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Abstract

Eva Dahlbeck was one of SwedenOs most respected and popular actresses from the 1940s to
and is now remembered for her work with Ingmar Bergman, who allegedly nicknamed her
OPansarskeppet kvinnlighetenO (OH.M.S. FemininityO). However, Dahlbeck had already estat
herself as a star long before her collaborations with Bergman. The popularity of BergmanOs thr
comedies Waiting Women (Kvinnors vintan, 1952),4 Lesson in Love (En lektion i kdirlek, 1954), and
Smiles of a Summer Night (Sommarnattens leende, 1955)) suggests that they catered to the Swedis|
audienceOs desire to see the star Dahlbeck. To explore the interrelation between Swedish post
popular film culture and the auteur Bergman, this thesis examines the stardom of Dahlbeck, wh
as inter-texts between various films, bridge the gap between popular film and auteur film. Focus
the decade from 1946 to 1956, the process whereby her star image was created, the aspects tt
constructed it, and its relation to her characters in three Bergman titles will be analysed. In doin
this thesis will illustrate how the concept OPansarskeppet kvinnlighetenO was interactively con:
by BergmanOs films, the post-war Swedish film industry, and the media discourses which cultiv
the star cult as a part of popular culture.
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Introduction
1. Eva Dahlbeck - OPansarskeppet kvinnlighetenO

Eva Dahlbeck was the queen among BergmanOs female actors around this time.

personification of OPansarskeppet kvinnlighetenO, Eand SwedenOs own femme

Eva Dahlbeck (1920-03-082008-02-08) was one of the most popular and respected stal
Swedish film and theatre from the 1940s to the 19@&Is screen-debutedRide Tonight!3
(Rid i natt! Gustaf Molander, 1942), broke through with the role of a housemaid of a quic
mind in Brita in the Merchant'’s House (Brita i grosshandlarhuset, *ke Ohberg, 1946} and
established her top star status with the role of a strong peasant mabhér anlother (Bara
en mor, Alf SjSberg, 1949). However, it was mostly her performances as Othe dazzling, ¢
witted, sexy, intelligent dream womari®the films by Ingmar Bergman, above &Wiles of
a Summer Night (Sommarnattens leende, Ingmar Bergman, 1958)which cemented her name
in film history both nationally and internationally. The unique nickname, OPansarskeppe
kvinnligheten® (OH.M.S. Femininity®Jhich the director allegedly gave her, continues to
humorously decorate the actress as if it were the signature on his oeuvre.

Dahlbeck and the other actresses in the OBergman stsit&s Harriet Andersson,
Bibi Andersson, Gunnel Lindblom, and Ingrid Thulin, have been named as being the

indispensable resources for the auteur. Most of the debates on the female characters th

1QEva Dahlbeck var drottningen bland Bergmans kvinnliga sk(Edespelare vid den hSr tiden. OvPansars
kvinnlighetenO personifierad, Eoch Sveriges egen femme fatale.O (Charlotte Ljunggren, OEn ISttsam B
Dagens Nyheter, August 6, 2007, 18.) In this thesis, when | cite Swedish sources, | will give my own trans
in my discussion and the original texts in footnotes.

2 Lars Gustaf Andersson et. dllistorical dictionary of Scandinavian cinema (Lanham, MD: Scarecrow, 2012)
111.

3 As for the English titles of the Swedish films, | principally consulted Lars *hlandeSeehsk filmografi 4,
1940-1949 (Stockholm: Svenska filminstitutet, 1980) and Lars *hlander &eknsk filmografi 5, 1950-1959
(Stockholm: Svenska filminstitutet, 1984). When the English titles for the films or for the plays are not fo
will give my own translations.

4 Hereafter referred to d&ita. i R . o
5 ODe granna, slagfSrdiga, sexiga, intelligenta drSmkvinnorO (Leif Furhammar, OSlagfSrdiga/pggérsttO,
Nyheter, February 10, 2008, 6.)

6 Hereafter referred to &iles.

7 Andersson, et. al., ibid.

8 OStall BergmanO (Bengt ForsluBwligt Forslund presenterar filmstjdrnor: en bok om svenska

skddespelerskor i virlden (Stockholm: Alfabeta, 1995), 10.)
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enacted mention the actresses in passibgt Dahlbeck is unique in this context. Margare
H33k, in her classical writing on OBergman and the worifem@phasises the directorOs
highest dependence on the actress: OThe other two woman types have continuously k
possible to taken over by new hands, but there is only one OPansarskeppet Kvinnlighe
Molly Haskell, who examines Othe women of Ingmar Bergrifaal€y points out Dahlbeck(
uniqueness, arguing that Oshe is not a Bergman QtypeQO.

In relation to the autonomy of Dahlbeck that these writings slightly suggest, Bergm
own comments on the actress is also worth discussing. In his autobiography, Bergman
confesses that many of DahlbeckOs roles were modelled on his third wife, Gun Hagbe
the incomparable Eva Dahlbeck, | found her[HagbergOs] interpreter. The both [ladies]
succeeded in materiarizing my often obscure texts, thus demonstrating indomitable fer
in a way | had never dared imagirie®@/hile his admiration for his ex-wife and the actress
implies the very personal relation between DahlbeckOs roles and Bergman, it also allu
paradoxically enough, the auteurOs willingness to give up his authorship of OPansars}
kvinnligheten@s

Interestingly, the origin of the nickname was at first unclear, as one of the first men

1955 credited it to DahlbeckOs co-star Gunnar Bjdrnstrand, and its signification was

9 See, for example, Margareta Ekstrsm, Olngmar Bergman i kvinnokadia, 48, no.2, 1961, 16-17, 31; Jo
Mellen, Women and their sexuality in the new film (New York: Horizon Press, 1973), 106-127; Birgitta Steen
OBergmanOs portrait of women: Sexism or suggestive metaptfa2@!istratagems: the world of women in
film, ed. Patricia Erens (New York: Horizon, 1979), 91-107.

10 OBergman och kvinnornaO (Marianne Hé&kmar Bergman (Stockholm: WahlstrSm & Widstrand, 1962),
84-94.)

11 ODe andra tvE kvinnotyperna har ideligen kunnat fSras Sver pE nya hSnder, men det finns bara ett

I Pansarskeppet Kvinnlighetefsic!].O (Ibid., 89.) The author names the woman type enacted by Dahlbec
Othe triumphant VenusO (Oden triumferade VenusO, ibid., 89), while she calls the other two as Okalla
DianaO (Ocold Diana0, ibid.) and OHebeO (lIbid., 90).

12 Molly Haskell, From reverence to rape: the treatment of women in the movies. 2. ed. (Chicago: Univ. of
Chicago Press, 1987), 314.

13|bid., 317.

14 Ingmar Bergmanaterna magica (Stockholm: Norstedt, 1987), 201. The citation was taken from Ingmatr
Bergman,The magic lantern: an autobiography, trans. Joan Tate (University of Chicago Press ed. Chicago:
University of Chicago Press, 2007), 171. In citing, | have changed the word OwomenO to OladiesO whi
the original OdamerO.

15 Although my own focus does not lie in Bergman as an auteur or in his authorship itself, the previous s
that tackle BergmanOs self-fashioning and its interrelation with the popular press in myth-making are wt
mentioning. See, for example, Janet Staiger, OAnalysing self-fashioning in authoring and recepiiongd, ir
Bergman revisited: performance, cinema and the arts, 89-106; Jono Van Belle, ORe-conceptualizing Ingmar
BergmanOs status as auteur du cinefa@&pean Journal of Cultural Studies, 20, n0.5 (2017): 1-15, accessec
May 9, 2018, http://journals.sagepub.com/doi/abs/10.1177/1367549417718211. Regarding this, see foa
and Conclusion.



sometimes ambiguou8. Nevertheless, it is certain that it first appeared around the relee
Smiles and was inspired by Dahlbeck, who played the leading role of DesirZe Armfeldt.
reason why the nickname came to be strongly associated with Dahlbeck is, seemingly,
was thought to epitomise the image of the actress. A magazine article from 1956 exem
this: OPansarskeppet kvinnligheten E Striking power, liveliness, N temperament, intelli
N everything was Eva Dahlbeck from the beginning. Q7

Who is, though, OEva DahlbeckO here? The actress Dahlbeck had appeared in ali
films by various directors by that time and performed on stage on a regular basis. In ac
the film star Dahlbeck appeared in advertisements or in the press. The newspaper or r
articles about not only her films but also her private life offered a glimpse of the womar
Dahlbeck, who was a happily married mother. From this perspective, OPansarskeppet
kvinnlighetenO appears to be a much more complicated construction than an oeuvre kt
auteur Bergman. What is it, then?

To answer this question, the following study will analyse some particular facets tha
comprise the stardom of Eva Dahlbeck. In so doing, | do not intend to attribute the autl
of OpansarskeppetO, which can be interpreted both as DahlbeckOs image and the ch:
played in BergmanOs films, to a certain agency. Rather, my interest lies in how the forr
created and how it was related to the latter, because | believe that the investigation int
issues can offer new insights into not only BergmanQOs career but also Swedish film du

post-war years when Dahlbeck became one of its largest stars.

16 Gunilla Holger, OHSr hemma&ddjournalen, no.46, 1955, 18. See also, OGunnar Bjsrnstrand, okSnd k¢
Dagens Nyheter, January 26, 1969, 19. In some cases, the inventor remains anonymous. See, for examg
SandstrSm, OMan talar idag omEQipnbladet, August 17, 1992, 43; ke Berglund, OEEva Dahlbeck som
hoppade av frEn rampljuset@ybladet, January 23, 1983, 13. In other sources, the concept does not refi
Dahlbeck but is used as the expression for the archetype of woman or femininity itself. See, for example
Strémstedt, OVad tyr du dig till, Ingmar Bergmarf@ressen, February 16, 1969, 1;KAJENN, OLivet ett
SjSSlagQ$venSka Dagbladet, March 6, 1973, 12. The fact that the nickname has nevertheless been recogi
BergmanOs invention might exemplify the process by which BergmanOs own narratives and media disc
interactively created his persona as a womaniser or an expert on women. (Van Belle, 7-9.) BergmanOs
on Hagberg and Dahlbeck can be understood as an example of his self-fashioning which conceptualise
two women into his ideal woman who conquers Bergman as a man Oincapable of loveO. (Ibid., 8) By d
Bergman seemed to successfully involve his collaborator Dahlbeck into his own myth-making, thereby
consolidating the concept OPansarskeppet kvinnlighetenO that defines the actress by her roles in the d
films despite her own image. Regarding this, see also Conclusion.

17 OSlagkraften, livigheten, N temperamentet, intelligensen N allt var Eva Dahlbeck frEn barjan.O (OH
verklig EvaOBildjournalen, no.37 ,1956, 12, emphasis mine.) In relation to this, the later comment on Da
by Kenne Fant, who co-starred with hefire People of Simldng Valley (1947), is intriguing: OShe was alrear
Opansarskeppet KvinnlighetenO[sic!] therefin the film].O (OHon var redan dSr Opansarskeppet
KvinnlighetenO[sic!]O) While this poses a chicken-or-egg-question, it also testifies how the concept of
OPansarskeppet kvinnlighetenO was interchangeable with DahlbeckOs own image even out of the Berg
context. (Jonas Sima, OKarla-karleiressen, September 27, 1997, 17.)
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2. Research aims: Bergman, stars, and popular
culture

The importance of actors in BergmanOs films has rarely been studied within the long-
predominant auteurist discussions, despite his repeated working with a troop of actors
garnered attention in relation to the concept of collective authasships testifies the
observation by Richard Dyer, one of the pioneers of academic study of film stars, abou
auteurist criticism which Ousually privilege the director over the star in their collaboratiy
interaction.®

One of the few studies of this issue is Maaret KoskinenOs analysis of Otypecasting
BergmanOs filmic and theatrical productisss he admitted himself, Bergman habitually
wrote certain roles for certain actors, which meant that the actorsO own properties had
impacts on the creation of their characters in its inception. The actors, in turn, develope
own image through their contributions to his works. This OtypecastingO reminds us of -
Hollywood practice! In this regard, it even seems that Bergman created his own star s\
that functioned in his personal dream factory.

According to Koskinen, this process was more evident in later years when OBergm:
becameE Bergman@.0ne of the most explicit examples of such OBergman starsO is p
Max von Sydow, whose major filmic career began with the role of the knigtiSeventh
Seal (Det sjunde inseglet, 1957% and became one of the most recognisable faces of
BergmanOs films in the following years. By contrast, ske GrinbeSginlust and Tinsel
(Gycklarnas afton, 1953) is named as an unfamiliar example. Koskinen states that the a
image that was created outside BergmanOs films displayed Oa strange blend of the ex
and the unexpectediin his role as a prototype of the Bergmanic melancholic artist.

Like GrSnberg, Dahlbeck had already established her own image in her pre-Bergm.

career. However, her role in BergmanOs films was thought to OfitO DahlbeckOs image

18 See, for example, Graham Petrie, OAlternatives to Autetita@uarterly, 26, no.3 (1973): 33; Bruce F.
Kawin, How movies work? (Repr. Berkeley: Univ, of Calif. Press, 1992[1987]), 294; Richard 3yes, New
ed. (London: BFI Publ, 1998), 151-152.

19 Dyer, 155.

20 Maaret Koskineningmar Bergman: “Allting forestiller, ingenting dr”: filmen och teatern - en tvirestetisk
studie (Nora: Nya Doxa, 2001), 108-127.

21 |bid., 123.

22 OBergmanEblev BergmanO (Ibid., 126.)

23 He screen-debuted ®nly a Mother as the first lover of the heroine that Dahlbeck played. BéfgeSeventh
Seal he appeared in four films but with the small roles.

24 Oen sSregen blandning av fSrvSntat och ovSntatO (Ibid., 125.)
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well, already in their first collaboratio®Waiting Women (Kvinnors vintan, 1952). One of the
reviewers wrote: OEva Dahlbeck has never been beftarhigr to be tender, bantering, an
challenging at the same timz.Dherefore, regardless of the genesis of DahlbeckOs role:
is claimed to be both the actress and Hagkatgs apparent that the characters were
accepted to reflect the actressOs image. In other words, they were greatly dependent «
DahlbeckOs image which was created by her previous career. This encourages us to ¢
the connection between BergmanOs films, which have been treated as auteur film all t
and the contemporary Swedish film industry along with its surrounding culture, or more
precisely, the star cult.

In relation to this, BergmanOs comedies with Dahlbeck are worth special attention.
fruitful result of Waiting Women led to the additional two titleg, Lesson in Love (En lektion i
kdrlek, 1954) andsmiles, both of which made enormous commercial successes in Swed
The former became the longest-running film between 1954 an@”1&%bthe latter a recorc
hit in the history of RSda Kvar#$ a first-run cinema owned by the production company
Svenska Filmindustri (SF). Seemingly, Dahlbeck as a leading star was not a negligible
for these success&sCertain advertisements for the former only show her portrait (Fg.1

while she was named first among the star ensemble in thetldtiehis light, the popularity

25 OEva Dahlbeck har aldrig varit bSttre. Det passar henne att vara $m, raljant och utmanande pCE en ¢
excerpt of the review oWaiting Women by Marianne ZetterstrSm ifun (Svensk FilmindustriOs press materi
SFI archive), emphasis mine.) Concerning the details of the sources, see Method and material.

26 Bergman recalls that the roleshaiting Women were written for Dahlbeck and BjSrnstrand, who were,
according to him, employed on permanent basis by SF. (Ingmar BerBifsan, New. Ed. (Stockholm:
Norstedt, 2008), 296.) However, the contract shows that Dahlbeck was employed by working day for thi
which makes the diregtor()s words questionable. (The contract dated May 17, 1952, SFOs archive at Si
same time, KoskinenOs study on Bergman's early writings sheds light on the connection between the ct
with Dahlbeck and his literary works based on the complicated relationship with Hagberg. Therefore, the
about the genesis is uncertain. (Maaret Koskihéagynnelsen var ordet: Ingmar Bergman och hans tidiga
Jorfattarskap (Stockholm: WahlstrSm & Widstrand, 2002), 239-247.)

27 OBiosmaken bSttre Sn sitt rykt&iressen, December 31, 1955, 12-13.

28 SFOs advertisement for the filnBingrafigaren, no.1 (1956): 30.

29 Although the credibility of the news is not guarantéggyessen reported that the advertisementsAatesson
in Love at two cinemas in Lund were stolen with a headline OEva Dahlbeck stolenO, which implies the c
which the film was received at that time. (OEva Dahlbeck stulepfssen, December 9, 1954.)

30 See, for examplexpressen, October 11, 1954, 20. Similar advertisements only with her portrait frequer
appeared also isvenska Dagbladet andDagens Nyheter during 1954.

31 Olngmar Bergman has gathered a galaxy of stars around him. When in Swedish film has one seen sc
actual female stars at the same time N Eva Dahlbeck, Margit Carlquist, Harriet Andersson, and Ulla Jac
(Olngmar Bergman har samlat en vintergata av stjSrnor kring sig. NSr i svensk film har man sett sGE m(
aktuella kvinnliga stjSrnor samtidigt NO) (ODet handlar om kSBelkddurnalen, no. 34, 1955, 44.) It is also
worth mentioning that the film was presented as OLesson in Love No.20 (OLektion i kSrlek nr20), whic
thatSmiles was accepted as a continuatiomdfesson in Love, whose leading star Dahlbeck had gathered
attention. The credit in the finished film shows the name of Ulla Jacobsson before Dahlbeck, but the latt
first in most of the advertisements.



of these films implies the possibility that they catered to the audienceOs desire to see |

Eva Dahlbeck@:

’ HITTILLS UTSALT

**Fenomenalt och aterigen feno-

menalt roligt. Inte en selcund
8111.”08” TT i IB

INLEKNON] @
KARLEK

PINGMAR BERMANS
debut som filmatisk
komediforfattare —

en lysande gebut.”
C. B—n, DN

EVA DAHLBECK
GUNNAR BJORNSTRAND
Yvonne Lombard, Harriet

Fig 1. Andersson, Ake Grinb

Thus, what is promoted is the reconsideration of BergmanOs films in relation to Sw
popular culture which has seldom been tried in the international scholarship that Ohas
on putting Bergman in an exclusively auteurist/art cinema corggki.@y view, focusing or
Dahlbeck as one of the largest film stars in post-war Sweden offers different readings «
BergmanOs films, thereby enabling the contextualisation of auteur film in popular cultu
Therefore, | regard DahlbeckOs stardom as an interesting study object. If the characte
BergmanOs comedies were dependent on her star image, what did it look like? How w
created? How might it change? Also, how was it related to the Swedish film industry at
time?

By answering these questions, | aim to give a more nuanced picture of OPansarsk
kvinnlighetenO, which was interactively constructed by BergmanOs films, the Swedish
industry in the post-war years, and the media discourses that cultivated the star cult as
of popular culture. Consequently, | would like to reexamine BergmanOs comedies whic
tended to escape academic attention more often than his OmasterpiecesO after the m
addition, | hope to add another case study on Swedish film stars who have obtained m

academic attention over the past a few decades, which will be shown later in this thesi

32 OHon Sr en verklig EvaO, 12. )
33 Maaret Koskinen, OFrom erotic icon to clan chief: the auteur as stawlainecounters: stardom in
popular European cinema, ed. Tytti Soila, (Eastleigh: John Libbey, 2009), 81.
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3. Disposition of thesis

The following study will consist of three parts. The first two chapters will review the
literature on two different fields in an attempt to give historical backgrounds and theore
frameworks. The short chapter outlining the methods and material will follow them.

The main discussion about DahlbeckOs stardom will depend heavily on Richard Dy
theorisation in his seminal wositars. Following his model, the first half will analyse
DahlbeckOs star image based on the research on various me&antieiktsthe latter half will
concentrate on three characters she played in BergmanOs comedies.

In the former, based on DyerOs idea of the contradiction in a star(®s limibe,
deconstruct DahlbeckOs image into two pairs of conflicting aspects and another
complimentary pair: OSwedishO contra OinternationalO, Ogood wife/motherO contra ¢
and Ointelligent® and OindependentO. The analysis will refer to a study by Eva Blomb
investigates the representations of Swedish film stars in the magakieurnalen,36 as
well as other previous discussions about Swedish popular film.

The latter half will closely analyse three characters: Karitzinng Women, Marianne in
A Lesson in Love, and DesirZe ifimiles. Using DyerOs concept of Gfid paying attention
to the narrative of each film, | will consider how the different aspects in DahlbeckOs im:
related to the constructions of these characters.

| have limited the period for my investigation to the decade from 1946 to 1956, as i
prominent era for both Dahlbeck and Bergman. 1946 was a year of breakthrough for th
former and of debut for the latter. 1956 became a year of international breakthrough fo
with Smiles, which won the Special Jury Prize for Oits poetic humourO at the Cannes F
Festival38 Since my interest lies in the process of how DahlbeckOs star image was
conceptualised into OPansarskeppet kvinnlighetenO, which came to existence in relati
Smiles, my study will not cover her career after it. Therefore, two additional Bergman titl
with Dahlbeck Brink of Life (Ndra livet, 1958) ani// these women (For att into tala om alla
dessa kvinnor, 1964), are out of the scope of my study. DahlbeckOs other filmSnaftar

will not be examined, either.

34 Dyer, 60.

35 1bid., 34, 43.

36 Eva Blomberg/ill ni se en stjdrna? Kon, kropp och kidder i Filmjournalen 1919-1953, (Nordic Academic
Press: Lund, 2006).

