 
an act of humiliation were convinced 
that they were doing it out of love and 
probably hating every moment the m­
selves. But they were so fearful of m y 
bad behaviour that the thought uppe r­
most in their minds was: we must do 
this. 

Cinema Canada: People you have 
worked with ha ve the impression you 
sometimes (temporarily ) become your 
ownfather, the man you hated so much. 
High-handed, not accepting any co n ­
tradiction. 
Ingmar Bergman : Of cou rse, yes I .. 
1... (He closes his eyes!. 

Cinema Canada: You can be harsh 
towards actors, 
Ingmar Bergman: No! It 's not like 
th a t ' I o nlv behave th a t wa\' when th ev 
ask for it. When you're ill an'd the d oc to'r 
says: 'We have to take it out : vou don 't 
ask him to be nice, vo u ask him to use 
clean instruments, to be o bject il'e , not to 
be a fra id, but to tak e it out , God, and 
qui c kly. W ith actors it' s the same : I see 
th ere's som e thin g wrong, and J hal' e to 
cut it ou t. Of course cutting out a rott e n 
spot hurts . But it has to be don e . 

T he wo rs t doctors I know are the 
people w ho make Dallas. Da llas is writ­
te n b ad ly, direc ted badl\' , acted bad l" 
and film e d badlv . Da llas I~as no limit s i;1 
its taste less ne;s , lack of tal en t and 
co mple te ly cy nica l wa\ ' of handling 
people . IHe sighs ) :-\ II of it makes Da llas 
so incredibly fascinatin g. 

Cine ma Canada: For many young­
sters Da llas is one of th eir first con-

• 

frontations with the U.S. And likewise 
you have confronted people with 
Sweden. 
Ingmar Bergman: I am fully aware of 
that responsibility, but (Laughs) I don't 
care, I don't care at all. It's a pity, but I 
can't h elp it. I think my films are very 
Swedish, even m y ZauberJlote is very, 
very Swedish. It has something to do 
with the light, that typical Swedish 
light... I don' t know. 

Cinema Canada: Swedish societv 
is known to be a society in which pro~­
perity and unhappiness go hand in 
hand. Your movies illustrate that. 
Ingmar Bergman : Our experim e nt 
hasn't worked . Today' s truth is th at the 
experime nt of th e welfare-state has 
failed . At the mom en t we are trying to 
find out what Vient wrong a nd in mv 
opinion we are doing it in a fair way. \Ve 
realize and admit th at we are losi in a 
remnant. A re mnant of a n a tte mpt th a t 
starte d w ith so mal1\' bea utiful int e n­
tions ... a re mnant th a t is known for its 
many suic ide atte mpts . T hat's tru e . but 
re m arkab lv in De nma rk. France a nd 
Italy Ill a nv 1110re peop le take the il' 0 \\ '11 
lives . 

Without s hame 

Cinema Canada: Do \ 'Ou sti ll belie\'e 
in the socia l-democl'at-ic system ? 
Ingmar Bergman: Of course ~ Of 
co urse. It was a brilliant experim e nt. 
which h as n't fai led one hundred , bUl 
on ll forty p e rcent. \\ 'e ha\e to find ou t 
the I\'h.\' of that fort\ ' pe rce nt and nobod\', 
mvself inc luded, has th e a nswe r. \\ :e 
discuss, \\'e argue bet\\et'll o u rsel\'es 
\\'ithout li st e ning to what the other has 
to say , without fee li ngs of prestige but in 
th e ope n and without shame - th a t' s 
democracv. 

Cinema Canad a: W hen vo u le tt 
Swed e n in 1976 beca use of ~ conj7i~t 
con cerning ta,xes you wrote a fa rewell 
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letter in which you called the authorities 
'a bunch of pokerplayers, obsessed 
with a hunger for prestige.' Social­
democracy than was 'the ideology of 
the grey compromise.' 
Ingmar Bergman: Eh ... that wasn't 
only blind anger because policemen 
dragged me from my seat during a 
theatre-rehearsal to be questioned, no, 
no, no. I believe I still mean it. It's hard to 
explain. Democracy is 'in our blood, 
democracy is a natural part of our 
thoughts, it has become a part of the 
Swedish idea of God. Our democracy 
can wind up in a hospital bed ... but it 
remains. When [ say our democracy is 
ill, I point at the leaders, those who long 
for power and accept the 'grey compro­
mise' on their way to attain it. 

Cinema Canada: Did you meet Fass­
binder during your exile in Germany? 
Ingmar Bergman: He was always 
here and I was always there. [ never met 
him and that hurts a little. I admire him 
a nd will always admire him. He was a 
shy man, I'm shy too, that' s why we 
never even phoned each other. 