37 Dyer, 129.

38 Birgitta Steene, Ingmar Bergman: a reference guide (Amsterdam: Amsterdam University Press, 2005

7



Literature review 1: Swedish film
In post-war years

1. ORevival of Swedish filmO

The decade between 1946 and 1956 belongs to one of the most fruitful periods of Swet
film. In fact, the concepts as the Orevi#gatDthe Onew/second golden @eOSwedish film
are familiar in several books on the comprehensive Swedish film history published from
50s to 9091 Although these concepts are rather slippery, the film productions from the e
the so-called Orevivat®which arguably took place during the 40s and the 50s, are usual
characterised by the enhancement of the artistic quality and the international recognitio
was recovered since the silent era.

Nevertheless, it should be noticed that the concept of the OrevivalO is dependent o
certain view on the preceding period, or the 30s, which used to be referred to in a nega
term as Oa barren peridd@®he oft-mentioned evefitthat symbolises the Oartistic
wretchednesgéof the decadeOs productions is the meeting at Concert Hall in Stockholr
1937. There, the cultural elites articulated their resentment towards the Olow @éinedyO
Swedish film.

However, such dismissive discourses on the 30s productions as artistic stagnation ¢
be interpreted as an evaluation based on certain criteria, not as a historical account of t

decade? Folkhemmets bilder by Per Olov Qvist is one of the studies that encourages the

39 Cowie, 30; Hardy, 23; Mcllroy, 24.

40 In Swedish, both terms Oguld@EIderO (Furhammar, 191), which is an exact equivalence of Ogolden a
OstorhetstidO (Waldekraf#mens historia Del 3, 191; Furhammar, ibid.) are used.

41 The books | examined were: Forsyth Hastyindinavian Film (London: Falcon Press, 1952); GSsta Wern
Den svenska filmens historia: en éversikt (Stockholm: PAN/Norstedt, 1970); Peter Covieedish cinema from
Ingeborg Holm to Fanny and Alexander (Stockholm: Swedish inst. [Sv. inst.], 1985); Brian Mcllr@gyrid
Cinema 2: Sweden (London: Flicks books, 1986); Rune WaldekrafiZyiens historia: de forsta hundra dren.
Del 2, Guldalder [1920-1940] (Stockholm: Norstedt, 1986); Leif Furhammeiimnen i Sverige: en historia i tio
kapitel (HSganSs: Bra bScker i samarbete med Filminstitutet, 1991); Rune Waldekifanz; historia: de
forsta hundra dren. Del 3, Fordndringens vind [1940-1990] (Stockholm: Norstedt, 1995); Tytti Soila, OSwed:
in Tytti Soila, Astrid SSderbergh Widding and Gunnar Iverdéndic national cinemas (London: Routledge,
1998), 142-232. .

42 For the convenienceOs sake, | adapt this term which is also found in Kristin Thompson and David
Bordwell, Film history: an introduction. 3. ed. (Boston, Mass.: McGraw-Hill, 2009), 351.

43 Cowie, 23. See also, Othe declineO (Hardy, 23) or OdepressionO (Mcllroy, 22)

44 Furhammar, 127-128; Hardy, 21; Mcllroy, 24; Soila, 175-176; WaldekFihzens historia Del 2, 844;
Werner, 60.

45 OkonstnSrliga uselhetO (Fuhammar, 127.)

46 \Waldekranz Filmens historia Del 2, 844.

47 Among the compared books, Soila gives a more nuanced understanding of the 30s production.
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reconsideration of such a negative view on the 30s. The author delves into how the filr
the decade, many of which were publicly beloved, functioned as the machinery of self-
projection for Swedish society under modernisation. Considering QvistOs argument th:
OOart-film perspective@Ontributed to a biased view on 30s Swedish film, to discuss th
improvement of the artistic quality itself potentially involves the problem of evaluative
judgment. Nonetheless, it is a general understanding that more ambitious films with me
serious subject-matters gradually increased somewhere around the end of the 30s tow
war yeargs?

Such a shift is partly explained by the reformation of the major vertically-integrated
companies. In the early 40s, two cultural profiles with academic backgrounds, namely,
Anders Dymlingo and Rune Waldekraryz were employed as a CEO of SF and as a heac
production of Sandrews respectively. Another factor for the Oquality-conscious tefglisn:
the influence of WWII. The innovative character of the war-year productions was ascrik
the renewal of the Swedish film by some auth®tsowever, it was given some reservatior
for example, in Jan Olssonensk spelfilm under andra virldskriget54 The authors who
share OlssonOs opiri®also place importance on the international recognition firstly bro
by Alf SjSbergOsrenzy (Hets, Alf SjSberg, 1944), followed by his second global success,
Miss Julie (Froken Julie, 1951) and, even more significantly, by BergmanOs breakthroug
from the mid-50s.

Thus, there is no consistent vision of the Orevival of Swedish filmO, but two points
worth emphasising. Firstly, the phenomenon tends to be associated with artistic, or Oc

valuable® films in opposition to popular films that were regarded as the main staple of

48 OQartfilmperspektivOO (Per Olov QuiBiihemmets bilder: modernisering, motstind och mentalitet i den
svenska 30-talsfilmen (Lund: Arkiv, 1995), 14.)

49 Cowie, 27; Hardy, 21-23; Mcllroy, 24; Werner, 63.

50 Cowie 30; Furhammar, 177; Macllroy 24; Soila, 176; WaldekrBiimens historia Del 3, 197; Werner, 62.
51 Furhammar, 178; Macllroy 24; Soila, 176

52 Okvalitetsmedvetna tendenserna® (Furhammar, 179.)

53 Cowie, 28; Hardy, 25; Werner, 63-64.

54 Jan OlssonS$vensk spelfilm under andra virldskriget (Diss. Lund: Univ., 1979), 63-70.

55 Furhammar, 191-19¥Waldekranz Filmens historia Del 3, 213-216

56 Soila, 176.



30s productions. Secondly, when the global acclaim that Swedish film recovered is
highlighted, the influence of Bergman assumes a critical chafacter.

In my view, these tendencies have made certain aspects of the periodOs Swedish
easily overlooked. In relation to the aforementioned Oart-film perspectiveO, Mariah Lal
observation about the popular film magazitibnjournalen is worth attention: O[I]t seems &
if Filmjournalen during the 40s tried to reach both sides of what Andreas Huyssen calls
great divideOEbetween popular or mass culture and modersigkn€ording to Larsson, th
division between popular/mass culture, or Hollywood films, and modernism, or Europe
cinema, gradually became clear during the38ase filmOs attraction as popular culture
gradually decreased on the side of radio and TV, while its status as art was heightenec
Therefore, in treating the film productions during the OrevivalO, it is more reasonable t
attention to such a paradigm shift than to situate them in the purely art-cinema context

This also applies to BergmanOs films. The fact that should not be missed is that hi
from this period were deeply embedded in the star cult as a part of popular culture in £
Filmjournalen presented every film by the director with large portraits of leading actors,
many of whom were given featured articles as new &t&sch a significance of Bergman
the domestic context has often escaped closer examination while his international
achievements are emphasised, which testifies the second tendency in the discourses «

OrevivalO. The relationship between his films and popular film stars such as Dahlbeck

57 In one of the recent writings on the OrevivalO, Fredrik Gustafsson also emphasises the artistic enhan
which is in line with the earlier arguments. By contrast, his discussion is worth attention in that it seems
bring back Bergman into the group of the Swedish filmmakers during the period by identifying the 40s
productions as Oa New WaveO of Swedish film, instead of highlighting his exceptional position in the
international context. However, the viability of GustafssonOs argument that the 40s as the sudden flowe
season finished already in the 50s as the beginning of the fall that continued onward is questionable. F¢
be understood that the achievements during the film reform in the 60s, which corresponds to the New W
customary use, were partly stimulated by the successes during the OrevivalO. (Fredrik Gustafsson, OS'
Cinema of the 1940s, a New WaveQ ifiompanion to Nordic cinema, ed. by Mette Hjort and Ursula
Lindgvist (Malden, Ma.: Wiley Blackwell, 2016), 313-331.)

58 Odet verkar som oRilmjournalen under fyrtiotalet fSrsskte nE Sver b(Eda sidorma av vad Andreas Huy
kallar Othe great divideO, Emellan populSr- eller masskultur och modernism.O (Mariah Siargscnm
bedrog: Mai Zetterling och det svenska sextiotalet, (Diss. Lund: Lunds universitet, 2006), 53.)

59 |bid., 53-54. See also, Blomberg, 63-64. In relation to this, it is worth mentioning that 1956 marked bo
record high in the attendance number at cinemas (Furhammar, 204) and the start of the official TV-broa
in Sweden (lbid., 221). . )

60 To name a few, see, for example, Marco Polo,018 (r - och s@/id@kkdalen, 0.9, 1946, 10; Tell,
OStickanO Olin- grabben freEn kosmds{urnalen, no.11, 1946, 13, 28; OVi Sr s vSldigt fsrSiskadeO,
Filmjournalen, n0.36, 1946, 11-12, 20; OSensationen Birger Malmgténgyurnalen, no.48, 1946, 14-15, 22
OSkeppet som gCr till Indialafd@yjournalen, no.30, 1947, 10-11; OFlickan som for till IndialandO,
Filmjournalen, n0.33, 1947, 14-15, 30; Olngmar Bergman g&r musik i m3tkénournalen, no.48, 1947, 5,
10-11; OEn liten bit av v(Ert svErafikyournalen, no.44, 1948, 12-13; OHemligstSmplatO, OMartyrum®,
Filmjournalen, no.11, 1949, 9-11; OHon sitter ibland i sufflSrluckatiljournalen, no.13, 1949, 10-11, 31,
OFSngelse blev genombrofOyjournalen, n0.16, 1949, 16-17, 31.
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drawn very much attentidii,but the attempts to situate Bergman in popular film have be
made. The next section will review such writings that examine the relationship betweer

BergmanOs films, Swedish film in the post-war years, and the welfare state ideology.

2. Swedish film in post-war years and Bergman

According to Furhammar, the status that Swedish film regained on the global map of ci
in the post-war period was chiefly supported by the Oso-called elite autievit@®xpected
artistic films. Since the international film festivals helped the circulation of these films, t
Swedish film industry made a conscious effort to brand its productions in the global ¢fa
On the other hand, the import of American films increased after the war end and captul
domestic audienc®.0One of the solutions for the Swedish film industry to win the hard
competition with Hollywood was to make Omore natiGh&ls.

This led to the flourish of the genre called OlandsbygdfiimO (Ocountryside filmO). |
Jorden dr var arvedel: landsbygden i svensk spelfilm 1940-1959, Qvist analyses the commol
themes in the genre, paying attention to the debates on the agriculture and the peasan
in Swedish society under urbanisation. He also tries to relate certain titles by Bergman
of the subcategories, OskSrgErdsfilmerO (Oarchipelagesiidtisqgh they are treated

61 Because of BergmanOs overall significance in Swedish film, mentions are naturally made about his in
in star-making. (Peter Cowistars and players (London: Tantivity, 1977), 29-72, 83-110; Furhammar, 222-2
Waldekranz, OKriser och kransar i 50-talets svenska filorisk filmografi 5, 1950-1959, ed. Lars shlander
(Stockholm: Svenska filminstitutet, 1984), 23-24.) However, they are coloured by auteurism, most explic
CowieOs work. Both Furhammar and Waldekranz name Bergman in relation to the new generation of ac
emphasis is placed on these actorsO breaking up with star vehicles and typecasting. Such a view is in ¢
with the above-examined understanding of the OrevivalO productions that emphasises their artistic qua
therefore, the meaning of these actors in popular culture is not highlighted. Furhammar®s comment cla
OThe most prominent actors during the end of the 40s and the beginning of the 50s were such ones wr
their directorsO intensions rather than built up their own star images.O (ODe mest framtrSdande aktSre!
slutet av fyrttio- och bSrjan av femtiotalet var scEdana som snarare fSrverkligade sina regissSrers avsikt
byggde upp n@Egon egen stjSrnimage.O) (Furhammar, 222.)

62 Os k elitpublikO (Furhammar, 202.) )

63 |bid. See also, Rune Waldekranz, OKriser och kransar i 50-talets svenska filmO, 13-14.

64 Furhammar, 199; Per Olov Qvistrden dr vir arvedel: landsbygden i svensk spelfilm 1940-1959 (Uppsala:
FilmhSftet, 1986), 88.

65 Quist, ibid.

66 The Olandsbygdfilmer() as an umbrella term covers quite a wide range of films the rest of which are
subcategorised into OalmogefilmenO (Opesantry filmO) (Qvist, 23), OherrgErdsfilmenO (Omanor filmC
Osamtidsdramatiserande landsbygdfilmO (Ocountry films with contemporary themesO) (Ibid., 30), Ofolt
(Opopular burlesque filmsO) (lbid., 32), and Oarchipelago filmsO. (lbid., 34-35.)
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rather as a diversion from the gefit€vistOs attempt to reexamine BergmanOs films in ¢
mainstream context is worth attention.

Another attempt to contextualise BergmanOs films in a certain genre is found in Be
BengtssonQsgdom i fara. The author situates several of BergmanOs earlystitidbe large
group of the post-war Swedish films, or the Oyouth problem fitngkich deal with juvenile
delinquency with a sympathetic attitude. Like QvistOs, BengtssonOs study proposes a
effective approach to relate BergmanOs works to popular films during the period which
functioned as the intermediary of the OFolkhemmetO idedlngymilarity to how the 30s
productions did.

The following two studies, in turn, tackle the representations of the Swedish welfau
from the auteurist perspective. Fredrik GustafssBisan from the third row: Hasse
Ekman, Swedish cinema, and the long shadow of Ingmar Bergman, sheds light on the
significance of the alleged rival of Bergman, Hasse Ekman, thereby trying to contextua
Bergman in the contemporary Swedish film industry. The author analyses the relations
between the Swedish welfare state and EkmanQOs arguably Oa-afiiomatBat seldom
exploit the national features as natural landscapes but depicts cities instead. The appr
enlightening in dealing with the early titles by Bergman to which such a tendency also
in most cases.

Erik HedlingOs article, Olngmar Bergman and Modernity: Some Contextual Réma

discusses the critical attitude towards the frustrated Swedish welfare state shown by B

67 Quist classifies the films that do not fall into any of the above-mentioned subcategories as O3vriga
filmerO (Oother filmsO) (Ibid., 36) to which BergmanOs titles are thought to belong because of its theme
differ from those of typical Oarchipelago filmsO. In the similar way, Qvist points out in several parts in th
that the genre and BergmanOs films have a commonality despite the latter's deviating character.

68 Bengt Bengtssori/ngdom i fara (Diss. Stockholm: Univ., 1998), 75-76, 128-129. The mentioned titles al
Crisis (Kris, 1946),It Rains on Our Love (Det regnar pd var kdrlek, 1946),Port of Call (Hamnstad, 1948), and
Prison (Fingelse, 1949). i}

69 Bengt Bengtsson, OYouth problem films in the post-war yeatSdis/ film: an introduction and reader,
ed. Mariah Larsson and Anders Marklund, (Lund: Nordic Academic Press, 2010), 147. The chapter is a
translation of the excerpt from the Swedish dissertation.

70 Bengtsson{ngdom i fara, 40-47.

71 Fredrik Gustafssorfjhie man from the third row: Hasse Ekman, Swedish cinema, and the long shadow of
Ingmar Bergman (New York: Berghahn Books, 2017), 19.

72 Erik Hedling, Olngmar Bergman and Modernity: Some Contextual Rematks&iish Film: An Introduction
and a Reader, 219-228. Like Bengtsson, Hedling reads the depiction of public institutions as symbols for
authorityOs suppression, while he also pays attention to the objects as train or telephone as ominous m
for modernity.
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whose individual filmic landscape was much more frequently focusédliomelation to
popular culture, the same authorOs discussion about the use of jazz music in the direc
films is also worth mentioning. According to Hedling, BergmanOs view on jazz is fairly
conservative, reflecting Othe dubious status of jazz [that] was retained well into the po:
years as a means of signifying estrangement, illicit youth rebellion and some kind of se
depravityO in the Swedish soci&tfhe authorOs observation about the non-Swedish na
of the characters who present affinity with jazz testifies how BergmanOs films follow th
familiar narrative pattern of Swedish popular film that estranges OforeignnessO, which
seen later.

AsHedling points out? lessattention has generally been paid to early works by Berg
including his comedies that my study focuses on. Moreover, most of the previous disct
are strongly coloured by auteurigfas exemplified by recent contributionslbyciano De
Giusti, who examines the narrative form of BergmanOs debit titiby Arianna Salatin®
Lucilla Albano?® and Arne Lundé&®who examine the meaning of comedies in BergmanC
individual filmography.

To sum up, two strands of the post-war Swedish film productions can be recognise
ambitious films targeted to the Oelite audienceO and the popular films that the aforems
two genres characterise. Here, | would like to emphasise that these two were not comj
separated from each other, as BergmanOs works, which have been discussed chiefly i

former context, were also related to the latter. Nonetheless, his earlier works including

73 See also his discussions about the landscape in BergmanOs films as social critique toward the Swedi
state. (Erik Hedling, OThe welfare state depicted: Post-utopian landscapes in Ingmar BergmanOs filmst
Ingmar Bergman revisited. performance, cinema and the arts, ed. Maaret Koskinen (London: Wallflower, 200
180-193.)

74 Erik Hedling, OMusic, lust and modernity: Jazz in the films of Ingmar Bergoham! of Scandanavian
Cinema, 4, n0.2 (2011): 89-99.

75 Hedlmg, Olngmar Bergman and Modernity: Some Contextual RemarksO, 221.

6 An older example islugo WortzeliusOs article which discusses the 40s titles in relation to the developn
the directorOs career. (Hugo Wortzelius, OBergman i backspeg&la@fifilmografi 4, 1940-1949, ed. Lars
*hlander (Stockholm: Svenska filminstitutet, 1980)16-720.)

77 Luciano De Giusti, ONotes on young BergmanOs narrative form:NknigOlest Passage, 8 (2011): 47-55.
78 Arianna SalatinoDSommarnattens leende or OUnresigned HumourQ in Bergman's Ginetnbey
Passage, 8 (2011); 103-114.

79 Lucilla Albano,O0Sommarnattens leende: Motives, Themes, Figwes®.West Passage, 8 (2011): 93-101.
80 Arne Lunde OThrough a laugh darkly: Comedy in the films of Ingmar Bergrdan@al of Scandanavian
Cinema, 4, no. 3 (2014): 239-253. Although the discussion in this article is made from auteurist perspect
forthcoming work Early Bergman as Auteur Inside the Swedish Studio System, 1944-1960, is expected to
contextualise BergmanQOs works in the Swedish film industry. (See, OArne LundeO, UCLA Scandinaviai
accessed May 9, 2018, http://scandinavian.ucla.edu/person/arne-lunde/.) The same issue of the journal
includes,Torben GrodalDTwo Nordic existential comediégiiles of a Summer Night andThe KingdomO,
Journal of Scandinavian Cinema, 4, n0.3 (2014): 231-238.

13



comedies are still likely to be discussed from auteurist/art-cinema perspective, despite
tight bond with popular culture. The reason why my study takes a star studies approac
| believe that the gap between these two types of films can be bridged by focusing on i

who function as inter-texts between various films, as will be discussed in the next chag
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Literature review 2: Film Stars

1. Star studies

Star studiess an expanding field in cinema studies in recent yeatsqastudies: A critical
guide maps oud! Initiated by early writings, such as Edgar Morifisstars 82 the field was
established by Richard Dyer with [ig:»s, on which my study theoretically and
methodologically heavily depends. The groundbreaking aspect of DyerOs work is that F
understands a star as a certain OimageO as Oa complex configuration of visual, verbal
signs@ which resign not only within filmic texts but also within other media texts. A star(
complex image, which is understood as#tured polysemyC84 is constructed on the grounc
of social types which conceptualise certain values in a given society, thereby bestowing
stars the ideological functidf.lt is worth highlighting that stars reinforce the dominant
values by not simply reiterating them, but by embodying Othe contradictions within and
between ideologies®.

Dyer also considers the relationship between the total image of a star and the chare
s/he plays in a certain film by using the term OfitO. When OfitO is OselectiveO, a certai
of a starOs image is emphasised having others toned down, while the Operfect fitO me
starOs image completely coincides with the features of the chétrittierever, the fit is in
most cases OproblematicO, because of O[t]he contradictory and polysemfie oiaLstdOs
image. Dyer argues that the incompatibility between a star and a character is articulatet
the state of OmaskingO or of Opseudo-unific&timm@ccount of other factors, such as the

narrative structure of a film.

81 Martin ShinglerStar studies: a critical guide (Basingstoke: Palgrave Macmillan, 2012).

82 Edgar Morin,The stars, trans. Richard Howard (Minneapolis: University of Minnesota Press, [1962]200!
83 Dyer, 34.

84 Ib)i/d., 63. Italics in the original.

85 |bid., 47-59. o i

86 |bid., 34. This is related to starsO OcharismaO (Ibid., 30) which to some degree corresponds with Ma:
notion of political charisma. By applying the Weberian argument about charismatic appeal that functions
effectively Owhen the social order is uncertain, unstable and ambiguousO, Dyer understands that star ¢
related to Ospecific instabilities, ambiguities and contradictions in the cultureO. (Ibid., 31)

87 |bid., 127-129.

88 |bid., 129.

89 |bid., 131.
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In contrast to Dyer, John O. ThompsonOs chapter in the antbiabalgy:: Industry of
desire encourages the awareness of the OgbptWeen a star and a character. His discus:
which deploys the semiotic technique called the commutation test, evokes the thought:
the possible change caused by substituting an actor for another. According to Thompst
regards Oa film performance as a bundle of distinctive feafiitbeG&ubstitute for a whole
actor may not be different from that for a certain feature such as hair colour, because t
signification of the feature is dependent on the narrative of &4ikins discussion about wh
feature makes a star and a certain role incompégipteatly inspired my analysis of the
relationship between DahlbeckOs image and her roles, along with DyerOs OfitO.

The same anthology includes other approaches to stars thatSayerfmduce®*
Among them is OThe emergence of the star system in AmericaO by Richard deGaditum\
author expands on his investigation into the historical process of the development of tr
system in the U.S. iRicture Personalities, where he examines the discursive practices th
conditioned the emergence of the star sysfeimintroducing his discussion, the author pa
attention to the two different bodies of an actor: Oa body producedO and Oa body p#oc
While the former exists within the fiction film, the latter stays outside of it, which is why

actor/star does not remain Omerely as a sigiffien®is more actively involved in making

90 John O. Thompson, OScreen acting and the commutation test@ioim: Industry of desire, ed. Christine
Gledhill, (London: Routledge, 1991), 195.

91 lbid., 186.

92 |bid., 188-190.

93 Thompson explains this with an example of John Wayne, whose bundle of features is not suitable for
of a doctor. (Ibid., 194-195.)

9 Shingler recognises two strands of star studies that developed after Sayer@a more in-depth
investigation into the part played by audiences in terms of how they engage with starsO and Oa more d
examination of stardom as an industrial processO. (Shingler, 23) Among the pieces induadéehina
chapter by Jackie Stacey belongs to the first (Jackie Stacey, OFeminine fascinations: Forms of identific:
star-audienceO, fnardom, 141-166). In relation to TherZse AnderssonOs study that | will refer to later anc
cosmetic advertisements that | will examine, her approach to the audience practice is insightful, althoug
immediately pertinent to my discussion. i

9 Richard deCordova, OThe emergence of the star system in AmeSea@mn: Industry of desire, ed.
Christine Gledhill, 17-29.

9% Richard deCordovaicture personalities: the emergence of the star system in America (Urbana: University of
lllinois Press, 1990). The author explains the emergence of the star system by different types of knowle:
film actors that was disseminated on media. The beginning is Othe discourse on actingO (lbid., 23) that
the shift in the agdience()s interest from the mechanics of cinema to acting as human labour. This led tc
appearance of Othe picture personalityO (lbid., 50), who are recognised as actors across various films,
to Othe starO (lbid., 98) who produced the knowledge not only about their professional life but also abo
private life. It is worth noting that one of these was not completely replaced by another. The author write
transformation can best be characterised as a progressive overlaying of discourses and knowledges ab
particular siteNthe actor.O (deCordova, OThe emergence of the star system in Am&tiead&min/ndustry of
desire, ed. Christine Gledhill, 17.)

97 |bid., 19.

98 |bid., 13.
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meaning for films. His view on Othe actor/starOs role in the cinemaOs enunciative &pp.
is enlightening especially in dealing with auteur cinema where the subject for enunciati
tends to be credited to the director.

The anthology also questions the Hollywood-centricity of star studies, including a c
study of three female Indian film stars by Behroze Gandhy and Rosie TH8RaDyer
himself suggests, most of his theorisation and methodology is applicable to stars in oth
places rather than Hollywoael. However, the specificities in the places such as India mu
be respected, considering significantly different conditions for the film industry as well ¢

ideologies and cultural traditions behind.

2. Stars in European film
As suggested above, studying stars in other film industries poses a fundamental quest
about the concept of stars and stardom. The anthStellyr Encounters: Stardom in popular
European Cinema starts from the primal question whether European stars are mere imit:
of Hollywood counterparts or uniqdé2As Tytti Soila maintains, national stars in Europea
countries Ohave become objects of intense admirationO despite the lack of a Oregular
system identical to that of Hollywood productiocn®lo deal with this, Soila adapts Miriam
HansenOs idea of Overnacular modernismO, which regards classical Hollywood cinerr
local expression of modernity, and introduces the concept of Overnacular stardomO th:
acknowledges Othe existence of a multitude of stardom in and through an indefinite nu
practices.®* These concepts are effective in reconsidering the long-held binarism of
Hollywood popular cinema and European art cinema which my study problematises.
Two chapters in the anthology are related to Bergman, one of which is KoskinenOs
of Bergman in the Swedish popular pré&ssVhile she examines the auteur himselfas a s
Gunnar IversenOs contribution studies Liv Ullmann, one of his most famous collaborat

The author outlines the early image of Ullmann in Norway, where the OordinarinessO ¢

99 |bid.

100 Behroze Gandhy and Rosie Thomas, OThree Indian film staSs@dam: Industry of desire, ed. Christine
Gledhill, 107-131.

01ipyer, 3. | i

102 Tytti Soila, OlntroductionO, imeBar encounters: stardom in popular European cinema, ed. Tytti Soila,
(Eastleigh: John Libbey, 2009), 1.

103 ]bid., 2.

104 bid.

105 Koskinen, OFrom erotic icon to clan chief: the auteur as starO.
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is evaluated higher than the glamour represented by Hollywood%tare admiration of
Ocharismatic ordinarinessO of Ullmann is insightful to consider Swedish film stardom \
as will be seen later, OnaturalnessO is regarded as best in contrast to Hollywood glam

IversenOs study leaves room for considering the shift in UllmannOs status from a
Norwegian starlet to an international Oauteur $%tke latter of which was established by
her being a muse of Bergman. In her article OReception, Circulation, Desire: Liv Ullma
the Transnational Journeys of a Scandinavian ActressO, Koskinen discusses this issue
examining the actressOs transnational career. UllmannOs stardom that is characterise
between-nessO in possession of just the right mix of the ordinary and the extraordinary
similarity and difference, OEuropean® and OAmerican,O national and trari§hesiomaO
interpreted as an example of a complex of Overnacular stardomO.

The in-depth studies of two different national stardoms are Ginette VincensteauOs
and stardom in French cinema and the antholog®ritish stars and stardom, both of which
start by demarcating the countriesO star systems and stars from the Hollywood counte
Vincendeau and Bruce Babington commonly point out two following features in the
countriesO stardoms: the closeness of film and tkeaind the specific relationships with
Hollywood 110 Their discussions are enlightening in relation to Swedish stardom where
theatre and film interacted with each other and Hollywood had an ambivalent meaning
will be discussed later.

Furthermore, | would like to underline VincendeauOs argument that the French sta
a crucial bridging function between the two kinds of cinefagamely, auteur films and
mainstream films. This deals with the situation after the New Wave in France but | beli¢

that such a function of stars can also apply to the ones in Swedish film in the post-war

106 Gunnar Iversen, OCharismatic ordinariness: Ullman before Bergman@aireScounters: stardom in
popular European cinema, ed. Tytti Soila, 74-76.

107 Maaret Koskinen, OReception, Circulation, Desire: Liv Ullmann and the Transnational Journeys of a
Scandinavian Actress@urnal of Transnational American Studies, 7, n0.1 (2016): 12, accessed May 9, 201¢
https://escholarship.org/uc/item/09h5b6m1. | am aware of the same issue in the case of Dahlbeck, but t
exploration of her transnational stardom is beyond the scope of this study, especially because it is after
decade in question when her star status was established even internationally along with BergmanOs au
Regarding this, see Conclusion.

108 Koskinen, OReception, Circulation, Desire: Liv Ullmann and the Transnational Journeys of a Scandir
ActressO, 12.

109 Ginette Vincendeawzars and stardom in French cinema (London: Continuum, 2000), 2-10; Bruce
Babington, Olntroduction: British stars and stardomBtin/ stars and stardom, ed. Bruce Babington

(Manchester: Manchester University Press, 2001), 12-13.
110Vincendeau, 14-22; Babington, 14-16.
11Vincendeau, 24.
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In my view, concentrating on a Swedish star as Dahlbeck enables the gap between art

auteur film and popular film to be bridged.

3. Stars in Swedish film

Sweden has cultivated its own stardom and stars from the early stage of its film history
HalvarsonOs article, OAnteckningar kring det filmiska stjSrnsystemets uppkomstO, giv
overview of the star cult in Sweden during the silent®rAccording to the author, towards
the end of the teens, Swedish film witnessed the emergence of the domestic film star c
which was kindled by newly-started film star magazmesmportantly, it was negatively
accepted as Othe unhealthy idol worship@hich would tempt the young audience to the
dream of luxury associated with film stars and degrade the prestigious theatre actors. T
shows both the hierarchy between theatre and film and the legitimate theatre actorsO
considerable influence in the creation of film star cult in Sweden.

As mentioned previously, Swedish film during the 30s tends to be characterised by
popularity, and it actually produced many public favourites including various types of
actressests Tytti SoilaO&vinnors ansikte: Stereotyper och kvinnlig identitet i trettiotalets
svenska filmmelodram examines the stereotypes assigned to theithe author demonstrate
how these stereotypéscan be read as an expression of the patriarchal discourses, whil
analysing a few subversive characters as diversions. Her detailed investigation illustrat
conventional use of certain features for the construction of a stereotypical chéPadterh

can be utilised in analysing certain characters in films during the later periods.

112 Bo Halvarson, OAnteckningar kring det filmiska stjSrnsystemets uppkonisi@iriighetens ljus:
stumfilmens affischer, kritiker, stjdirnor och musik, ed. Jan Olsson (Stockholm: Symposion, 1990), 294-299.
113 1bid., 294-296.

114 Oden osunda idoldyrkanO (lbid., 297.)

115 Furhammar, 155-157.

116 Tytti Soila,Kvinnors ansikte: stereotyper och kvinnlig identitet i trettiotalets svenska filmmelodram (DissS.
Stockholm: Univ., 1991).

17 Quist examines the stereotypes for the male actors such as Adolf Jahr (Ibid., 213-218), Edvard Perss
Sigurd Wallzn (Ibid., 370-372) in hi&/khemmets bilder:

118 She pays attention to, for example, social classes, names, professions, or clothes.
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With regard to the Swedish film stars in the post-war years, Per Vesterlund examin
actors in the films by the director/actor Erik OHampeO Faustrmen giomde mannen.119
His attention to the popular actors in FaustmanOs films who were assigned the roles tt
differed from their established status does not seem so far from my own. However, his
discussion appears to presuppose the division between low and high*éGorsequently,
despite his careful examination of the concept ofi&tdris understanding of a Swedish filn
OstarO seems to associate them with popular entertainment in opposition to atexiigm
study takes a different approach with help from LarssonOs observation about the ambi
division between entertainment and art and SoilaOs idea of Overnacular stardomO. Ac
| regard the term OstarO as applicable to all prominent actors both in terms of populari
artistic achievement.

Two collections of star interviews from the decade for my investigation may empiric
support this. While Crick Holm®sg tu man hand med filmidoler'?3 deals with both Omore
popular® and Oquality actésidcluding Dahlbeck, Allan Beer@sntal med stjdrnor: 20
skddespelarinterviuert2s covers a wide range of OstarsO: both popular and quality film a
revue artists, an opera singer or a ballerina. This suggests that, in the Swedish practic:
stardom, film and theatre intertwined with each other, thereby inducing the multiplied
definition of OstarO or OidolO.

119 per Vesterlundpen glémde mannen: Evik “Hampe” Faustmans filmer (Diss. Stockholm: Univ., 1999),
125-164. Although Vesterlund mentions the frequency in which Dahlbeck appeared in FaustmanOs films
(Vesterlund,145), he does not develop particular discussion on her roles but shortly mentions her in cer
of his book. For example, the author contrasts Dahlbeck as Othe Swedish filmOs Great MotherO (Oden
filmens urmoderO) (lbid., 141) with Gun W(Ellgren, who repeatedly played childless women. His observ
about WElIIgren as DahlbeckOs Odirect oppositionO (Oraka motsatsO) (Ibid.) is correct in that point, bt
to be affected by DahlbeckOs familiar image as mother. For, both had the role type of erotic women in ¢
and their images were overlapping at a certain point, as is shown by the fact that WEllgren was one of
proposals for the role of the jazz girl Dahlbeck playefhim (The screenplay with notes presumably by the
director Gustaf Molander, SFOs archive at SFI)

120 |bid., 125.

1211bid., 125-135.

122 Indeed, a certain hierarchy of value in Swedish film at that time (Ibid., 125) needs consideration in ta
concept of OSwedish film starQ, but | believe that the ambiguous boundary between entertaining and a
that I mentioned above also applies to the actors. For example, Vesterlund argues that Birger Malmsten
been treated as an idol except that his Opopularity as a juvenile lead is sometimes commented onO (Oj
som den f8rste Siskare ibland pEtalatsO) (Ibid., 140). However, considering that Malmsten frequently a
on Filmjournalen as a leading star of BergmanOs films that contributed to the formation of the star cult, a
mentioned before, | do not find a decisive reason to minimise his status as a popular star.

123 Crick Holm, Pd tu man hand med filmidoler (Stockholm: MedZn, 1947).

124 OfolkligareO, OkvalitetsaktsrerO (Vesterlund, 144.)

125 Allan Beer,Samtal med stjdrnor: 20 skdadespelarinterviuer (Stockholm: Geber, 1953).
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Like Vesterlund, who studies several actors in FaustmanOs film, Bengtsson shortly
overviews the five actors typecast as young rebels in the Oyouth probleni&iBsO.
contrast, Larsson analyses the image of a single star, or the actress-turned-director, M
Zetterling, more in detail iSkenet som bedrog: Mai Zetterling och det svenska sextiotalet.127
Because of the proximity of the study subject, her study became my direct reference ir
selecting the material, while her observation aldGitjournalen inspired my discussion, as
previously mentioned.

The historical importance 6¥/mjournalen in Swedish popular culture has proposed tt
following two studiesVill ni se en stjdrna? Kon, kropp och klider i Filmjournalen 1919-1953
by Eva Blomberg investigates how the representations oftisrthe magazine contribute
to the formation of ideals in Swedish society under modernisation. The following three
of key concepts that the author discusses are helpful in analysing the contradiction in t
image of a Swedish star: Onatural/unnatural®, OSwedish/foreignO, and ORGEsunda/
Hollywood(2° The first deals with starsO personality and acting style and evaluates Ot
as best in opposition to OunnaturalO, or Oartificial or affectedO. In the second, what is
indirectly defines what is OSwedishO. Blomberg argues that this is relevant to a star a:
person, but the same ethnic strategy is commonly found in the filmic texts as will be se
later. Therefore, the concepts are pertinent even to the characters that the stars play. 1
discusses the symbolic places for the Swedish and American film industries. Here, the
ambivalent connotation of Hollywood is worth mentioning. While it Ocan contain everyl
about self-realisation, career possibilities, wealth, and beautyO, it can also mean Odar
sexuality, and bigotry@&?

The problem with BlombergOs study is the negligence of the immediate impact of f
the image of stars, which depends on the authorOs focus on the meaning of the film-re

mass media. The same is the case Béthity Box - Filmstjdrnor och skonhetskultur i det

126 Bengtsson, 258-261.

127 Mariah LarssonSkenet som bedrog: Mai Zetterling och det svenska sextiotalet, 27-57. . ]

128 |n a similar way to Vesterlund, Blomberg mentions the issue of how to define a OstarO in the Swedis
industry where few of the actors are related to the same glamour of Hollywood stars. (Blomberg, 39.)
Consequently, the author in most cases uses the term OartistO instead of OstarO (OstjSrnaO) to refer t
actors throughout the book. | myself apply the term OstarO, for the above-explained reason, even wher
othersO researches including BlombergOs.

129 Blomberg, 44.

130 Okan inrymma allt av sjSiviSrverkligande, karriSrmsjligheter, rikedomar och sk3nhetO, Ofarlighet, se:
och bigoteri.O (lbid.)
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tidiga 1900-talets Sverige by TherZse Anderssé#. The author analyses how Hollywood
beauty culture was represented in the Swedish popular press so that it would not confl
the local, traditional concept of femininity, thereby building a standard for female beaut
modern Swedish society. However, her discussion centres on the relationship betweer
Hollywood film stars and the Swedish female audience. Consequently, the influence of
Hollywood stars on the Swedish counterparts are seldom examined. The further study
expected concerning the alternative discourses forged by Swedish film stars by shifting
HollywoodOs beauty culture into their own stardom.

From these previous research, it is difficult to draw a general picture of the Swedis|
stardom. Since the investigation into this issue is beyond the scope of this study, my a
of DahlbeckOs stardom assumes that Swedish film produced a certain kind of stars an

system during the 40s and 583.

131 TherZse AnderssoBeauty Box: filmstjdrnor och skonhetskultur i det tidiga 1900-talets Sverige. (Diss.
Stockholm: Stockholms universitet, 2006).
132 Blomberg, 148; Furhammar, 188; Larsson, 27.
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Method and material

On the whole, my method was text-reading. Using DyerOs theory and methodology;, | tc
different approaches and divided my analysis into two parts. First, | attempted to
conceptualise the total image of Dahlbeck by reading different media texts, both filmic €
extra-filmic. | referred to previous research by scholars such as Blombergl®aisd,
Soilal34and deconstructed DahlbeckOs image to three pairs of concepts: OSwedishO ¢
Ointernational®, Ogood wife/motherO contra OvampO, and OintelligentO and Oindepe
some parts, | also dealt with the gap between her image and the characters with speciz
attention to other films than three Bergman titles. In the second patrt, | analysed the
relationship between the actressOs image and the three characters, paying attention to
narrative of each film. Due to the scope of my study, | limited myself to analysing only tt
significations of the characters and did not examine the actressOs perfotsaances.

As for the material, the exact equivalences to DyerOs four groups of media texts
(OPromotionO, OPublicity®, OFilmsO, and OCriticism and comm&fitages®ard to find,
because of the different conditions for the film industry in Sweden from that in Holly##60
At the same time, the differences between these categories themselves were not free fi
problemst38 Therefore, the following illustrates my material according to the media form:
pointing out the approximate correspondence with these categories. As previously men
| directly referred to Larsson with regard to the actual selection of ma#é&rial.

One of my major sources was the magaZingjournalen (F.J)140 and its successor

Bildjournalen (BJ),141 whose coverage of mixed contents can be considered both as

133 Qvist, Folkhemmets bilder andJorden dr vir arvdel.

134 Soila,Kvinnors ansikte.

135 Dyer investigates the performances of stars, emphasising that both the starOs image and the charac
present on screen only by being enacted by the stars. (Dyer, 132-150.)

136 Dyer, 60-63. B

137 The degree of the studioOs control on the image of a certain star is quite uncertain in the Swedish cz
Therefore, the difference between OpromotionO, which is Oproduced as part of the deliberate creation/
manufacture of a particular imageO and OpublicityO, which is Owhat the press finds outO and is charac
Oits apparent or actual escape from the image that Hollywood(sic!] is trying to promoteO is rather vague
138 The boundary between two above-mentioned categories is ambiguous even in HoIIywoodOs case. F
example, Robert C. Allen and Douglas Gomery points out the considerable influence of OpromotionO o
Opublicity® where the former can manipulate the press that is in charge of the latter. (Robert C. Allen ai
Douglas GomeryEilm history: theory and practice. 1. ed. (New York: Knopf, 1985), 178.)

139 L arsson, 29.

140 Hereafter, | will use the abbreviations in parentheses when mentioning each source in the text.

141 Filmjournalen changed its name in®ldjournalen from 1954.
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OpromotionO and OpublicityO. Tabloids, cligfiyssen (Ex) andAftonbladet (AB), and
newspapers, such ggens Nyheter (DN) andSvensk Dagbladet (SvD), belong to the same
categories. The reviews of films as Ocriticism and comménisgde also taken from these
materials. | did not execute a comprehensive researébcbojournalen (VJ), which Larsson
surveys, because of the lack of information on Dahlb&Ckhe sporadic magazine articles
found in the clip archive at the Swedish Film Institute (SFI clip archive) were also exan
In search of marketing-related texts as Opromotinia® organ for cinema owners
Biografiigaren (BA), SFOs promotion magaziiénnyheter (FN),145 and the press material i
the Swedish Film InstituteOs archive (SFI archive), as well as the five printed advertise
with Dahlbeck were surveyed.

As for the quantity, | looked through all issueg.dfindof B4 from 1946 to 1956 with
some complementary issues from earlier years and all articles in tabloids and newspaj
containing the words OEva DahlbeckO from 1942 to 1956 found on the digital databas
National Library of Swede#$ Regarding OfilmsO, | saw thirty-one titles featuring Dahlb:
from 1942 to 195847 All titles with some exceptioms were taken into consideration in the
first half of the analysis, while the latter half focused solely on three titles by Bergman,

Waiting Women, A Lesson in Love, andSmiles.

142 According to Dyer, this is Owhat was said or written about the star in terms of appreciation or interpre
by critics and writersO and can be understood as a response to the promoted star's image. Just as the
spokesperson for the audience, the critics shape OOpublic opinionO about a starO (Dyer, 63.), but this i
in accordance with what OpromotionO wants. Dyer argues that this gap also contributes to the contradit
character of a star's image, which can be exemplified by DahlbeckOs case, as will be discussed later.
143| particularly looked through all issues in 1946, the year of DahlbeckOs breakthrough, and will mentic
of the articles including the reviews in the same magazine found in SFI archive.

144 Larsson also naméografbladet, which started as Oa magazine in the first place with film distributors .
cinema owners as target groupO (Oen tidskrift med filmdistributSrer och biografSgare | fSrsta hand som
mEIgruppO) (Ibid., 29), but | excluded it in principle, because its target readers have changed into more
readers as academics or critics at the time period for my investigation.

145 The magazine contains interviews and featured articles which | will also examine.

146 Among them, | excluded the articles dealing with radio theatre from the objects for my research. Reg
this, see Conclusion.

147| excluded the following four titles where Dahlbeck participated as an extra or as a voiBamas{David
Hand et.al., 1942 ount Only the Happy Moments (Rékna de lyckliga stunderna blott, Rune Carlsten, 1944),
Just among Us Thieves or A Can of Pineapples (Oss tjuvar emellan eller En burk ananas, Olof Molander, 1945)
andBlack Roses (Svarta rosor, Rune Carlsten, 1945). Additionall§ze Key and the Ring (Nycklen och ringen,
Anders Henrikson, 1947) and the Swiss-British produciiantillage (Leopold Lindtberg, 1953) were exclud
because of the difficulty in access. Furthermore, as | touched on in the introduction, the two filSsi&fier
Tarp’s Elin (Tarps Elin, Kenne Fant, 1956) ardist Couple Out (Sista paret ut, Alf SjSberg, 1956), are also
excluded, even though they were released during the decade between 1946-1956.