Cinema Canada: The Serpent's Egg. 
made during your German years, could 
be labelled the only political Bergman 
film: about the roots of Nazism. Critics 
sometimes blame you for being an 
apolitical director. 
Ingmar Bergman: First of all: The 
Serpent's Eggfailed. Things went wrong 
while it could have been saved very 
simply. The script had defects. Which? I 
won't say, that' s my secret. But alright, 
polities. I am fascinated by the human 
being, not by the political human being. 
I am interested in the moment before 
the structure. It is fantastic to find out 
why a person behaves in a certain way, 
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it isn' t really captivating to registrate 
how he behaves. 

[ don't understand why I have to 
make political pictures. One doesn't 
blame the painter Edvard Munch for 
making ' irresponsible apolitical' paint­
ings. Has anyone ever condemned 
Bela Bartok because of apolitical com­
positions? Just like them I desire to 
fathom people's characters- an honour­
able hunger. Don' t grudge me that satis­
faction. I admire Costa-Gavras (Missing) 
and Margarethe von Trotta (Die Bleierne 
Zeit/The years of lead) who film people 
as well as politics. But it's not my cup 
of tea . 

Cinema Canada: Could it be that you 
are afraid of politics ? You once burned 
your fingers. As a boy you spent a 
summer in Germany and were acquaint­
ed with a rising Nazism. The son of the 
family you stayed with was a member of 
the Hitlerjugend and he took you along 
to their meetings. You seemed to be 
rather impressed. 

lngmar Bergman: I was sixteen 
(Fiercely) Sixteen! That whole family­
people I loved - were members of the 
party. I was influenced very much. As a 
child I had never been confronted with 
politics, it was not part of my education. 
It wasn't so surprising that I was im­
pressed and re turned to Sweden rather 
' begeis tert ' (enthusiastic!. A few years 
after the outbreak of the war m y eyes 
were opened ... the Nazis ... it was a long 
time ago. I don't think my prese nt atti­
tude has anything to do with it. 

Demonstrations: encouraging 

Cinema Canada: Do you still believe 
the world is at the point of no return? 
In the past you once remarked: "Our 
political systems are compromised 
and have become useless. Our social 
pattern of behaviour is, inwards as 
much as outwards, a disaster. We don' t 
want to change the way we're going, or 
we haven't the courage." 
Ingmar Bergman: Something has 
changed . The ne w generation has got 
something special ... all those enormous 
demonstrations for peace .. regardless 
of my generation and the politicians ... 
very encouraging. But I don' t know 
whether it will save the world. I was in 
Germany for eight years, and for e ight 
years I saw the ch as m between young 
people East and West. On both s ides of 
th e wall they' re taught how to hate, 
to prevent any tru e contact. As long as 
w e don't storm th e blockades the ten­
sion will grow from day to day. I ca n' t 
sleep at night thinking of that Korean 
Boeing. No communication, lite rally. 
No con tac t, jus t pushing the botton . Big 
danger, in a nutshe ll. 

Cinema Canada: In earlier days it 
used to be God who kept you awake at 
night. 
lngmar Bergman: That's over. I 
stopped thinking about God twenty 
years ago. The Persona period played a 
crucial part in that. For years I had 
tormented myself with the question : is 
there a God? Then I got that ear-infection. 
They had to operate . For a few hours I 
was gone, neither alive nor dead . After 
that experience I couldn't be afraid of 
death. The things beyond this world - or 
is there nothing ? - weren't important 
anymore. 

Cinema Canada: So like Nietzsche 
you now say: God is dead? 
Ingmar Bergman: I don't know. 
Maybe he hasn't ever existed. I don't 
know and I don't care. 

Pornography 

Cinema Canada: "Variety" says you're 
going to make a trilogy with Fellini and 
Mike Nichols about sexual fantasies, 
called Erotica Porno? 
Ingmar Bergman: "Variety" is wrong. 
Fellini, Kurosawa and I had a plan to 
make three movies about love, and that's 
something different. Love, from an Italian, 
Japanese and Swedish point of view, 
but absolutely no pornography. Not that 
I detest porno, I love it! But I don't enjoy 
making it. 

Cinema Canada: In your pictures 
women appear to be strong and wise 
people. Men are egocentric, intolerant, 
stupid and quite capable of leaving 
their lovers for their work or art. 
Ingmar Bergman: Again, I think that's 
because of my childhood. Not only my 
grandmother, but my mother was a 
loving and strong personality too. 
Talented, beautiful. They ruled their 
families. This is my only explanation. All 
that rubbish about inner differences 
between men and women ... there is no 
difference. Differences are created by 
society, they' re external. Often one of 
those external diffe rences is that a 
wome n dominates the relationship 
and plays chief. 