148 |n addition to the above-mentioned titles, | excludled: His Own Way (Var sin vig, Hasse Ekman, 1948),
because DahlbeckOs role as a friend to the heroine does not exhibit distinctive features as a character |
only functions as a support for the development of the narrative.
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Analysis of Eva DahlbeckOs stardom

1. Course of career: From actress to writer 149
This section will trace DahlbeckOs career focusing on the decade from 1946 t01956 an
thereby overviewing her various film roles and certain aspects of her image. Dahlbeck
her acting journey at the G3sta TerserusO acting school before attending the Royal Dra
TheatreOs acting school in 18#1The year after, she screen-debuted with a small role of
tragically destined peasant girl Ride Tonight!. Although certain expectations for this
debutant can be observ&dhe criticsO interests were rather modest. It was her performs
as the wife of the protagonist ke Serious Game (Den allvarsamma leken, Rune Carlsten,
1945) that heralded the rise of new tateaihe critical acclaim given to DahlbeckOs nuan
creation of the role made a good contrast to the bitterly criticised performance of the le¢
actress, Viveca Lindfor$3who was probably the largest female Swedish star at that time
As a result, her breakthrough performanc®rira in 1946 did not come as a complete
surprise among critics. Nonetheless, their almost anonymous enthusiasm was overwhe
Her realistic performance was praised with comments such as OriatuGalazing
genuineness®; or Oordinarily warm®® and her competence as a Ocharacter aéffasa®

associated with the intelligent and independent personality that was to be emphasised

149 |n addition to other sources, | referred to Per Olov Qvist, OEva DahlbeckO, Svensk filmdatabas, acct
9, 2018, http://www.svenskfilmdatabas.se/sv/item/?type=person&itemid=61299#biography; Tytti Soila, C
Elisabeth DahlbeckO, Svenskt kvinnobiografiskt lexikon, accessed May 9, 2018, https://skbl.se/sv/artike
EvaElisabethDahlbeck; Ulrika Holgerss@fembitrddet och spelfilmen: stjdrnor i det svenska folkhemmets

1930- och 40-tal ([GSteborg]: Makadam, 2017), 237-241.

150 She already performed on stage at the theatre as a student before her official contract from 1944 to :
DahlbeckOs biography in SFI clip archive.) i
151 B4 introduced Dahlbeck as a Ostudent at the Royal Dramatic Theatre and a new name within filmO (
Dramatiska teatern och ett nytt namn inom filmenQO) (OFilmbyr@mgta)igaren, no.13-14, 1942, 18) and
included an advertisement with her portr&iografigaren, n0.16-17, 1942, 35). According to Holm, it was L
Hanson, one of the most prestigious actors in Sweden, who recommended Dahlbeck to the director Mo
which also suggests that her talent was already acknowledged then. (Holm, 64)

152 Several showed assumptions for the actressOs success in the future. See, for example, Bang, ODer
allvarsamma leken®ggens Nyheter, December 24, 1945; Georg Svensson, ODen allvarsamma kenies
Litterdra Magasin, no.1, 1945. (Both in SFI archlve )

153 See, for example, Robin Hood, ODen allvarsamma leRer@iolms Tidningen, November 27, 1945;
Filmson, OODen allvarsamma lekenO pE Qyandidet, November 27, 1945 (Both in SFI archive.)

154 OnaturligO (See, above all, Bang, OSaga: OBrita i grosshandlafhigeetQQhketer, February 5, 1946 (SF
archive.))

155 Ofsrbluffande SkthetO (Lill, OSaga: Brita i grosshandlarhfiset®; Dagbladet, February 5, 1946 (SFI
archive.

156 Ovarzi)aghgt varmO (Filmson, OOBrita i grosshandlarhusetO pEoSalyae), February 5, 1946 (SFI
archive.))

157 OkarakrSrssk@EdespelerskaO, Ibid.

25



throughout her career. Dahlbeck was awarded with a Ckéafte the best leading actress.
This was reported b§yvD with a photo of the actress showing the trophy to Victor SjSstrs
the legendary figure in the Swedish film industry, reinforcing the impression of her
authenticity as an actress.

In addition to the approval of the critics, Dahlbeck also gained public recodffitidre
actress appeared on the front coverB.b¥1 which meant Othe acknowledgement of the
status@®s2 and won the first stage of readersO poll for the most populari&gtorthe final
result, she came in fifth place within the category of the Swedish acttesths.long-
established popularity of the oth®pfsexplains how rapidly Dahlbeck became a public
favourite.

From 1946 to 1948, Dahlbeck appeared in as many as nine films. In 194%afteshe
co-starred with the long-established star Sture Lagerwall in the romantic camedy: Skis
(Kdrlek och stortlopp, Rolf Husberg, 1946) and played the role of a young ambitious
journalist. She also worked with the popular and respected star/director Hasse Ekman
Encounter at Night (Méte i natten, Hasse Ekman, 1946), playing a quick upper-class girl.
However, the criticsO expectations for Dahlbeck were too large to be met with these fil
Almaqvist, an early admirer of the actress, expressed his disappointment the following
OAfter! Brita in the Merchant’s House! Eva DahlbeckOs talent was neglectédthis

dissatisfaction was due to the smaller roles that she was playing rather than to her

158 A film award grounded bylffonbladet. DahlbeckOs winning the award was anticipated/bgOVem fEr
OCharlieQ i €FQyjournlen, n0.20, 1946, 9.)

159 OCharlie fSr bSsta kvinnliga rolles@nska Dagbladet, May 26, 1946, 13.

160 For exampleSvensk Damtidning, which does not specialise in film, introduced the actress with the artic
ONow people talk about Eva DahlbeckO. (ONu talar man om Eva Datiibeck@amtidning, no.8, 1946, 15.
161 She appeared on the front cover in 1946 (no.8 and no.23), in 1947 (no.50), and later in 1949 (no.43)
1950 (no.45).

162 Oett erkSnnande av statusO (Blomberg, 65.) 3 )

163 Regarding the result of the first stage, see Oerets stjSrnor |&dlerwrnalen, no.12,1946, 18.

164 The top five actresses with the gained votes in the final result were Viveca Lindfors with 8862 votes,
Tidblad 3112 votes, Annalisa Ericsson 2736 votes, and Sickan Carlsson 2001 votes, and Dahlbeck 197.
(Filmjournalen, n0.18, 1946, 15.)

165 Among other four, Lindfors, Tidblad, and Carlsson were presented as public favourites already in 194
(Blomberg, 135.) . i R

166 OEftet Brita i grosshandlarhudetSr Eva Dahlbecks talang fsSrsummadO (Stig AiImqvist, OBegEvade
skEdespelare tvingas bli drSngar Et dumtétenédynalen, no.16, 1947, 7.)
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performances, which can also be seen in Ingrid ArvidssonOs readtieoiorer at Night
where she described Dahlbeck as Oall too good a character actress for such vagid rols

Therefore, the news of her coming leading rol@rify a Mother garnered much attentio
However, the shooting was postponed, while several other planned films were not real
eitherl88 Among them wa€rime in Sun (Brott i sol, GSran Gentele, 1947). It was reasona
that 7 named Dahlbeck for the role of sexy, frivolous Marguéfitejnce she had a succes
with the same role in the theatre performance by the same director. The role of Margue
became the starting point of DahlbeckOs several vampish roles such as the night club
Two Women (Tva kvinnor, Arnold SjSstrand, 1947). Her performance as a seductive jazz
musician inEva (Gustaf Molander, 1948), a filmatisation of BergmanOs manuscript, als
strengthened her erotic image. On the other hand, the freshness of her appeal was rec
because of another type of roles she repeatedly played: Swedish blond peasarit/girls it
People of Simlang Valley'0 (Folket i simlangsdalen, *ke Ohberg, 1947)Lars Hard (Hampe
Faustman, 1948), arfthe Girl from the Mountain Village!”! (Flickan frdn fjdllbyn, Anders
Henrikson, 1948). The reviewers wrote Oall too familiao® Oroutines@3 which suggests
that the actressOs performances were losing the novelty.

It was her compelling role-creation@/y a Mother that helped Dahlbeck retrieve the

reputation as a character actress. The delayed shooting finally started in the early sum

167 Qalldeles f&r bra karaktSrssk@Edespelerska f&r sE menissa rollerO (Ingrid Arvidsson, OLeka med el
Veckojournalen, n0.41 (1946) (SFI archive).) Another example is Lilbi®, writing that Dahlbeck acted Oas
she thought the role was not something to waste powder and shot on.O (Osom om hon tyckte rollen int
att spilla krut p&E.O, Lill, OSaga: Mste i nat®aiska Dagbladet, October 1, 1946 (SFI archive).) See also ¢
Almqvist, OSaga: Mste i nattenf2on Tidning, October 1, 1946 (SFI archive).

168 Dahlbeck was cast for the leading role in the film already in April 1947. (See, for example, OTEATER
MUSIK-FILMO, Dagens Nyheter, April 27, 1947, 4.) The shooting was postponed because of the cost prol
which was regretted b§J/Os journalist in the short interview with the actress. (Marco Polo, O5 minuter me
DAHLBECKO, Filmjournalen, no.22, 1947, 21.) Other planned films were a comiédyoch kir and a
filmatisation of Bernhard Nordh{)s noSedrkare dn lag, both of which were produced with other actresses i
later years. (See, for example, OFilmnytt fr@En Europafiitihurnalen, no.20, 1946, 22-23; OPhilipe den
MagreOFilmjournalen, n0.12, 1948, 4.) In an interview in 1948, Dahlbeck talked about the coming shoot
the latter, and the reason for the cancellation is unclear. (Markel, O5 minuter med EVA DAHLBECKO,
Filmjournalen, n0.13, 1948, 9)

169 See, for example, OPhilipe den MagRéyjournalen, no.7, 1947, 18. The actual role went to Gunnel
Brostrdm, who entered the Royal Dramatic TheatreOs acting school together with Dahlbeck and Gentel:
170 Hereafter referred to @%mldng.

171 Hereafter referred to dgountain.

172 Qalltfér vSibekantaO (Jerome, OAnglais: Flickan frEn fjSbyakd Nyheter, December 27, 1948 (SFI
archive)).

173 OEva Dahlbeck agerar pE gammal rutinO (Monty, OFLICKAN FReN FJELLBYN p@E AdgtaisQdet,
December 27, 1948.); Ohennes rutin rSckteO (BERTON, OFlickan freEn HBtbydngen, December 27,
1948.) (Both in SFI archive)
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1949 and evoked high expectations for the leading actieBshlbeck herself seemed to bi
very engaged in the task, 4B reported: O[O]ne gets a feeling that she has grown into h
role so that she simply Rya-Rya.05As a result, her performance of this strong-willed

peasant mother was rewarded by criticsO whole-hearted praise. For example, Harry S

wrote:

OThe prostitute-lingo she earlier exploited, which one gradually began to get tir
is now fully disappeared. Instead, we meet a deeply mature, artistically disciplir
but simultaneously imaginative empathy in the difficult leading role that inspires

largest respect.®

The role resulted in her winning the best female actress of the year in an audience poll
by FJ177 as well as a Swedish Film SocietyOs plaquette in11951.

Thus, by the beginning of the 50s, Dahlbeck established her status as Oone of Sw
filmOs top names® Around this time, she played the title role in SandrewOs big-budget
musicalBeautiful Helen (Skona Helena, Gustaf Edgren, 1951), decorating the tabloidsO a
FJOs coverage with her glamorous looks. (Fi#.Rahlbeck also began to play mothers
frequently after her first mother-role Rya-Rya: a young mother to seven childSemcipan

Journey (Kastrullresan, Arne Mattssson, 1950), a middle-aged mother to a grown-up chi

174 The coverage af N implies SFOs assumption for the actressOs success. Dahlbeck appeared in the m
earlier in relation t&va and toWomen in White (Kvinna i vitt, 1949) (OFilmnyheters bildnyheteF@mnyheter,
no.3, 1949, 11.). The article titted OThe woman of the year in Swedish filmO (Barbro Boman, Oerets kvil
svensk filmOFilmnyheter, n0.9-10, 1949, 8-10) includes her picture frbm, although she was not mentione
in the text, which alludes to the possibility that DahlbeckOs rdleljru Mother would be Othe womanO. The
next number presentuly a Mother with three pictures of Dahlbeck that is followed by another one from
Women in White. This implies the importance of Dahlbeck as the star of SF during the year, which can als
read from the fact that she was given the leading rauitcée for Hire (Féstmé uthyres, 1950) directly after
and became the cover girl of the Christmas issue of the magaziineyfieter, N0.20, 1949.)

175 OEman har en kSnsla av att hon vSxt in i sin roll s att hon heltiefaitRya. o) (OStatare staterar krin
Rya- RyaQdftonbladet, July 10, 1949, 9, emphasis in the original.) o
176 OHennes tidigare patenterade fnaskjargong, som man s sm@&ningom bsrjade bli led p&E, Sr hSr h
| stSllet mster vi en djup mognad, en konstnSrligt disciplinerad men samtidigt fantasifull inlevelse i den ¢
huvudrollen som inger den stSrsta respekt.O (Harry Schein, OBARA EN B@R@;s Liteira Magasin, no.
10, 1949 (SFI archive)).

177 OFILMPUBLIKEN HAR SITT VALOFilmjournalen, no.24, 1950, 16-17.

178 See for exampl&iografigaren, n0.5-6, 1951, 2. The Swedlsh Film Society (Svenska Filmsamfundet) i
origin of the Archival Film Collections of the Swedish Film Institute. (See OHistory of the archiveO, Swe:
Film Institute, accessed May 9, 2018, http://www.filminstitutet.se/en/learn-more-about-film/archival-film-
collections/history-of-the-archivel/.)

179 Oett av svensk films toppnamnO (Arne Sellermark, OEvas tyckeyiynalen, n0.32, 1952, 7.)

180 OSK...NA HELENAQ(ionbladet, May 21, 1950, 13.
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Submarine No 39 (Ubat 39, Hampe Faustman, 1952) andShudow (Skuggan, Kenne Fant,
1953)181 and more symbolically, the mother of JesuBdnabbas (Alf SjSberg, 1953).

Fig.2

Her collaborations with Bergman started around this time, firstly on stag@&ith
Threepenny Opera (Tolvskillingsoperan) in 1950182 While the performance itself was
unsuccessful, the actressOs creation of the prostitute, Othe demoniacal Krd§3deasyO,
much appreciated and became one of her most iconic roles (BiglBgir first film, Waiting
Women, where Dahlbeck and her co-star BjSrnstrand exhibited the brilliant chemistry, w
followed by additional successes wWitli.esson in Love andSmiles. In the latter, Dahlbeck
played a witty and glamorous theatre actress and was highly acclaimed both inside an
outside of Sweden. She was awarded for the best female actress in a leading odter by
bild and chosen for the best actress of the year by the English film jéumaknd

Filming.185

181 Interestingly enough, these roles were much older for her actual dgemasle a joke aSubmarine No 39.
(OFamiljetrassel i filmvSrlden@imjournalen, n0.40, 1952, 22.)

182 |t was an opening performance at the theatre Intiman, which was newly opened by Lorens Marmstec
Judging from his mention, Dahlbeck seemed to be one of the large drawing cards among other well-knc
actors. (Tigram, OScenglimta$@yska Dagbladet, September 3, 1950, 11.) )

183 0den demoniska Krog-JennyO (lvar Haerie, OBrecht, Bergman, Marifisteeliten, October 10, 1950, 5.
184 The front cover ofilmjournalen, no.45, 1950Ex named DahlbeckOs performance as one of the role-cr
the audience most appreciated at theatres in Stockholm during the season. (Lasse Klefelt, ONSjesfronte
Folke WalderQExpressen, January 8, 1951).

185 013 FIB-priser till svensk film@ylket i Bild, no.12, 1956, 8-9, 38. In the same issue, Bergman celebrat
Dahlbeck and Harriet Andersson, who was awarded for the best female supportingrolesin(Ingmar
Bergman, OKSra Eva och HarrietBOlket i Bild, no.12, 1956, 12, 39.) Regardiftjms and Filming, see
Gunnar Tannefors, OFilm: Bersm (Et EVA DAHLBEQK®tidning, no.6, 1957 (SFI clip archive).
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By that time, the actress was associated with Bergman so strongly that one of the
reviewers even got bored with seeing the pair Dahlbeck-BjSrnstrafainey into Autumn
(Kvinnodrom, 1955), another title by the director featuring the actigédn.addition,
DahlbeckOs not joining BergmanOs cominglfikrSeventh Seal (1957) was accepted as a
little surprising, which shows how Dahlbeck was regarded as a member of the Bergma
ensemblés’ A good professional friendship between Dahlbeck and Bergman made two
films, Brink of Life (Néra Livet, 1958) anddll These Women (For att into tala om alla dessa
kvinnor, 1964).

DahlbeckOs appearances in Swedish film after 1956 became more and more&por:
The main reason was that she became more engaged in writing which eventually beca
new profession. The first step for Dahlbeck towards becoming a professional writer wa
first prize she won with her plafhese My Smallest (Dessa mina minsta) in the Nordic
Dramatist Contest in 1955. She officially debuted as a dramatist when her thitdoplay
Luck, Abisag (Lycka till, Abisag) was performed at the Royal Dramatic Theatre in 1956.
Although it got a rather cold recepti®#9,she continued writing. She also wrote a screenp
for Yngsjo Murder (Yngsjomordet, Arne Mattsson, 1966), but her main expression of writir
came in the form of novels. Dahlbeck left the Royal Dramatic Theatre in 1964 and quit

with her last filmZintomara (Hans Abramson, 1970), before turning into a full-time writer.

2. Analysis of DahlbeckOs star image

According to Dyer, several elements in a starOs image are oftepdirion or
contradiction, in which case the starOs image is characterized by attempts to negotiate,
reconcile or mask the difference between the elements, or simply hold them in tension(
the image is not fixed but has Otemporal dimengf8e different advertisements with

Dahlbeck from the different periods summarise such characteristics of a star image, wt

186 KA, OCapitol: Kvinnodr3mQ@ydsvenskan, December 6, 1955 (SFI archive).

1870K Srleken segrar (som vanligt) i nya Ingmar-filméw@journalen, no.35, 1956, 4-5. Dahlbeck herself
earlier joked about her possible role of a witch in the film, since she played the one on stage around the
time. (Olngmar Bergman p( tZrast: funderar pE en medeltifigfiteasdn, July 26, 1954, 8.)

188 This was partly because she began to join the foreign productions, beginning with the American-fwe
Matter of Morals (1960). i}

189 See, for example, OKnappast Abisaigonbladet, October 26, 1956. The review compared Dahlbeck wi
another actor-dramatist Erland Josephson, who was newly invited to the same theatre, writing: OErland
Josephson is a poet, Mrs. Dahlbeck is, in any ways, not one yet.O (OErland Josephson Sr en diktare, fr
Sr det i varje fall inte Snnu.)

190 Dyer, 64. Italics in the original.
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they also ensure the familiarity of her image at a given time. As Judith Williamson
demonstrates with the example of Catherine Deneuve and Chanel No.5, the advertisel
dependent on Oan already-structured external systemO which the sign on it Orefersb:
Therefore, the meaning of the ad and the meaning of Dahlbeck functionfit as O
accompli®92 to the Swedish viewers at that time.

In 1946, Dahlbeck appeared in an advertisement for the throat pastille Meditol (Fig
for the shampoo Ami-Rose (Fig.BgBoth present her as the new big name in the Swedi:
film but in the clearly different ways. In the first advertisement, Dahlbeck is portrayed a
friendly with a large smile, recommending the productOs good effect for her voice whic
essential resource for her profession. To the right of the portrait is another picture of th
actress cheerfully laughing while mounted on the back of her husbagidefully
symbolising her happy marriage. In addition, her approachability is associated with her
Swedishness by the phrase/£newest big film actres&®as well as the snow mountain or
the background. Thus, the image in the ad is a warm-hearted, happily married, Swedis
actress.
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Fig:5 iNAMPOe

191 Judith WilliamsonDecoding Advertisements: Ideology and Meaning in Advertising (London: Boyars, 1978)
26.

192]hid., 25. Italics in the original.

193As for the Meditol ad, see, for example, Filmjournalen,

194 The picture was taken during the shooting@fe on Skis, to which her husband accompanied the actres
and was circulated on the media. (Osrev@inpladet, April 3, 1946, 1; O€ntligen sol®xpressen, April 6,
1946, 13.) )

195 Ov(ETr nyaste stora filmskEdespelerskaO, emphasis mine.
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In contrast, the Ami-Rose ad shows Dahlbeck with Oone of the coiffures in the late
American style.® The actress casts her eyes diagonally upward in the spotlight agains
black background, beaming an aura of sophistication and mystery. The text connects r
beauty with Americanness of her hairstyle: ODonOt you think it suits her beautiful blon
hair!397 Here, we can see an up-and-coming film star whose beauty shines out with he
impeccably-groomed, American-styled hair, evoking the viewerOs admiration rather th:
affinity.

In 1951, Dahlbeck became the face of the sawing machine Elna {(Fdi6)e, the
actress is pictured in a red dress and shows how she is able to cope with both her job
housework by using the product. Therefore, her image in the ad is a smart housewife
effectively managing a happy family life despite being a busy working woman. In 1954
Meditol again used Dahlbeck (Figt®with the portrait revealing the temporal shift in the
actressOs image. She can be seen looking upward with a self-assured smile on her fa
an impression of being an independent, aspiring woman. The ad describes potential cc
of the product as Othe people with judgment and tasteO with the first four words in larg

characterggo evoking the actressOs association with intelligence.
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Fig.7 sods Whsrepanill

196 Qen av frisyrerna i nyaste amerikanska stilO ]
197 OTycker ni inte att den kISr hennes vackra, blonda h@Er!O

198 See, for exampldeckojournalen, no. 39, 1951.
199 See, for exampleSyvenska Dagbladet, October 29, 1954, 14. i
200 |n the original Swedish, it is the first three words (OFolk med omdSmeO) that were written in bold ch
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However, DahlbeckOs sensible and mature manner is countered by the Lux soap
advertisement in 1956 (Fig.®8)%, which presents Dahlbeck with impressively long eyelast
and shining blond hair. Here, the emphasis on her glamour is obvious, compared to tht
Ami-Rose a2 The caption introduces her as Oone of SwedenOs film stars who most
attention®3 and names the production company SF, underlining her status as a studio-
employed film star. There is no association with the U.S. or Hollywood, but the rhetoric
here is similar to cosmetics advertisements during the 30s that represented the Hollyw
stars as a role model for a modern woman who takes good care of her appeataBua:
Dahlbeck has it N You can also have B®Therefore, here, it can be interpreted that

Dahlbeck is placed in the same position as the Hollywood icons.

—r— T oo
S — Bl > A

Fig.8

. e cma

201 See, for exampl&yenska Dagbladet, May 22, 1956, 10, _ i

202 The copy in the Ami-Rose ad, Ofresh as a springO (OfrSsch som vErenO), shows the same tenden:
in the media discourses that likened Dahlbeck to the nature that will be seen later. This implies that her
sophisticated beauty was not completely at odds with her Swedishness at that time.

203 Oen av Sveriges mest uppmSrksammade filmstjSrnorO

204 Andersson analyses how Lux soap as well as Max Factor presented Hollywood film stars as beauty ¢
and made the Swedish women involved in the consumption of these beauty products through their
advertisements directly addressing and thereby putting them and stars on the same level. (Andersson, !
The authorOs example of the 30s ad for Lux soap clearly shows how Dahlbeck in the 50s ad plays the «
as a Hollywood star did in earlier years: OOut of @94‘Hollywood(~)s actresses, 686 also use Lux Toilet S
skin carek Even You will like its cream-like suds.O (OAv Hollywoods 694 sk@Edespelerskor anvSnda oc
Lux Toalettv(EI for hyns vErdE €ven Ni kommer att tycka om dess ISckra grSddaktiga ISdder.O) (Ibid., ¢
205 OEva DAhlbeck har det NNi kan ocksE fE det!O
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These advertisements demonstrate two strands of the actressOs image and its ten
dimension. On one hand, she is an approachable Swedish actress in a happy marriage
gradually grows into a smart independent Swedish working woman who balances her
and family life. On the other, she is a promising film star with sophistication and beauty
parallel to that of a glamorous Hollywood star yet through a successful career within th
Swedish film and theatre industry.

Here, we can observe the blend of contradicting aspects: Dahlbeck is OSwedishO :
OAmerican/HollywoodO, OfriendlyO and OidolisedO, OpracticalO and OglamorousO, .
OhomeyO and Oworking® woman. All these aspects construct DahlbeckOs star image
with another important element which is not as positive as others exploited by the ads.
steady oscillation between these conflicting aspects characterises her star image throt
the decade. In the following, | will conceptualise her image into two pairs of contradictil
aspects, OSwedishO contra OinternationalO and Ogood wife/motherO contra Ovamp(
additional pair of similar aspects, OintelligentO and OindependentO. However, all the ¢

intertwine with each other and cannot be completely separated.

2.1. OSwedishO contra OinternationalO
As seen above, Blomberg notes that the OforeignO indirectly defines the OSwE#EHO i

rhetorics in describing stars. According to Qvist, the contrast between OSwedishO and
Oforeign®, or Onon-SwedishO, is common to the narrative of popular films as a medie
Folkhemmet ideology which attempts to reinforce the dominant values and to set a cle
boundary between them and what diverges from t#%effhere, OSwedishO as centre of th
society to which norms and ideals are drawn is regarded as positive, while Oforeign/nc
SwedishO as periphery is given a negative me&#iBgpmbergOs other key concepts,

Onatural®/Ounnatural®, explains that these contrasting values bestowed to OSwedist
Oforeign® are common even in film-star-related media discourses. According to the at
OnaturalnessO is a new standard to characterise Swedish stars that emerged in the 3

was evaluated higher than the OunnaturalnessO of Hollywood, thereby gaining Oa nat

206 Qvist, Folkhemmets bilder, 291. With regards the ethnic strategy, it is not an issue restricted in the 30s
productions that Qvist directly tackles. In addition to his own argument about the significance of film as |
culture as the mediator of an ideology from the 30s to the 50s (Ibid., 287), Nils-Hugo Gebe(()s article is
mentioning in relation to the issue in the film productions in later years. (Nils-Hugo Geber, ODen problel
OsvenskhetenO: Anteckningar om etniska strategier i svensk film odfilmN&iet, no.1 (1986): 4-14.)

207 |bid., 287-291.
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tone and functioned as a distinguishing instrum&sttherefore, OnaturalO contra
OunnaturalO roughly corresponds with OSwedishO contra OforeignO including OHolly
addition to this, as touched on above, OHollywoodO had an ambivalent meaning, repr
Oboth image of threat and image of ide®lO.

In relation to this, the apparent international-/Hollywood-consciousness of the Swec
film industry and media from the 40s to the early 50s is worth discussing. The presenc
three Swedish-Hollywood actresses, Greta Garbo, Ingrid Bergman, and Signe Hasso,
followed by Viveca Lindfors in 1946, conjured the expectation for another international
among the new generation of actregsesSimultaneously, the fear of losing valuable taler
was also a concefat OThose who America is not allowed to stealO was the title, for ins
for an article from 1950 presenting seven actresses including Dallbétierefore, the
contradiction between OSwedishO and Ointernatidimali@r image found in the above-
examined ads partly reflected such a climate.

In earlier years, DahlbeckOs blond appearance was frequently linked with her
Swedishness: O[b]eautiful as a day N with dark eyes in a whitely shining blondnessk |
genuine Swedish appearane&@s the first phrase shows, it was not rare that the actres
likened to nature in this context. Arne Sellermark also wrote: OWith her eyes dimly
shimmering in blue in the shining blondness, she was beautiful as a Swedish summer

night.@15 These present the obvious similarity to the descriptions of film stars by the Sv

208 Oen nationalistisk klang och fungerade som ett sSrskiljande instrumentO (Blomberg, 132.)

209 ObEde hotbilder och fsrebilderO (lbid., 137.)

210 See, for example, Ol likhet meBibgrafagaren no.1 (1947): 5; OTaIangscouter frEEn USA pCE stjSrnjak
Expressen, February 12, 1947, 11, OVem blir nya Ingrid eller Grefa@@ssen, August 12, 1949; Casper,
OFilmglimtarQ§venska Dagbladet, September 11, 1949, 5. )

211 See, for example, Paul Patera, OVad Sr det f8r fel p(E v(Era Hidkgpwizéaalen, no.27, 1952, 5; Olle
Hellbom, O€r stjSrnimporten frEn Sverige sldypurnalen, no.2, 1953, 15-17; OSvenskorna i utlandetC
Biografigaren, n0.3, 1956, 9, 18.

212 ODem som Amerika inte fCEr stiStalyournalen, no.13, 1950, 8-9. The other actresses were Margaret:
FahlZn, Maj-Britt Nilsson, Doris Svedlund, Inga LandgrZ, Gaby Stenberg, and Ingrid Thulin.

213 To unify the above-discussed concepts, OforeignO and OHollywoodO, | deploy the term Ointernatior
contrast to OSwedishO.

214 OVacker som en dag Nmed msrka Sgon i en vitlysande blondhet, EDet Sr Sktsvenskt utseende.O (S
Almquist, OEn av dem heter EvaE@LmJournalen no.7, 1946, 7.) An earlier example is: ONow she is an &
Swedish bright Lucia, a blond beautyEO (ONu Sr hon en okonstlad svensk ljus Lucia, en blond sk3nhet
(OSen sist: Nya linjerdyfonbladet, November 26, 1942, 15.)

215 OMed sina dunkelt biEskimrande 3gon i den glénsande blondheten var hon vacker som en svensk
sommarkvSIl.O (Arne Sellermark, OBlad ur Eva Dahlbecks daglok@yrnalen, no.51-52, 1947, 22. See
also: OE\(a Dahlbeck swept into her scenes as the spring itselflO (OEva Dahlbeck svepte in i sina scen
v(Eren sjSIvO) (Excerpt from the reviefhefSerious Game in Aftontidningen. Film A.B. LuxOs press material
SFl archive); OEva DahlbeckOs smileOs sunshine beams over the wholeO (OSver det hela lyser Eva D
leendes solskenO (Ingrid Arvidsson, OLeka med elde#@journalen, no.41, 1946, SFI archive).
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popular press in the 20s and 30s that Andersson obs&Vée discourses they reproduce
were, namely, those in the national romanticism at the turn of the century where the id
Nordic femininity was defined by metaphors with nature.

DahlbeckOs Swedishness associated with nature was presumably strengthened by
images from her filmsSimldang andMountain, whose lively depictions of Swedish nature
attracted praise, were presented.ifwith the pictures of the actress in simple peasant
clothing lying on the grass or standing barefoot in the river under the glittering sushini
Likewise, the photos from the shootinglafs Hdrd showed the actress as a peasant girl i
an overall with her blond hair in pigtails in the countryside lands&ée F./, these images
reappeared a few years later in the mid-summer and summer issues, staging the brigh
romantic atmosphere of the beautiful Swedish sunamaer.

Such Swedishness of Dahlbeck was keenly connected with the concept of Onature
For example, Carl Bjsrkman wrote: OEva DahlbeckE a natural Swedish girl who does |
seem to have any international aspiratie?d Blomberg argues that OnaturalnessO also de
with film starsO acting styles with examples suggesting that uncontrivedness in acting
highly appreciated in the 3@&. However, in DahlbeckOs case, her naturalness did not c
with her skilfulness. For instance, BangliV wrote, Oshe is natural N a naturalness that
presupposes a real acting tale3é@lmaqvist acknowledges the coexistence of

unpretendedness and solid acting skills in Dahlbeck more clearly:

OEva Dahlbeck has not only an exquisite and extraordinarily nuanced manber
her self in every situationEthe beautiful andnatural Eva Dahlbeck owns

dramatic temperament and dramatic expertness as#&Il.0

216 Andersson, 125-126.

217 OBland skEdisar och tattare hos Folket i SmlCEngsEﬁ;I@nmnalen no.36, 1947, 16-17; OEva Dahlbec
bScken byker!O and OVildmarkspuss med komplikatidnigmgdurnalen, n0.32, 1948, 12-14. )
218 Ong Georg Fant som Lars H@Erd i Jarlabankes bamgafﬂadet July 25, 1947, 9; OHett i starten f&r O
HErdOkXxpressen, July 25, 1947, 11; OLars HErd - PortrStt av ohSngd slyRgel?@inalen, no.41, 1947,
16-17.

219 OMidsommarafton plockar jagE®@i/mjournalen, n0.25-26, 1950, 26-27; OMSte i julinati@yjournalen,
no.27, 1950, 8-9.

220 OEva DahlbeckEen naturlig svensk flicka, som inte verkar ha nEgra internationella aspirationer.O (C
Bjsrkman, OSvensk trio@ckojounralen, no7, 1946, SFI archive.)

221 Blomberg, 132-133.

222 Ohon Sr naturlig Nen naturlighet som fSrutsStter en verklig sk@Edespelarbeg@EvningO (Bang, OBrita
grosshandlarhusetoagens Nyheter, February 5, 1946 (SFI archive).)

223 OEva Dahlbeck har inte bara ett fsrtjusande och ovanligt nyanserat sStt att i varje siaaticig sjSIvE
den vackra och naturlig Eva Dahlbeck dSrtill Sger dramatiskt temperament och dramatisk skicklighet.C
Almquist, OEn av dem heter EvaEQ, 7.)
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In addition, the authenticity of naturalness of DahlbeckOs performances was explainec
personality. A good example is the report from the Charlie gala which emphasises her

unpretentiousness in contrast with her excellent acting skills worthy of honour:

OHer blond hair fell freely am@dturally around a face without a make-upEmore
than her talents, one remembers her friendly smile, since it did not seem filmic

gladly naturalO224

However, DahlbeckOs prominence in Swedish film symbolised by the award, whict
regarded as the Swedish Os¥arlso evoked the phrase as Oour next big international
star@26 This did not remain a mere compliment but soon assumed a realistic character
a week after the premiere Bfita, SvD reported that OscoutersO from three American
production companies obtained DahlbeckOs pPtasnonth after, the CEO of Paramoun
European branch was allegedly planning to form a contract wigt&@ahlbeckOs
memorable performance ke Serious Game, whose leading actress Lindfors had left for
Hollywood 229 also accentuated DahlbeckOs potential as a new international Swedish s

Thus, DahlbeckOs internationality at first meant the high standard of her acting tale
However, it was soon connected with the glamour of Hollywood stars which was in cor
with her Onatural® Swedishness. For example, the journalist at the shdatirgafSkis
exaggerated how Dahlbeck Owith the waving ticket to HollywoodO was meticulously n
up: Ol didnOt see her during the whole morning, for she was combed and brushed anc
and powderedEwith several hoursO carefulné®¥sthe picture of Dahlbeck i#BOs article

on Othe new Ingrid BergmanO in 1949 also seemed to emphasise the artificiality of he

224 OHennes blonda hr f3ll fritt och naturligt kring ett osminkat ansikteEmer Sn alla hennes talanger m
hennes vSnliga leende, ty det verkade inte filmiskt utan glatt naturligtO. (OBrev tileEkgi@yrnalen, no.23,
1946, 27, emphasis mine.)

225 |pid.

226 Qv(Er nSsta stora internationella stjSrnaO (Robin Hood, OBrita i grosshandladiiséi.Tidningen,
February 5, 1946 (SFI archive)) i

2271 OHollywood h(Eller Sgonen pE Eva Dahlbebk&ka Dagbladet, February 12, 1946, 9. o
228 OEva Dabhlbeck till Hollywood®venska Dagbladet, March 24, 1946, 16, OM@Endagens filmpremiSrerO,
Dagens Nyheter, March 24, 1946, 13; OEva Dahlbeck i tur f5r Hollywoodtrighpressen, March 23, 1946, 17
229 Stig Almqgvist,OTVE Hollywoodaktuella svenska damer portrStteras av Stig Almqgvist: Viveca Lindfors
FlodvEg och vulkan, Eva Dahlbeck KSllklar och ruskik@afigren, no.9-10, 1946, 30-31, 68, 97. See alsc
OAdj$ eller pE GEterseende, Vivéapi@sen, April 7, 1946, 1.

230 Omed Hollywoodbiljetten vinkandeO, OHenne s(Eg jag inte till pE hela fSrmiddagen, fSr hon kamma
borstades och sminkades och pudradesEmed flera timmars noggranhet.O (OKamera taggimetsén, April
22,1946, 18.)
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Sandwiched between Anita BjSrk and Maj-Britt Nilsson, who have warm smiles on theil
faces, Dahlbeck on the photo is engrossed in drawing on her ey@bempared to the
above-cited report of the Charlie gala, it is obvious how rapidly her image was affected
concept OHollywoodO.

Such a shift was also related to the characters Dahlbeck played. In 1948, the CEO
Wivefilm, the production company @ivo Women, alluded to a Hollywood offef2 There,
Hollywood was apparently associated with her role of a night club singer that evoked tl
phrase, Oa Swedish Jane Rusgsli& this typifies, DahlbeckOs eroticism was often linke
with international sex symbols. In 195t reported her own discontent with being regard
as OSwedish filmOs Lana Turner or Ava Gard#efe year after, DahlbeckOs name was
mentioned as a proposal for a German film producer in search of a Swedish actress ot
account of her being not so unlike Hildegard Knef, the leading stdifinner (Die
Siinderin, Willi Forst, 1951)235 The film caused debates partly because of the heroineOs
prostitution and nudit§86 which explains the connotation given to Dahlbeck. It is also wc
mentioning that DahlbeckOs eroticism was juxtaposed with her Swedishness, as the c
the caricature inlB in 1947 summarises: ODespite her blond Nordic type, she now crea
full-blooded woman type after anothésO

The connection between Ointernationality® and OvampO was also enacted by her
foreign women. In the newsreBlrra's Window No.3 (Terras fonster Nr3, Olle Ekelund,
1950), she sings a French chanson in a black outfit with her hair dyed dark. More expli
vampish is the German cabaret singemirhe Arms of the Sea (Bdrande hav, Arne Mattsson,

1951), who is also dressed fully in black with dark, almost black, hair. The woman is e»

231 OVem blir den nya Ingrid Bergmanﬂ@rgssen, August 10, 1949, 1. Itis also interesting that the text by
Barbro Flodquist claims that Nillson, the Otalented and sweet film girlO (Obeg(Evad och sst filmflickaO)
type Hollywood wantsO (Oden typ som Hollywood vill haO) who Ocan unite Ingrid BergmanOs pure fres
real acting.O (Okan fSrena Ingrid Bergmans rena frSschhet med riktigt sk@Edespeleri.O) In other words,
well-constructed beauty was not perceived as something with which a Swedish actress should appeal
Hollywood. (Barbro Flodquist, OMaj-Britt, Anita, tv(E Evor, blivande Hollywood-stjSriap?&sen, August
10, 1949, 9.

2320Eva Da)hlbeck till Hollywood enska Dagbladet, June 11, 1948, 12. See also OSvenska filmer sElde
Expressen, June 14, 1948, 7.

233 Qen svensk Jane RusselO (OMellan tagninggingfigaren, n0.1,1947, 19.)

234 Osvensk films Lana Turner eller Ava GardnerO (Kid Bruncrona, OMitt i stréniigea@en, August 1,
1950, 8.)

235 OEva Dahlbeck f3ljer Zarah och Kristindfgnbladet, March 12, 1951, 6.

236 Robert Dassanowskyustrian cinema: a history (Jefferson, NC: McFarIand 2005), 140. See also, OThe
Scandal surroundinge Sinner [Die Siinderin] (1951)O, German History in Documents and Images, acces
May 9, 2018. http://germanhistorydocs.ghi-dc.org/sub_image.cfm?image_id=993.

237 OTrots sin blonda nordiska typ gestaltar hon numera den ena blodfulla kvinnotypen eller den andra.(
rampljuset: Eva Dahlbeck@jonbladet, November 21, 1947, 9.)
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a Ofull-bloodedO type who gets jealous when her Swedish lover dances with a Swedis
Later, her dark hair turns out to be a wig, but the blond woman seducing the man in a 1
nightgown showing her bare legs makes a sharp contrast to the young brunette Swedi
with whom he eventually falls in love. The dark hair, whether real or fake, of these two
foreign women can be seen as an attribute of non-Swedishness linked with vampishne
contrast to DahlbeckOs own blond hair that reinforced her Swedishness. Simultaneous
sexy German singerOs loss of her Swedish lover can also imply the unhappy outcome
deviation from the Swedish moral values.

Despite the news and rumoéd?8Dahlbeck had not accepted any offers from other
countries until she played a leading role in the Swiss-BritlghVillage (1952). Interestingly
enough, the actual participation in an international production seemed to alleviate the ¢
between her Swedishness and internationality. Dahlbeck played a Polish housewife wt
care of refugee children with no glamour that was connected to her internationality Egr
which had not been unwilling to over-eroticise Dahlbeck, proudly delivered the news al
the actress who was now recognised as OSwedens[sic!] topranking[sic!] starO by the |
newspaper, Daily Herak$? Thus, her internationality regained a positive character as a
guarantee for the high standard of a Swedish film actress, and, as is obvious in her no
Swedish role, the national ideal found in earlier discourses did no longer matter. Furthe
the motherly character did not necessarily alienate her as OforeignO, since Dahlbeck :
represented a Swedish mother, which will be discussed later.

The global success 8hiles also seemed to consolidate the actressOs internationalit
without causing conflict with her Swedishness. Dahlbeck accompanied Carl Anders Dy
to the premiere in London as the face of Swedish film which now proved its quality of
international standar@? It is not surprising that the Lux Soap ad emphasised her glamol

image, considering her role in the film, an acclaimed actress in luxurious clothing, and

238 |n addition, there was another rumour with regards the German producers, who wished Dahlbeck for
leading role for a few planned films. (OEn del om E&aggdessen, July 7, 1951, 9.)

239 OSvensk star nr1Z&pressen, February 12, 1953, 11. )

240 See for example, DV, OOSommarnattens leendeO i Lahden©Nyheter, September 21, 1956, 15; )
OLeende i LondonDggens Nyheter, September 22, 1956, 12; K.G.B. OTimes lovordar OSommarnattens(
Svenska Dagbladet, September 22, 1956, 11.
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status as the top Swedish actress, who was now comparable to other international stal
own right, not just an imitatio#f!

Thus, the oscillation between OSwedishO and OinternationalO in DahlbeckOs ima
demonstrates more than a simple dichotomy. Her Swedishness was first defined by he
associated with Swedish nature and by OnaturalnessO as the prime value. Her interne
was, on the other hand, characterised by OunnaturalnessO which was placed lower th
Onatural® Swedishness. Simultaneously, OinternationalO assumed a positive charact
proof for the high standard of the Swedish film industry. DahlbeckOs non-Swedishness
also connected to the erotic excess as a deviation from the Swedish norm, which neec

closer examination in relation to the next pair of conflicting aspects.