Cinema Canada: Your films have 
opened many eyes to feminism. This 
liberation has developed. What is the 
next step for women? 
Ingmar Bergman: They will have to 
find out very quickly where feminism 
went wrong! And if they want to build 
a new society - I most certainly hope 
that's what they want - they will have 
to start showing that they're thinking 
about how to include men. (Bitterly) I'm 
curious. 

Women should think 

Cinema Canada: Before you married 
Ingrid you had had five wives. They all 
had a profession: dancer, choreo­
grapher, journalist, pianist and actress. 
l'our present wife doesn ' t have ajob ... 
Ingmar Bergman: She takes care of 
my business. Her job is to be my secretary. 

Cinema Canada: ... and suddenly the 
relation lasts longer than all previous 
ones. You've been together for twelve 
years. 
Ingmar Bergman: She writes my 
letters, takes phonecalls, she organises 
my life. That's very, very good. 

Cinema Canada: A lot of women 
won't thank you for that remark. 
Ingmar Bergman: Haw, women 
should start thinking. (Laconically) Why 
w e have problems is that at a certain 
time a ll women wanted a job. That's 
why Women's Lib failed. They have to 
change their pose, find another way. 
They shouldn't be so aggressive, although 
it's easy to understand. They have been 
treated badly, especially in the nine­
teenth century. 

Cinema Canada: Feminists will say 
you're a reactionary who asks women 
to serve their husbands the way your 
wife serves you. 
Ingmar Bergman: So what? My wife 
enjoys it and gets her salary. 

Cinema Canada: What did she do 
before you got married? 
Ingmar Bergman: She was married 
and brought up four children. The rest I 
don' t know. 

• 
Cinema Canada: Now we begin to 
understand a remark you once made: 
"All women impress me. I'd like to kill a 
couple of them." As long as they keep 
quiet all is welL 
Ingmar Bergman: Did I say that? 

Cinema Canada: That's why some 
people call you an "lcebergmaTL" 
Ingmar Bergman: Well, sometimes 
you get very tired during an interview 
and you just say things. Simply because 
you know the reporter doesn't want the 
truth, but something special, and you 
know exactly what he wants. My apolo­
gies for the explanation - that's the way 
it is. 

Art: insignificant 

When Bergman received the Dutch 
Erasmus prize in 1965 he declared art 
to be "insignificant in our days." He ex­
plained that art doesn 't have the power 
and the possibility to influence the 
development of our lives. "Literature, 
painting, music, the cinema and drama 
beget themselves. New mutations, new 
combinations arise and are set aside, 
the movement - seen from the outside 
- seems to possess a restless vitality, 
the artists seem to strive, furiously and 
in a grandiose way, to project, for 
themselves andfor a continuously less 
interested audience, the images of a 
world that doesn't care about their 
preferences and thoughts. In some 
isolated areas the artists are being 
punished and art is looked upon as 
something dangerous, worth only to be 
checked and directed. In genera~ how­
ever, art is unrestrained, shameless, ir­
responsible and - as I've mentioned 
before - the movement is fierce, 
almost feverish. It is like a serpent's 
skin filled with ants. The serpent has 
been deadfora long time, it has decayed 
and is stripped of its venom, but its 
skin still moves, full of chaotic life." 

Cinema Canada: As a factor of 
modernisation, as a reforming power­
you don't believe in art. Thus already in 
1965 y ou wondered if there was ~ny 
reason to continue your activities. And 
now we must conclude you've remained 
an ant in a serpent's skin. Why do you 
want to be an ant? 
Ingmar Bergman: (A n empty look) 
Because [ love being an ant. I have 
always loved it. I'll continue, not because 
of you, not because of others, I do it for 
myself I do it because it is the only way 
of living that I know, how dead the skin 
through which I crawl may be. I don't 
know who watched my films, I don't 
know who needed them, I only know I 
did. 

Cinema Canada :-It is simple for you, 
now. 
Ingmar Bergman: You have to be 
Sixty-five to see it so clearly_ 

Cinema Canada: Jijrn Donner, pro­
ducer of Fanny and Alexander said: 
"Bergm.an. has been trying to fi~ht the 
bohemlanlsm in himself by leading a 
well-ordered life. He is very much the 
bourgeois today." You'd like to see 
yourself and Ingrid as the proprieters 
of.. . . 
Ingmar Bergman: A small French 
~esta~ran.t, yes. What Donner symbolizes 
IS qUite right. To own a restaurant is a 
good way to live together, to work, to 
share things with people. Contact. You 
see ... pff .... of course, I've always been an 
anarchic bourgeOis, a strange animal. 
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