2.2. "Good wife/motherO contra OvampO
As the first Meditol ad and the Elna ad suggest, Dahlbeck was recognised as a Ogood

motherO, while she also enacted the role of a OvampO, lsaén #rms of the Sea. This
contrast between two archetypes of woman is obvious in the series of the film characte
played. According to Soila, the woman types in the 30s Swedish film productions reflec
triad view in the 1800s middle-class values that classify women into mother/wife and b
upper-class and lower-class women as objects for male etedirahlbeckOs contradicting
image was thought to be created by the film roles following this tradition as well as by 1
interaction between her OprivateG4ifand her work in theatre.

DahlbeckOs OprivateO life was characterised by her Oextraordinarily harmonious
marriage®4throughout her career. The actress married with Sven Lampell, a flying offi

also known as a swimmer, in 1944 and became a mother to their son, Thomas, in the «

2411n addition, it is worth mentioning that DahlbeckOs eroticism tightly connected with her internationalit
non-Swedishness was associated with her Swedishness in relation to the so-called C)Swgdish SinfQ. In .
interviewed four Swedish actors including Dahlbeck in attempt to protest to the AmirieanOs accusing
reaction to erotic representations in Swedish theatre and film. The coverage arranged the &tillyfeom
Mother, where the actress washes the clothes, leaning down and showing her cleavage, with other stills
above all,One Summer of Happiness (Hon dansade en sommar, Arne Mattsson, 1951), which caused debate:
with its nudity. (Mons Mossner, OVi protester mot: critic fr omoral utmanande rel@m@yrnalen, no.7,
1952, 14-15, 26-28.) It was also reported that Dahlbeckf)s dreBsestiful Helena were judged as too sexy |
the American actress June Havoc. (ONakna sanningemédsen, January 4, 1952, 8.) Regarding this issue,
Conclusion.

242 Soila,Kvinnors ansikte, 50-51. N .

243 Regarding the OprivateO life of Dahlbeck, | agree with Blomberg, who understands a starOs Oprivat:
the one that is presented in a media construction, not as the real private life for the star herself experier
(Blomberg, 148.) Therefore, DahlbeckOs OprivateO life that I discuss here is the one which can be obst
media discourses including the actressOs own remarks in interviews. o

244 Oovanligt harmoniskt SktenskapO (G. Hemming-SjSberg, 01950 Ei&bgstad/en, no.23, 1951, 28.)
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the yeak4> According to Blomberg, the conflict between marriage and work was represe¢
as a common problem for actresses during the war?ffhagd Dahlbeck was no exception
far as the first few years after the marriage were concerned. When she drew the critics
attention withThe Serious Game, the rumours began that the actress would leave her wo
Stockholm to become a full-time housewAtépecause her husband had been assigned t
Kalmar Air Force Wing. A year later, the difficulty with working and raising a baby
simultaneously in the different cities was expressed by the actress, though with her op
remarks reducing the seriousness of the prokteier struggle for being both an actress i
a mother to a baby was slightly visible around that &#but the discourses problematisin
the marriage for Dahlbeck were short-lived. As the actress Gaby StenbergOs remark ir
early 50s suggests, Dahlbeck was recognised as an exemplary case who could mana¢
her family and professional li#&9

A good relationship between Dahlbeck and her husband Lampell can be observed .
through the decade in question. In 1946, the photo of the couple in the audience of a <
swimming championships appeared in the ntétas well as the snapshot in the Meditol ¢
emphasising their affection towards each other. Moreover, the story about their first me
at a student literary club suggested that the actress shared her intellectual and artistic
in literature with her husbar#& Although the OintelligenceO, another aspect of Dahlbecl
image, was integrated into her status as a wife, it was her warmth and femininity that v
accentuated in the stories about Mrs. Lampell, making a good contrast to the clear-sig|

actress Dahlbeck. The duality of Othe clear, cold, analysing, and the soft, warm, fé#in

245 See, for example, Soila, OEva Elisabeth DahlbeckO, Svenskt kvinnobiografiskt lexikon.

246 Blomberg, 141. )

247 See, for example, OHemmafru efter genombrdfitéasidnigen, November 28, 1945 (SFI clip archive); Stit
Almgvist, OOUnder eviga stjSrnorO Nen milstolfig&journalen, n0.49, 1945, 5.

248 OBut in spring we all will come back to Stockholm E There are so many others who manage both far
jobE and why will I not do that. | will at least try.O (OMen till vEren kommer vi till Stockholm allihopaED
s@& mEnga andra som klarar b&de familj och yrkeE och varfsr skulle jag inte gSra det. Jag skall GEtmir
fSrsska.) (Tell, OEva Dahlbeck kommer igefilyjournalen, no.8, 1946, 21.) . )

249 See, for example, OEva Dahlbeck vannE@nbladet, February 6, 1946, 11; OKring CharliefestenO,
Filmjournalen, no.23, 1946, 7. L
250 Ol admire such women who can manage both family and job as Inga Tidblad, as Eva DahlbeckNO (¢
beundrar sEdana kvinnor som kan skSta bGEde familj och yrke som Inga Tidblad, som Eva DahlbeckN(
131.)

251 OFilm- och simstjSrnot&xpressen, August 3, 1946, 1; OGallring beh3vs bland hopparna i Sim-SM!O
Aftonbladet, August 4, 1946, 16; OPE promenad med Gun Eiluifoyrnalen, n0.33, 1946, 8.

252 Tell, OEva Dahlbeck kommer igenO, 23; OArtist av format: Eva Dahlﬁémlnwzeter no.8, 1952,6.
253 Qett klart, kallt, analyserande och ett mjukt, varmt, kvinnligtO (Tell, OEva Dahlbeck kommer igenO, z
similar expressions are found in Sellermark, OBlad ur Eva Dahlbecks dagbokO, 22; OArtist av format: E
DahlbeckO, 4.
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was common in depicting the OrealO person of the actress, though with emphasis on |
as a Ohighly charming Swedish motR&t@hich | will come back to in the next section.

After her first mother-role i®nly a Mother, DahlbeckOs image as OmotherO became
stronger both on- and off-scre& Her son Thomas, who was no longer an infant, began
appear in the media both descriptively and visiaflyi-or example, an interview iV in
1949 described Thomas at four years old, drawing pictures next to his mother Dahlbec
reinforcing the image of Omother-actressO together with a still from the film with her he
a boyes7 A similar interrelation between her OprivateO and professional life can also be
in a picture captioned Ofamily idyllQF®58 and the filmSaucepan Journey in 1950. The
picture shows the actress (seemingly) in an overall and Thomas, trying to shoot with hi
gun under the sunshine. In the film whose atmosphere of a bright Swedish summer we
highlighted?59 Dahlbeck played the role of an actress-turned-mother who wears an ove
reproducing her own image as a Swedish mother.

Other photos representing the actress as an ordinary Swedish mother are those frc
culinary contest held hyB in the same year where Dahlbeck can be seen in a plain blot
and an apron, cooking meat balls together with her son and motherag-wnech a homey
image which can also be seen in the Elna ad was reproduced in the films during the e¢
where Dahlbeck appeared as a middle-class mothé&sulney in the Night (Resa i natten,
Hampe Faustman, 1955) aRdradise (Paradiset, Arne Ragneborn, 1955he plays a warm
hearted mother to a girl as old as Thomas and to a baby girl respectively. In the films,
Dahlbeck takes care of her children in simple blouses and skirts with little accessory, w

she dedicatedly supports her husbands suffering from frequent dizziness or alcoholisn

254 Ohsgst fartjusande svensk moderO (Sellermark, OBlad ur Eva Dahlbecks dagbokO, 23.)

255 DahlbeckOs image as mother was apparently established around 1954. The article about her appeat
theatre performanc®ationalmonumentet says, for example; Onow she seemed fit almost very well to pose
Mother Sweden.O (Onu tycktes hon passa nSstan vSI bra att sitta fSr Moder SveaO) (OONationalmonu
DramatenQsvenska Dagbladet, November 27, 1954, 8.)

256 See, for example, OYK pE urpremiStgdns Nyheter, February 28, 1954, 22; ORonddMgens Nyheter,
April 15, 1956, 26. i

257 Barbro Boman, "Samtal med Evd@jnnyheter, n0.18, 1949, 19-21.

258 OfamiljeidyllO (OKaruselled@ipnjournalen, no.36, 1950, 31.)

259 The press material distributed by the production company Nordisk Tonefilm proposes the catchphras
as OA glad and splendid sunshine-storyO (En glad och festlig solskenshistoria), Olmmensely fun sumir
in a house trailerO (Ogement rolig sommarsemester i husvagn), or OA summerly-happy sunshine-story:
sommarglad solskenshistoria). (SFI archive) ) o

260 OEva h(ErdtrSnar mot kamp fSr kSra svSutiierid/adet, November 14, 1950, 1; OSvSrmor fSll p(E
k&ttbullenOdfionbladet, November 27, 1950, 18.
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However, it should be noticed that the unglamorous image was actually at odds wit
Dahlbeck in her OprivateO life. In most cases, the actress with her husband and/or sot
media was elegantly-cla& and her own classy fashion was in accordance with her imac
an upper-class woman presented in the more staged appearances. A phataliev9
showed the stylish Dahlbeck in a dark-coloured fur coat and giéAshjle the actress in th
similar style was found idB two years later when she became a model in a fashion sho
the furrier at the cinema Roy%&: Therefore, even though the actress was acknowledged
Ogood wife/motherQ, the visual images in the media were inclined to hitjidightgance
and glamour which were not unrelated to her status as a film star. The ironical caption
photo from the shooting Submarine No 39 clearly shows the gap between Dahlbeck anc
role of the middle-class mother in a plain black coat and hat: OEva Dahlbeck is well-dr
this once in a filmEwe are allowed to see Eva in this quite unordinary Eva-costume. Tt
is from the time before DioRk®

Interestingly enough, the gap between Dahlbeck and her mother-roles were not ve
unfamiliar. Even her acclaimed creation of Rya-Ry@&iily a Mother made Robin Hood
describe her flawlessly beautiful face as Otoo neat and tidy in a Hollywoo@saaljiibugh
it was also her make-up that emphasised Othe film starOs wrinkle-free #ealsgOsome
critics pointed out the lack of the reality in the actress as a motSexdepan Journey: OEva

DahlbeckOs Mamma Larsson [is] sweet and blond and all too free from normal mother

261 OPhilip den Magre®i/mjournalen, n0.51/52 (1946): 6; OKaruselleRyjournalen, n0.25/26, 1949, 30;
OKarusellen@jlmjournalen, no.6, 1950, 24; Gunilla Holger, OHSr hemmBa@ournalen, n0.46, 1954, 15;
ORekordslakt p(E Dramatdipressen, February 11, 1956, 10.

262 OKarusellen®jlmjournalen, no.4, 1949, 28. The accompanying picture of Annalisa Ericsson is also wt
noting. With her hair down, this public-beloved star poses in a more relaxed way, although also in a fur «
thereby accentuating the luxurious aura of Dahlbeck.

263 Aftonbladet, October 22, 1951, 7. The event was reported also in OPSlsaktuellt i StocKlagmOlyheter,
October 14, 1951, 18; OEn skunkpSlséska Dagbladet, October 14, 1951, 14,

264 OEVA DAHLBECK Sr f&r en g@Eng skull vSIkISdd i en flmE man kan fE se Eva i den hSr ganska ov
Eva-drSkten. Hatten Sr frEn tiden fSre Didfi@nbladet, June 8, 1952, 9.)

265 Of3r Hollywood-putsadO (Robin Hood, OR...DA KVARN: Bara en snathplms Tidningen, November 8,
1949). The comments on her beautiful face are found also in other reviews, for example: OHer smooth .
beautiful faceO (OHennes sISta och kallt sk3na ansikteO) (Gunnar Bergman, OBarAfmmm@en
November 8, 1949); OHer face was reprouced with a love from the camera manO (OHennes ansikte va
med en f5rSiskelse av kameramannen.O) (Nils Beyer, OEn vacker svengkdities@qls-Tidningen, Novembel
8, 1949.) (All sources in SFI archive).

266 OfilmstjSrnans rynkfria sk3nhetO (Harry Schein, OBARA EN MORO, SFI archive).
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nagging effort for upbringing2é3 Seemingly, the gap between Dahlbeck and the charactt
the film also dealt with her image as a OvampO. Since the film was released two mont
the premiere of he Threepenny Opera, where she played a prostitute, the reviewer in
Reformatorn wrote: Opirate-Jenny - sorry, Eva DahlbSck][sic!], is perhaps exceptionally
unsuitable for the role of the moth@®This sharp reaction might reflect the morally strici
character of the newspapétbut the actressOs image as OvampO was strong enough ti
potentially damage her image as the Ogood wife/motherO.

In 1946 and 1947, Dahlbeck played an erotic, passionate woman on stage in succt
beginning with Marguerite idrime in Sun. The photo of Dahlbeck lying on the sofa with t
long legs ba° vividly illustrates her character who is Ovulgar, Efrankly sensual and
sinfully beautiful.&1 The following stage roles of a working womariris way to the tomb
(St Antonius visar vigen, Alf SjSberg, 1946) or of two prostitutes fthe Condemned (De
dodsdomde, Alf SjSberg, 1947) andhe Iceman Cometh (Si, iskarlen kommer! Olof
Molander, 1948y2 established her erotic image along with the sexy night club singer in
film Two Women. By the release of the film, Dahlbeck was Oplaced on a special line: vu
challenging, over-erotic typeg® However, the film role was actually a Ogood-bad girlO

rather than a vamp who sacrifices herself because of her love for her gangster-like fiar

267 OEva Dahlbecks mamma Larsson, st och blond och alldeles fri frEn vanliga mammors tjatiga
uppfostrarnitO (Lill, ONo title€enska Dagbladet, December 17, 1950.) See also; OEva Dahlbeck is all toc
girly-young to have a fifteen-old child. When will a real, tender mother-type in 38 years old show up in S
film?0 (OEva Dahlbeck Sr alldeles f3r flickung f3r att ha femtonErs barn. NSr kommer det en verklig, §
moderstyp pCE 38 &Er i svensk film?0) (Colomba, OOlympia: OKastrulkggan®heter, December 17,
1950). Robin Hood, on the other hand, was not satisfied with the depiction of Mamma Larsson and her
kissing each other too often, which might be related to DahlbeckOs image as a sexually attractive wom:
Hood, OOLYMPIA: Kastrullresan€ockholms Tidningen, December 17, 1950.) (All sources in SFI archive)
268 OsjSrdvarjenny - f&rlEt, Eva DahlbSck]sic!], Sr vS| sSlisynt oISmpllg fSrrollen som mamman.O (R.1.,
Reformatorn, December 24, 1950, 10.) The character has several nicknames besides OKrog-JennyO.
269 Reformatorn was published by the temperance movement organisation IOGT.

270 See for example, OPromenadéiidyjournalen, no.39, 1946, 8; S. S-r., ONY GENERATION p(E Lilla
DramatenQ§venska Dagbladet, September 15, 1946, 16.

271 OvulgSrEfrankt sensuell och syndigt sk&nO (S. af Gm, OTjernelds OBrott i solO pE Lilla DragaatenC
Nyheter, September 15, 1946, 15.)

272 Dramatens arkiv Rollboken OS:t Antonius visar vSgenO, Dramaten, accessed May 9, 2018, http://
www.dramaten.se/medverkande/rollboken/Play/560; Dramatens arkiv Rollboken, ODen d3dsddmdeO, [
accessed May 9, 2018, http://www.dramaten.se/medverkande/rollboken/Play/570; Dramatens arkiv Roll
OSi, iskarlen kommer!O, Dramaten, accessed May 9, 2018, http://www.dramaten.se/medverkande/rollb
576.

273 Oplacerats i ett speciellt fack: vulgSra, utmanande, Svererotiska typer.O (Marco Polo, O5 minuter me
DAHLBECKO.)
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Therefore, it was the impact of her appearance in thé’filamd of the series of earlier roles
on stage that spotlighted the actressOs vampigfness.

DahlbeckOs on-stage image seemed to be too strong to be eliminated by her on-s
performances as natural Swedish girls, one of which was presented as a OrfeaQatikO
vamp years@7 The familiar still fromLars Hdrd is telling in this regard?8 Dahlbeck has a
sensual expression on her face, but the actual role is a naive peasant girl who is deflo\
the protagonist. Such a gap between her image and the actual role can also be found |
review by Alfg who described the scene as Oalmost evoking a laughterO because of it
naivenes$79 Another example is the even more cynical reaction to her réleidng: OEva
Dahlbeck is directly misplaced. When she talks with her lover about the moon light, the
no one who takes it for a romance of love N ENo, she cannot play a peasansgirl.O

Therefore, it was reasonable that the seductive jazz musidian was regarded as Oa
role which precisely fits hef@, even though it was the first sheer femme fatale Dahlbec}
played in film. The woman is a wife to the protagonistOs friend but flaunts herself wear
underwear in front of him. In most scenes, Dahlbeck only wears a thin night gown, whi
made Artur Lundqvist write: OEva Dahlbeck must become a sensation for the countrys

considering how few clothes she puts 8#@s this suggests, the characterOs erotic exce

274 Dahlbeck wore a dZcolletZ gown with a deep slit and put on make-up with extremely thin eyebrows i
film, which evoked the aforementioned associaion with Jane Russel.

275 One of the reviewers divo Women wrote that the role was Operhaps a little too similar to the super-erc
vamp inThe CondemnedO (Okanske litet fSr lika den supererotiska vampen i Den dsdsdSmdeO), which in
the strong impression of the stage-role. (BERTON, OTv(E kvidfion@dningen, November 20, 1947 (SFI
archive)).

276 QHenrikson filmar bara utomhusfonbladet, October 17, 1948, 9.

277 Qefter vampCErenO (OFilm i FunSsd@fmm@ladet July 18, 1948, 9.)

278 See for example, ONu kommer Lars H@&Ytiournalen, n0.9, 1948, 22. The still was used for a poster
the film. See, OLars HErdO, Svensk Filmdatabas, accessed May 9, 2018. http://www.svenskfiimdatabe
item/?type=film&itemid=4231.

279 OnSrmast skrattretandeO. The reviewer continues, Oit seemed as if nobody was more conscious of
Mrs. Dahlbeck herself. o) (Odet fSrefsll som om ingen var mera medveten om detta Sn fru Dahlbeck sjSI
OLARS H*RD pE Royal@jonbladet, August 31, 1948 (SFI archive)). B

280 OEva Dahlbeck Sr direkt felplacerad. NSr hon talar med sin Siskade om m@&Enskenet, Sr det ingen s
f8r kSrleksromantik N ENej, bondeflicka kan hon inte spela.O (A. G. B., OFolket i SimIEngsdalenO,
Aftontidningen, January 18, 1948 (SFI archive).)

281 Oen roll som passar henne precisO (Robin Hood, OR...DA KVARNS&N@&QIns Tidningen, December
27, 1948 (SFl archive).) L ) .
282 OEva Dahlbeck bsr bli en sensation fSr landsorten, s litet som hon Sr kISdd iO (Artur Lundqvist, Ol
Bonniers Literdra Magasin, no.1, 1949 (SFI archive)).
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can be thought to symbolise the corruption of the city in contrast to the countryside idy
the protagonistOs lover represé#s.

This elucidates the relationship between two pairs of conflicting aspects of the actr
image which was shortly mentioned above. According to Qvist, in the narratives of Swe
popular films as an intermediary of Folkhemmet ideology, Othe deviators from the norr
were represented as a Othreat to the systemO that should Obe thréftNMaiedr.the
erotic women Dahlbeck played on screen testify this. The most explicit is perhaps the
propagandic short filrSabotage (Eric Johnson, 1952), where Dahlbeck played a female :
who seduces a Swedish military man to steal classified information. Although this vam|
blond as the one iAva, the actress often appeared with darker hair when she played er«
and morally suspicious women, thereby toning down her Swedist#aé&ss.instance, the
unfaithful pianist inWoman in White (Kvinna i vitt, Arne Mattsson, 1949) is brunegeand
the cunning noblewoman e Chief of Goinge?87 (Goinghovdingen, *ke Ohberg, 1953) has
almost black hair. In both films, DahlbeckOs characters are contrasted with the honest
who eventually win the heart of the men they love. The threatening character of these
are also found in the middle-class wife with dark has/indow who seduces her present
husband to publish by his name the brilliant novel that her deceased husb##d left.

Dahlbeck seemed to have a considerable difficulty with coping with this image as O
About half a year before the releasedafy a Mother, SvD reported that the actress was tir:
of monotonously playing a Ovamp and man-eaterO, suggesting that she was facing a

turning point in her care@¥ The actress herself repeatedly expressed her anger at bein

283 Quist names the film in relation to his discussion about the countryside-city dualism in the Swedish fi
Olov Quist, OBort frEn byn och hem igen: Storstaden i svenskiilmkdfiet, no.3-4, 1986, 42.) He points ol
that especially the 40s production depicted the city as Othe landscape of ruinO (Ounderg@Engslandskay
pimps or gangsters as personification of the evil or the street girls as the fallen peasant girls. (Ibid., 38-%
jazz music related to DahlbeckOs character was also recognised as Othe threat to good customsO (OH
sederO) (lbid., 52.), the similar argument of which can be found in the aforementioned article by Hedling
(Hedling, OMusic, lust and modernity: Jazz in the films of Ingmar BergmanO.)

284 Qavvikarna frEn normalitetenO, Ohot mot systemetO, OstSts borfolk{Qwistets bilder, 292.)

285The connection between foreignness and vampishness/wickedness in contrast to Swedishness linke
decency is suggested by Soila. While the unfavourably represented female characters in the 30s produt
given non-Swedish names (Soikinnors ansikte, 59, 72), the heroines are given typically Swedish ones. (
58.

286 '%’hat her name is Solveig of Norwegian origin may also imply her foreignness.

287 Hereafter referred to &oinge.

288t is also worth mentioning that the vampstioman in White, Géinge, andShadow is strongly associated
with their wealth/the engrossment in the luxury, while the sing@&winWomen and the musician iBva belongs
to the middle-class or working class. This clarifies the archetype of a both upper-class and lower-class v
an object for sexual desire seen in the above-mentioned observation by Soila.

289 Ovamp och manslukerskaO (Tigram, OScenglisvtew$ta Dagbladet, April 3, 1949, 5.)
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identified with these roles in her private [#8.For example, in the above-mentioned
interview inFN, she revealed her irritation with night-time phone calls from unknown me
with suggestive remarks which was retold five years later in the article tited ONo more
slut.@91

Thus, interrelating with the contrast between OSwedishO and Ointernational®O, Dal
image oscillated between Ogood wife/motherO and OvampO. What is to be highlighte«
considerable influence of the latterOs negative character and its strong impact. Seemil

was another pair of aspects in her image that alleviated the clash between these two.

2.3. OlntellectualO and OindependentO

Here is a caricature of Dahlbeck from 1955 (Fig?jyhen she won the first prize in the
dramatist contest. On the left is (presumably) the motherly Polish wonTaa ¥illage
taking care of children, and the right the notorious prostitute Krog-Jerithe ifireepenny
Opera. In the middle is the actress herself writing with a typewriter. The arrangement
suggests that DahlbeckOs intelligence symbolised by her writing talent negotiated the

difference between these two opposite aspects in her image.

DahlbeckOs Ointellectual® image was already familiar around her breakthrough w
role of Brita293 a peasant girl with ambition and quick mind who becomes a housemaid

rich Stockholm family and supports the prodigal son with her sensibility. The roleOs

290 See also, G.Hemming-Sjsberg, 01950 Ers bSstaO, 12; Arne Sellermark, OJag kSnner migd&mmedta
45 (1956) (SFI clip archive).

291 Barbro Boman, "Samtal med EvaO, 21; Allan Beer, OAIldrig mera slatfipakladet, January 6, 1954, 13.
202 QV(r tids dramatilenska Dagbladet, June 2, 1955, 12. ]

293 See for example, Aimquist, OEn av dem heter EvaEO; ONu talar man om Eva DakibedkOgmtidning.
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profession, a housemaid, had arguably formed a kind of genre within Swedish film duri
30s and the 40s, a nuanced picture of which Ulrika Holgersson et&lilse author
introduces her discussion with one of the reviewBr:29% and observes that DahlbeckOs
creation of the heroine was received as groundbreaking among earlier depictions of
housemaid-characters, who had tended to be marked by a lack of intelligence. The rev
writes: O[T]he role presents a gifted housemaid and, therefore, probably, the first think
maid in film.Qo6

The smartness of the role was immediately associated with that of the actress hers
instance, Lill inSvD wrote, @ler Brita is Ean ordinary Swedish girl with ambition and go-
ahead spirit, only a little more assured about herself and about what she3#akggte first
word suggests, the self-awareness of Brita was ascribed to Dahlbeck who enacted the
character. Such an acknowledgement of DahlbeckOs good self-knowledge can also be
observed in SellermarkOs article where her intelligence and acting skills are juxtapose
a perfect image of the fashionable, intellectual woman: effective and self-assured in all
worry, quick in lines, and very conscious of what she wants hergedf.O

DahlbeckOs intelligence of a practical character was possibly linked with her down
earth view on life. The interview in 1946, for example, reported her indifference toward
Ohonour and fameO: ONo, itOs not what | want. | want an apartment which is so large

can have guests sometimes, but it canOt be too expensive, we canOt affer8uchtad

294 Ulrika HolgerssonHembitrddet och spelfilmen.

295 Holgersson starts from questioning such a recepti@maf and examines several titles of the so-called
Ohousemaid filmsO (OhembitrSdefilmernaO) (Ibid., 15.) featuring popular film stars as a part of historic.
discourses related to the housemaid in Swedish society. In her chaptémdibid., 242-258.), she analyses"
film in relation to the countryside-city dualism mentioned above or to the conflict between tradition and
modernity. Because | am more interested in the following years after the film, | do not delve into these is
the title, but it should be noticed that the film functioned as a ground that the later media discourses on
were built up. B . B

296 Orollen presenterar ett begEvat hembitrSde och dSrmed fSrmodligen den fSrsta tSnkande pigan pC
OBio i blickfEngetUpsala Nya Tidning, April 6, 1946 (SFI archive)). Here, | differentiated OhembitrSdeO :
OpigaO with the English words OhousemaidO and OmaidO. The latter in Swedish usually used to meat
the countryside household, but was also used when referring to the former in a pejorative way.

297 OHennes Brita SrE en vanlig svensk flicka med ambition och fram(Etanda, bara litet mera sSker pE
och vad hon villO (Lill, OSaga: Brita i glosshandlarhusetO, emphasis mine.) Mikael Katz also showed tr
attitude: OEva DahlbeckOs BritaE knows her own value and does not allow oneself to be duped.O (OE
Dahlbecks BritakE vet sitt vSrde och inte ICEter sig duperasO) (Mikael Katz, Onftxtitte&yy, February 5,
1946 (SFI archive)). B L

298 ODet var en perfekt bild av den mondSna, intellektuella kvinnan; effektiv och sjSlvsSker i all sin oro,
repliken och mycket medveten om vad hon sjSlv ville.O (Sellermark, OBlad ur Eva Dahlbecks dagbokO
mine.)

209 OSra och berSmmelseE nej, det Sr inte det jag vill ha. Jag vill ha en ISgenhet, som Sr s stor att vi |
frSmmande ibland, men den fCEr inte vara f&r dyr, det har vi inte rcEd med.O (Tell, OEva Dahlbeck komi
23)
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prosaic thinking is reflected even in the beauty tips by the actress in the safie Heare,
she emphasised a simple way of taking care of her appearance, which seemed to diss
actress from the glamour of a film star. This was followed by her comments on her hob
reading and writing, which again highlighted her intellectuality.

DahlbeckOs strong interest in writing was often mentioned already during the early
years301 One of her first published writings was three poems that contributed to a unigt
issue ofFJ in 1947 where the actors became the edifdis the caricature that introduced
the participating actors, Dahlbeck can be seen with a confident smile on h8p fidue.can
be interpreted as an image of a talented woman whose intelligence allows her to join tl
of famous men within the industry, including the star/director Hasse Ekman or the form
CEO of film and theatre concern Sandrews, Anders Sandrew.

In the early 50s, DahlbeckOs engagement in writing assumed a serious role in her
and her life. For example, she published an essay titled Oln front of a film cameraO in
Filmboken in 1952304 Her critical analysis of film acting in comparison with theatre actini
was received with a large respect as the work by Oan intelligent representative for the
profession@s As the afore-examined caricature showed, the first prize in the Nordic
Dramatist Contest in 1955 played a decisive role for consolidating her OintellectualO ir
The news caught great media attention and Dahlbeck was warmly celebrated as OSwi

most fresh female dramatist®.

300 Eva Dahlbeck, OSk3nheten kommer i andra hdfid@ner, no.11, 1947, 30-31.

301 Already before stage-debuiting, Dahlbeck performed a revue song she wrote in the youth revue at Fc
Teatern arranged byB. (OBlanche-succZs f3r flicka i OVi som vill opp@@bladet, April 30, 1944, 11.) In
1944 when she performed in Kar de Mumma revue, it caught attention that the actress again wrote her
numbers and B reported it: OEeven this time she triumphed both as a singer and a writer.O (OSven den
g&Engen segrade hon bEde som sE&ngerska och fSrfattare.O) (Ibid.) Regarding the revue, see also, S.
OV(Erens Kar de Mumm@@ens Nyheter, April 28, 1944, 14; E.W.O., OKar de Mumma skSmtar pCE Blan
Svenska Dagbladet, April 28, 1944, 15; PGP, OKar de Mumma p(E Blandfiefd/adet, April 28, 1944, 11.
Other early mentions about her interest in writing are, for example, Mr. Pigg, OGo@gftend,, December
5, 1945, 18; Tell, OEva Dahlbeck kommer igenO, 23.

302 Eva Dahlbeck, OTre dikted@@mjournalen, no.7, 1947, 10. Around this time, Dahlbeck seemed to be ea
associated with writing. When the actress Birgit Tengroth published her firstFiovet (Torst) by a
pseudonym Eva Lavell in the same year, Dahlbeck was first speculated to be the author because of her
name Eva Lampell. See for example, OKr3nikan av Fliggabladet, September 7, 1947, 5; OKSnd
skEdespelerska avslsjas som skrib&hidsvalls Tidning, September 12, 1947, 5.

303 OSk(Edespelare som blev redakt3rérournalen, no.7, 1947, 7.

304 Eva Dahlbeck, OFramf3r filmkameranQgimboken: en bok om film och filmskapare. Bd 1, ed. Hugo
Wortzelius and Nils Larsson, (Uppsala: Orbis, 1951), 300-309. The draft was firstly publighiegrirtbladet
in 1951. (Eva Dahlbeck, OFramf&r filmkamera®agrafbladet, no.1, 1951, 15.)

305 Oav en intelligent f&retrSdare f&r yrketO (Arne Sellermark, OEvas tyckenO 7) o
306 OSveriges fSrskaste kvinnliga dran]atlkero (O€ldres ansvar f&r yngre temat i belSnad dénygpjSsO,
Nyheter, June 1, 1955, 16.) See also, OSensationellt resultat av dramtikertSvlingeh@Dagbladet, June 1,
1955, 1, 11; Gunilla Holger, OHSr hemnBijournalen, no.24 (1954): 14.
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However, the actressOs smartness was not always a positive feature in her films. N
DahlbeckOs OintellectualO aspect was expressed as the cunningness in many of the v
characters she played: the jazz musiciafvilnwho tempts the protagonist to make the
murder of her husband look like a gas leak accident: the wifeazbw who urges the
hesitating protagonist into plagiarism: the female sp§utiotage who steals the confidential
information by seducing the military man: the noblewoma@drmge who outwits not only
the rather naive hero but also the artful rebel. All these women are smart and actively t¢
actions, thereby overwhelming men.

It was not only the vamps but also the morally favourable women she played who ¢
play a superior role to men. Early on in her career, Dahlbeck played several characters
solved problems instead of the men who had caused them, seen in the character of Bri
When the son in the family gets drunk and carelessly spends away the money that was
support his poor friend, Brita secretly gives him her own salary because of her love ¥t
Likewise, the journalist ihove on Skis helps the protagonist through her shrewdness. Eve
the rather trivial upper-class girl Encounter in the Night saves the hero who is suspected
a murderer by her quick-thinking.

Other characters who are OindependentO from men are the Swedish peasant girls
Simlang andMountain, who strive for their hope to move to America without necessarily
depending on their lovers. However, their activeness is not simply given a positive mea
As Qvist mentions, the hope to emigrate to America is equal to abandon the heritage, n
the Swedish lanéPg and can be negatively contrasted to the characters who choose to si
because of their strength that can endure the hard8hilisthe same time, being bound to
the land means the lack of freed&®Therefore, it is possible to interpret these womenOs
active engagement in the attempted emigration as that in the emancipation from the tra

Rya-Rya inOnly a Mother might best embody this oscillation between the emancipatic
and the tradition. In the film that centres on the theme of individualism contra collectivis

the heroineOs hard life in the peasant community is characterised by her struggle to bre

307 Bengtsson observes that the character of Brita plays a function that Omake[s] the youth enter the Fo
project though impressing on them the ideal of conscientiousness in the middle-class normalityO. (Benc¢
Ungdom i fara, 170). This shows how Dahlbeck playing Brita was assigned the mediator-role thereby me
herself belong to the centre in similarity with in BergmanOs films that | will discuss later. (see, 57)

308 Qvist,Jorden dr vir arvedel, 142.

309 |bid., 176.

310bid., 160.
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convention. As discussed by Gunnar Lundin and Rochelle WrigRa-RyaOs naked bath
can be understood as a deviation from the norm in the estate-workersO collective, whir
results in her being ostracised and in an unwanted marriage. Her rejection to milking w
can be read as Oa wish to cha#igéit® conventional burdensome labour, which symbolis
the characterOs progressiveness in the traditional society that is now Oa vanished wa
life®313 Therefore, by enacting Rya-Rya, Dahlbeck embodied a rebellion against the
tradition. However, the character also presents ambivalence in relation to her position .
woman. While she longs for a romantic love outside her unhappy marriage, Rya-Rya C
completely in her maternal roRé@in the end by devoting her life to her four child?&n.
Here, it is worth attention that it is not only the tradition of the peasant society but also
womanOs role that the character is in conflict with.

After the film, Dahlbeck played several modern working women in succession: a se
who becomes a manager to a factotum-compa#yaitcée for Hire (Féstmo uthyres, Gustaf
Molander, 1950): a novelist living in ParisAinave of Hearts (Hjdrter knekt, Hasse Ekman,
1950): a teacher iPefiance (Trots, Gustaf Molander, 1952): a fortune-tellerlihe Women s
House (Kvinnohuset, Hampe Faustman, 1953): and a manager to the photo studio-imey
into Autumn. While these characters seemed to strengthen her OindependentO aspect,
could explain how the conflicting aspects in DahlbeckOs image could be balanced in r
to their features as a woman. The charagiease represented as more attractive than the
mother-characters iSubmarine No 39 or Journey in the Night that are marked by their less
sexual attraction which drives their husbands into infidelity. By contrast, they are less €
than two working women in earlier titles, the night club singdsin Women and the pianist
in Woman in White. In addition, all the other characters apart from the ot@aitcée for Hire
remain single, which again emphasises their independence from men. At the same tim

can mean the appropriate narrative solutions for the moral deviation of the three workil

311 Gunnar Lundinfilmregi Alf Sjéberg (Diss. Lund: Univ., 1979), 89-90; Rochelle Wright, ORealism Refin
and Retouched: Alf SjSbergRsa en morQ, inStage and screen: studies in Scandinavian drama and film:

essays in honor of Birgitta Steene, ed. Ann-Charlotte Gavel Adams and Terje I. Leiren (Seattle: DreamPlay
Press, 2000). 180-181.

312 Qen vilja till f8rSndringO (Lundin, 94.)

313Wright, 178.

314Wright, 187.

315 The character had another baby who was killed in an accident caused by her husband.

316 The pessimistic, unglamorous fortune-telleWimen s House might seem exceptional in this context.
However, the characterOs divorced husband reveals that she was very attractive in her youth when she
affair with another man. Therefore, her loss of attraction is not a result of her entering domestic life but ¢
moral deviation, unlike the above-mentioned less attractive housewives.
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women inKnave of Hearts, The Women's House, andJourney into Autumn, wWho experienced
is experiencing extra-marital relationships.

Such an ambivalence also marks DahlbeckOs OindependentO aspect on account
status as a working woman that is often paired with her OintellectualO image. As the a
mentioned duality of the actress clearly shows, the media discourses on Dahlbeck see
contrast her intelligence with her wifehood and motherhood. Holgersson reads this as:
expression of the trouble caused by DahlbeckOs double status as a working woman au
mother, naming the interview in 1946.The interviewer, describing Dahlbeck with her so
on her knees as Ono hard intellectual t§}Setiearly places the role of a good mother/wife
higher than an intelligent and independent working wotHarnhis kind of rhetorics trying
not to alienate Dahlbeck as a modern working woman by connecting her with the tradi
role of a wife and mother is also found in later years. For example, an arti@efiom 1952
says: O[E]ven if one knows that the last line she would say would be Othat wife and m
my dearest role is obviousO, one could believe it when one meets her in this capacity |
and mother]@o

Thus, the Ointellectual® and OindependentO image of Dahlbeck functioned to son
as a mediator between the conflicting aspects, Ogood wife/motherO and OvampO, or
housewifeO and Oworking womanO. However, both aspects had ambivalent meanings
therefore, the contradictions in the actressOs total image were retained.

To sum up, DahlbeckOs star image and its temporal shift can roughly be summaris
following. The conflict between OSwedishnessO and OinternationalityO was gradually
towards the end of the decade in question, because of the actressOs successful caree
Swedish film industry which eventually became internationally recognised. The negativ
connotation of her OinternationalityO was not unrelated to another aspect Ovampishne

which was persistently in conflict with her status as the Ogood wife/motherO. The actre

317 Holgersson, 241. ) . )

318 Qingen hrd intellektuell typO (Tell, OEva Dahlbeck komemr igenO, 23.)

319 As Holgersson also mentions (Ibid.), the following comment by the interviewer who celebrates the we
heartedness of Dahlbeck being on time for her husband®s handball match shows the higher evaluation
actressOs wifehood even more clearly: Ol donOt believe an actress can work her way forward on
intellectualism.O (OJag tror inte en skEdespelerska kan arbeta sig fram pE intellektualism.O) (Tell, OE
komemr igenO, 23.) 5 . 5 5 5
320 OSven om man vet att den sista replik hon skulle fSlla vore Eatt maka och mor Sr min kSraste roll Si
s kunde man tro det nSr man mster henne i denna egenskap.O (OArtist av format: Eva DahlbeckO, 5
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Ointellectual® and OindependentO image helped the conflict alleviate to some degree
aspects could have also alienated her as a deviator from the tradition in several ways.

Therefore, although the contradiction between various aspects became less explici
years, the tension between them had not completely disappeared. Considering this ost
and ambivalence that characterised DahlbeckOs image, the rather banal caption accor
SellermarkOs article in 1947 might cleverly describe her: Othe difficult-to-catch thing w
called Eva Dahlbeck®

3. Analysis of character 1: Karin and Marianne

In the above, | analysed the complex image of Dahlbeck that was constructed by variol
contradicting aspects. The last two sections will, in turn, examine how these aspects w
related to three characters she played in BergmanOs comedies in an attempt to show \
were thought to fit the actress very well. In so doing, | will pay attention to the narrative
structure of the films as well as the ideological function of the characters. Firstly, this ct
will deal with two characters, Karin and Marianne, highlighting the commonality in the

constructions of them.

3.1. Karin (  Waiting Women, 1952)
Waiting Women centres around the wealthy Lobelius family and its five couples. Dahlbec

plays Karin, who is married to Fredrik, who runs the family company, and a mother to t
sons. The film consists of a frame story that depicts the long dialogue between women
are waiting for the men in the summer house and of three episodes that enact the thre:
womenOs stories. Karin appears in the frame story and the two episodes, the last of wi
her own story. She is characterised by her multi-facetedness and her different face is d
in each episode.

The frame story opens with Karin and MSrta, who is married to FredrikOs young br
Martin, calling their children. Karin, who affectionately scolds and chases them into the
house, wears a relaxing light-coloured dress and a white cardigan, and is presented as
neatly-groomed housewife. When her children wake up during the womenOs conversa

tenderly smiles to them, which epitomises her status as a good mother. Even when the

321 Odet svErf@Engade ting som heter Eva DahlbeckO (Sellermark, OBlad ur Eva Dahlbecks dagbokO,
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finally arrive at the house and all the adults begin dancing merrily, she does not forget
her sons and lets them join the dance. Thus, Karin in this episode does not seem so di
from Mamma Larsson ifaucepan Journey, a middle-class mother who effectively takes ¢
of her children with her sunny disposition. In addition, the milieu, a summer house on t
island, strengthens the image of Karin as a caring Swedish mother.

However, in MSrtaOs story, which details her romance with Martin in Paris, Karin a
as a completely different type of woman. When MSrta gladly comes home to Martin wi
news of her pregnancy, she meets him with his two elder brothers and their wives, one
whom is Karin in an elegant outfit, casting cold eyes on her. Here, she is depicted as a
upper-class woman, together with her husband Fredrik, who authoritatively orders Mar
black sheep in the family, to end his Bohemian life. When Karin says goodbye to MSrt:
sends a criticising look at her, as if she dismisses this young Swedish girl leading a rat
frivolous life in Paris. Here, Karin is represented as an unsympathetic character from M
perspective.

In her own story, in turn, Karin gives a much softer impression. The episode begins
party where the family is celebrating the companyOs fifty-year anniversary. There, Kari
shows sympathy for Martin and his lover MSrta. She calms down the upset brother-in-|
removing the dust on his shoulder like an attentive mother. As the conversation with he
husband in the following scene discloses, Karin wishes Martin a decent life suitable for
birth.322 Her attitude towards the younger couple is worth attention, which | will come bi
later.

At the party, Karin behaves as an obedient wife who quickly reacts to her husband
her. On the other hand, her outfit, a rose-patterned halterneck gown showing her cleav
bare back emphasises her sexual attraction, compared to the other two women coveril
shoulder$23When the couple leave the house, KarinOs attitude towards Fredrik turns
be ambivalent, too. Karin drives her husband home, which implies both that she follow
order and that she physically steers him. She beams a sensual aura in the car, dimly li

darkness with her eyes narrowed, while her way of wittily responding to her tipsy husb:

3221t is also worth noting that Karin articulates her suspect about 'Mértaf)s morality, arguing that Oshe S
have the best of reputationsO (Ohon ISr inte ha det bSsta ryktetO) against Fredrik, who thinks that Osh
nice.O (Ohon s(Eg trevlig ut.O) .

323This is criticised by Fredrik, who argues that a woman of KarinOs age should have more clothes on f
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gladly babbling on in the back seat resembles a mother dealing with her childOs baby
Thus, Karin at this moment is a sexy and manoeuvring yet motherly and obedient wife

When they arrive at their apartment, Karin notices a pram at the entrance and pusl
into the elevator, reminding the viewer of the fact that she is a mother. The pram in the
elevator can be read as a metaphor of KarinOs strong motherhood that allows her con
her husband who is consistently the weaker of the two in a power game. In contrast to
Fredrik, who pretends in vain to be calm to handle the situation when they get stuck in
elevator, Karin stays cool, mischievously chuckling over his upset. She humorously ca
husband by OLittle FredrikO and steadily behaves just as a mother who soothes her ci
panic.

While she teases her husband, Karin also discloses her vampish side, bluntly affirr
husbandOs wonder if she has ever been unfaithful to him. She talks about her adultery
extremely frank manner and her attitude is bewildering enough to evoke the viewerOs
suspicion that she hides a face of vamp behind her mask of a virtuous upper-class wife
though she briefly denies her infidelity as soon as she is certain about her husbandOs
is not certain for the viewer at that point whether she is saying the truth or not. In addit
when she points out FredrikOs affair with a young American girl called Diana, Karin ap
guite vampish with her cat-like eyes glaring upward at her husband. Telling Fredrik tha
gained the list of his mistresses, she now seems to be a calculating woman who is not
with her as the warm-hearted mother in the frame story. Also, KarinOs eroticism contin
dominate the scene where she massages the feet of her husband whose reaction rese
of sexual pleasure.

However, after successfully reminding Fredrik of her attraction as a woman, Karin
retrieves her identity as a sexy, but tame and chaste wife. Satisfied with his proposal tc
together, she divulges her lie about the list in a sweet voice, which now convinces the
that her own adultery was also an invented story. Her deep love for her husband is, iro
enough, proved by her very first upset on the verge of crying when he gets a business
call and gives up the idea of traveling with his wife.

Considering these different facets of the character presented in each episode, it is
that the various contradicting aspects in DahlbeckOs star image are exploited in the

construction of Karin. In the frame story, she is a Swedish good wife and mother, wher
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the Paris episode she is a haughty upper-class woman. In the elevator, she is both a s
manipulating vamp and an obedient, loving wife. In each episode, a certain aspect of
DahlbeckOs star image is selectively foregrounded while others are toned down, with |
displaying a different face that is not in line with each other. In my view, one of the reas
why Karin nevertheless can sustain the unity as a character is the structure of the film.
kaleidoscopic image of the actress can coexist in one character because the character
fragmented in several episodes.

At the same time, it is worth attention that the appearance of Karin in Paris and in t
elevator resembles that of Dahlbeck in her OprivateO photos. The images of the finely
actress and her husband in the media are not far from that of the upper-class couple C
Karin in the film, which makes Karin close to the image of OEva DahlbeckO. Paradoxic
enough, this proximity between Karin and Dahlbeck, whose extremely good relationshi
her husband was well-known, could have caused a gap between them, because of Ka
suggested infidelity. What seems to solve this problematic fit is simply the fact that Kar
not adulterous after all.

Despite her sexual attraction and her suggested unfaithfulness, which is not true, k
a faithful wife who only wishes to recover the romance with her beloved husband, ther:
temporarily becoming free from the duty of a wife and mother. However, her wish ends
being an ephemeral dream because of her husband who eventually prioritises his worl
her. Thus, the filmOs narrative consistently constrained Karin within the system of mari
the condition for the sustenance of society. In this sense, the character obviously belor
the centre seen in the discussion by Qvist.

This seems to invalidate DahlbeckOs Ointernational® and OvampishO aspects as
from the norm. In other words, in KarinOs construction, the actressOs eroticism is high
but does not conflict with her being a good wife and mother on account of the characte
accordance with the dominant values. In relation to this, the fact that Diana, with whorr
Fredrik had an affair, is American is insightful. DahlbeckOs sex appeal itself could retai

OinternationalityO, as the scene evoked an association with American sex symbols by
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the reviewers24 Nonetheless, the character can be read as a representative for good S
moral in contrast to that of an American girl.

KarinOs aforementioned attitude toward MSrta and Martin also plays an important
solidify the ideological function of the character that is linked with Otraditional Swedish
values and the notion of honod®According to QvistOs model, the foreignness as a
deviation is also applied to place; a foreign country as periphery/negative contra Swed
centre/positivézé KarinOs blaming attitude towards MSrta living flippantly in Baasd her
wishing Matrtin for a decent life back in Sweden seems to be in line with it. Furthermore
Karin can also be related to a mediator-character who puts the youth back in the right 1
the Oyouth problem filmsO that Bengtsson poin&&iiarin, who calls still-unmarried
MSrta as MartinOs wife, suggests the appropriateness of the marriage for the young c«
even though the narrative of the film shows a sympathetic attitude toward MSrtaOs ow
decision to give a birth to an illegitimate chifg.

Therefore, KarinOs ideological function balances potentially negative aspects in
DahlbeckOs star image with positive ones, while the structure of the film makes the
inconsistency between the different facets of the character less visible. The same strat

applies to the construction of Marianneditiesson in Love.

3.2. Marianne ( A Lesson in Love, 1954)

In much the same way as Karin, Marianne is a wife to an unfaithful husband David, a

womanOs doctesg and a mother to two children, one of whom is a teen-age girl Nix, wh
having trouble with accepting conventional femininity. The difference between the two

characters is that Marianne is, unlike Karin, who has never been adulterous, actually h

324 Comparing Dahlbeck to Marilyn Monroe, Mae West or Jane Russell, Monika BrilBthvimote that
DahlbeckOs sex appeal is an American type in that Oshe exaggerates, makes her act mannered, and n
herself and the whole vampingO. (OHon Sverdriver, manierar och driver med sig sjSIv och hela vamperi
(Monika Briloth, OSynligt och I3jligt®jldjournalen, no.19, 1953, 37.)

325 Otraditionella svenska vSrden och hedersbegreppO (Bengtsson, 47.)

326 Qvist, Folkhemmets bilder, 291. .

327 The sexually intimate and intense atmosphere in the cabaret with cancan dancers that MSrta visits w
American lover(?) seems to define the foreignness of the place.

328 Even though Bengtsson identifies the mediator-characters (OmedlarfigurerO) with Osubstitute—fa;her
charactersO (OfaderssubstitutsfigurerO), KarinOs role precisely fits the model of their function that Oprc
alliance of love, controls the process of maturity, and brings them back who have ended up on the
side.O (ObefrSmjar kSrleksallianser, styr mognadsprocessen och EterfSr dem som hamnat vid sidan o
(Bengtsson, ibid.) R
329As touched on earlier, Bengtsson points out the sympathetic attitude toward the characters with Oou
statusO (Bengtsson, OYouth Problem Films in the Post-War YearsO, 155) presented in BergmanQOs ear
which is common to the youth problem films.

330 David is referred to as OkvinnolSkareO throughout the film.
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an affair with her previous fiancZ, the sculptor Carl-Adam. Nevertheless, just like Karin
Marianne is a good wife who searches for her happiness in a marriage. Although she
experiences a temporal moral deviation, Marianne is taken back to the original marriac
thereby sustaining a status quo.

Marianne is also a multi-facetted character and each facet is again presented sepe
since the narrative of the film is fragmented by using flashbacks from different perspec
The frame story deals with DavidOs journey from Stockholm to Copenhagen with Mari
joining him on the train and Carl-Adam joining them in Malms, where they take a boat
destination. Four flashbacks are inserted during the train journey.

First, Marianne appears as an unknown attractive woman in a train compartment w
David acquires a seat. She asks David and another man for a light for her cigarette, ex
flirting with the latter. The fact that Marianne is DavidOs wife is not uncovered until the
passenger, who insolently tries to seduce her, leaves the seat after Marianne slaps hin
the compartmer®! In other words, Marianne is portrayed as a virtuous woman despite
sexual attraction already before the cynical conversation between her and David abou
womenOs virtue that finishes with David saying, Omy darling wifeO.

Before this, the first flashback from DavidOs perspective is inserted. There, Marian
not appear hersé® but her daughter Nix speaks for her as one of the Oall poor women
are not meant to Olive without meefnterestingly, in NixOs narration, Marianne is
represented less as a mother than as a woman, or a female, which the daughter abhoi
Therefore, this flashback presents Marianne as a woman who engages in Opotteryf |
traveling to Copenhagen to meet her lover and leaving her children alone at home.

The second flashback from MarianneQOs perspective also represents her as a wom
than as a mother with emphasis on her vampishness as a threatening feature. The sec
opens with MarianneOs cross-examining David, who is in a relationship with a young
In the first shot, angry and jealous Marianne appears in black with a backlight making |
blond hair seem much darker, resembling the full-blooded vamps Dahlbeck played in ¢

films.

331 This is suggested by the manOs rubbing his cheek marked by a hand.
332 This is because the flashback cannot represent Marianne on the train, whose identity is not revealed
moment, while it also makes it possible to give another picture of the character by her being narrated by

person. o o
333 Ostackars alla kvinnorO, Oleva utan mSnO
334 OkSrlekspysselO
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In the next sequence, Marianne reveals DavidOs affair by pretending to be a maid
entering the hotel room herself. The characterOs fashion here makes her less vampist
the preceding scene: She wears dark suits but white gloves, hat and scarf, as if they a
moral correctness. Nevertheless, her snake-skin handbag evokes association with bot
vampishness and cunningness. Dahlbeck used the samelbagdrvf Hearts andJourney
into Autumn, where she played working women who experienced/is experiencing an
extramarital relationshigss This suggests how the creation of Marianne in this sequence
close to DahlbeckOs other independent women with an amorous overtone.

By contrast, in the third flashback which reenacts the wedding day for Marianne an
Adam fifteen years earlier, MarianneOs vampishness is toned down. When David visits
apartment of the bride who is late for the wedding, young girlish Marianne bursts into t
and expresses her unwillingness to marry Carl-Adam like a little child throwing a tantru
Such an extremely comic scene, which is quite rare for Dahlbeck, seems to deprive thi
of her eroticism together with her boyish outfit in the following scene, a black simple sv
and loose pants. Nevertheless, DahlbeckOs erotic aspect is exploited to accelerate the
of this sequence. The conversation between Marianne and David informs the viewer o
fact that she, as a model, becomes nude for the sculptor Carl-Adam and that David als
seen it several times, as well as of a certain intimate interaction between Marianne ant
Even in the most slap-stick sequence where Marianne and Carl-Adam are quarrelling,
Marianne tucks her pants high up, showing her bare leg with a scar that she got in clirr
a Christmas tree. Considering the scarce meaning of this anecdote in the narrative, it ¢
if the scene intentionally discloses the kinship between the character and the actress
Dahlbeck, who was famous for her erotic appeal.

The flashback tells that one of the reasons why Marianne rejected Carl-Adam was
discontent with taking care of the housework for him. The fourth flashback shows oldel
Marianne who is now married to David and has become a housewife with two children

apparently against her original wish. The sequence is introduced by Marianne in the fr:

335 Even though my intention here is not to ascribe the authorship of the character or her own star image
Dahlbeck, her use of clothes is worth attention. Dahlbeck herself emphasised the importance of the clot
role creations (Dahlbeck, OlIn front of a film cameraO, 308) and she was paid 1000 SEK extra for her cc
A Lesson in Love, which implies the actressOs high degree of autonomy in the creation of the role. (The ¢
dated July 24, 1953, SFOs archive at SFI) Simultaneously, that actors often prepare the costumes on tt
was the tradition in Sweden (Blomberg, 206-211), and therefore, this evokes a general question about t
starOs authorship of their own image (Dyer, 153) in Sweden.

59



story, expressing her reluctance to talk about a divorce from David to his parents who |
been married for fifty years. As if the parentsO long relationship symbolises a happy S
marriage, the flashback opens with a sunny Swedish summer day when Marianne and
(before his infidelity) are spending their holiday at his parentsO house to celebrate his
birthday.

In accordance with the setting, MarianneOs fashion is quite modest compared to h
elegant style elsewhere. She first appears in a white negligee in the bed, emphasising
status as a virtuous wife, while she wears a plain light-coloured dress when the family
a picnic. When the couple have left the others to take a walk in the forest, Marianne ag
with her head covered with a white shawl which resembles a brideOs veil. With the glit
sunshine and the forest that portray a beautiful Swedish summer, Marianne is represel
she is an ideal Swedish wife.

Her compliance with DavidOs mother also implies how Marianne is integrated into
traditional Swedish family system which the former symbolises for. She tells the daugh
Nix, who complains over the grandmotherOs advice to put on a dress, to Odo as Gran
saysQs6 as if she shares the traditional view on femininity with her mother-in-law.
However, even though this flashback seems to represent Marianne as a wife and mott
accordance with tradition, it also presents the ambivalence of the character. Marianne,
claims that she has Obeen too much mom#agdes not actually show her motherly aspe
so much in this flashback as well as throughout the whole film. Compared to David, wr
persuades Nix into wearing a dress and stops her fighting with her younger brother, or
grandfather to whom the girl opens her heart, Marianne has much fewer interactions w
children. In relation to this, the sequence in the forest where she and her husband are
on the ground is worth attention. There, Marianne in a sweet voice appeals to David fo
another baby. However, the reaction of Marianne, saying that just talking about the bal
her goose bumps on her arms, alludes to not only the joy of motherhood but also sexu
pleasure. DavidOs following line also connects MarianneOs motherhood and her exce:

female sex: OIf you got as you wanted, we would have ten basiestBis way, MarianneQ

336 Og3r nu som farmor sSgerO )
337 Qvarit alldeles fSr mycket mammaO )
338 OOm du fick som du ville skulle vi ha tio ungar.O
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extreme motherhood which coexists with her eroticism consequently emphasises her ¢
a woman than as a mother.

Back in the frame story, Marianne articulates her boredom with playing a role of a \
which is interpreted by David as the wish to be a woman and a mistress. MarianneOs
with Carl-Adam seems as an apparent moral deviation but, considering the fact that he
possible husband to her, it can be interpreted as her attempt to recover the system of 1
with another partner rather than to diverge from it. In this sense, even though Marianne
status as a woman is more emphasised than that as a mother, she is, in the same way

hopes to sustain the pre-existing system. Her answer to DavidOs question epitomises

David: What do you wish most of all?

Marianne: To have what | have. That nothing will be charsged.

Since Carl-Adam is an emotional artist who likes drinking and does not believe in
marriage, he is obviously not a proper partner for Marianne, who wishes to fulfil marria
instead of continuing Oa parodyO of it. Therefore, Marianne is after all brought back by
to her original marriage which is now suggested to become a re#dine angel in the las
scene who enters the hotel room where the reconciled couple is sitting on the bed imp
they will have another baby. In this regard, the filmOs narrative again presents the pro»
QuistOs model of the popular film narratives where Othose who strengthen the system
stability®*1 are regarded as most important. For, undoubtedly, the reunion of Marianne
David contributes to the Oestablishment of appropriate couple relation, of the physical
reproduction, namely childbirtt$é.

Thus, similarly to Karin, the contradicting aspects of DahlbeckOs star image are ur
Marianne without making the clash between them visible, because of the structure of t
which divides the character into several facets. Likewise, the ideological function of the

character prevents the erotic aspect of DahlbeckOs image from assuming a negative

339 David: Vad skulle du Snska dig mest av allt? /Marianne: Att f(E ha det som jag har det. Att ingenting f
340 Hedling also points out that Othe wife has to succumb to the simple rules of patriarchyO (Hedling, Ol
and modernityO, 95). The author analyses that the jazz music played at a Copenhagen bar drives Marie
sees David dancing with an unknown Danish girl, into outrage which is soothed down by David, who the
succeeds in persuading Marianne back into the marriage.

341 Ode som stSrker systemets stabilitetO (Quighemmets bilder, 292.) )

342 OEetablerandet av ISmpliga parrelationer, av den fysiska reproduktionen, dvs barnfsdande.O (lbid.)
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connotation that was often attributed to the vampish characters she played in other filnr
despite the emphasis on her eroticism which even pervades MarianneOs motherhood.
At the same time, both characters call attention in relation to DahlbeckOs Oindeper
aspect. Even though Marianne was described as an Ointelligent and independeitshife!
is not exactly compatible with it, just as Karin. Both characters can be understood to be
OintelligentO, considering their witty remarks and quick-thinking that discloses their hu
infidelity as an expression of their incompetence in a family life. However, both women
dependent on their husband both financially and mentally. They are upper-class house
and eventually reconcile with their husbands because of their affection fo¥thigath
charactersO dependence on their husbands as well as their passivity which allows ther
forced back to the pre-existing system is actually at odds with DahlbeckOs independen
which characterised many other roles she playedis in this point that another character

DesirZe differs from Karin and Marianne, as will be seen in the last section.

4. Analysis of character 2: DesirZe ( Smiles of a
Summer Night, 1955)

Smiles deals with the exchange of partners among three upper-class couples at the turr
century. Dahlbeck plays the acclaimed theatre actress DesirZe Armfeldt, who was once
mistress to the lawyer Fredrik Egerman, and a mother to a little boy Fredrik, whose bio
father is presumably the former. Thus, DesirZe is, unlike Karin and Marianne, a workini
single mother. She is presently having a relationship with the military man Count Malcc
married to Charlotte. Fredrik is, in turn, now married to Anne, who is as young as his s¢
Henrik, but their marriage is not complete because of the young wifeOs hesitation in se
Fredrik visits DesirZe to ask her to help him persuade Anne, who gets to know their pre
relationship and is jealous over the actress. DesirZe, aiming to retrieve Fredrik, invites
couples, EgermanOs and MalcolmOs, to the holiday at her mother Mrs. ArmfeldtOs ma

After a summer night at the mansion, the six characters find the right partners; DesirZe

343Q(hans) intelligenta och och sjSlvstSndiga hustru O (SFOs press material, SFI archive)

344 MarianneOs remark that she feels empty during DavidOs absence clearly explains her mental depen
David.

345 |n this sense, Karin and Marianne are actually less independent even than an ordinary hougewife in
natten or Paradiset who takes voluntary actions to tackle the above-mentioned problems that their husba
suffering.
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Charlotte secure Fredrik and Malcolm respectively, and young Anne and Henrik decide
away together.

What differentiates DesirZe from Karin and Marianne is not only that she is a single
working mother but also that she is not fragmented because of the linear narrative of t
As a result, certain aspects in DahlbeckOs star image are much more selected in the
construction of DesirZe. First, DesirZe is not a OwifeO while she is more a OvampO w
having an affair with a married man. The amorous disposition of the character is consit
emphasised in the film, beginning with her first appearance on stage where she plays
countess who argues that Olove is an incessant gameO and that Owomen have right t
sin against their husband®0in the following meeting with Fredrik in the dressing room,
DesirZe behaves in an exaggeratedly coquettish manner, inviting him to see her bathir
naked. Her suggested promiscedtyas well as her present extra-marital relationship with
Malcolm is eloquent of how DahlbeckOs vampish aspect is exploited to the maximum i
construction of DesirZe.

In relation to this, DesirZeOs OinternationalityO is also worth mentioning. She play
French countess on stage and is called OMademoiselle ArmfeldtO, while she sings in
later in the pavilion at her motherOs mansion. Although this might be an expression fol
cosmopolitan atmosphere during the turn of the century and for the DesirZeOs cultural
sophistication as an artist, it is apparent that the overall conception of the character is
precisely in line with the image of Dahlbeck, considering her career thus far.

As AnneOs and CharlotteOs jealousy towards her explains, DesirZe is regarded as
who threatens the norm that these two faithful wives em#@dier deviation is
characterised not only by her sexual attraction, but also her being Ostrong and
independent@yg as Charlotte describes her. As articulated by this line, DahlbeckOs
OindependentO aspect is accentuated in DesirZe, perhaps more explicitly than ever. S

signs in the film assure DesirZeOs both financial and mental independence. Her wealtl

346 OkSrleken Sr ett oaviEtligt spelO, O(Vi) kvinnor har rStt att beg@E mEnga frsyndelser mot vEra m
347\When DesirZe talks with her mother Mrs. Armfeldt about her decision to part from Malcolm, who thre
her with a poker, Mrs. Armfeldt doubts if there was a reason for him to do so. The following exchange of
between two women discloses the implication of the old motherOs remark: DesirZe: For this once | was
innocent. / Mrs. Armfeldt: Then it must have been quite early in the evening. (OFSr en gEngs skull var j
verkligen oskyldig.O/ ODE m(Este det i SE fall ha varit ganska tidigt pE kvSllen.O)

348 The music used in the scene showing AnneOs and CharlotteOs conversation gives a strikingly ominc
impression, thereby expressing the two womenOs fear for DesirZe, whom Oall men will be drawn toO (¢
dras tillO).

349 Oden dSr starka och sjSlvstSndiga DesirZeO
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position as a prominent theatre actress allows her is proved by the fact that she can st
herself and her son and by her fashion as luxurious as that of the upper-class wives At
Charlotte. DesirZeOs own remark also testifies her independence: When Fredrik propc
genuine pearl neckless as a reward for helping him, DesirZe bluntly responds, Ol have
many as | want¥ At the same time, theatre means much more than a profession for tr
actress and enables her to overcome her ultimate loneliness, which is expressed by h¢
reaction against FredrikOs criticism that she has no other friends than herself: Ol have
my dear sir! Theatre is my lifeE | donOt need to ask any person for help with anything,
for tying my corset!®?

That her economic and mental independence is supported by her quick-thinking ne
explanation, considering that the whole plot of the partner exchange is driven by Desir.
intrigue. Her practical and calculating nature is reflected in her astuteness that makes |
require the reward for helping Fredrik and her strong desire for the benefits in this worl
in heaven. The reason she left Fredrik, who was incompetent to secure her future with
marriage, also informs the viewer of DesirZeOs practicality. However, such a personali
character can be negatively interpreted as self-indulgence, as CharlotteOs remark clar
OProbably, she has never loved. She loves only het@elt@refore, DesirZeOs intelligenc
that enables her independence can bear an unfavourable connotation in the similar we
example, the cunning noblewomanGuinge, or the novelist irKnave of Hearts.353

Thus, the aspects in DahlbeckOs image that could affect the conception of the cha
negatively, namely, OinternationalO®, OvampO, OintelligentO and OindependentO, act
contributes to the construction of DesirZe. Although DesirZe as a single mother does n
dispose of the OmotherO-aspect in DahlbeckOs image, her motherhood is even less v
that of Marianne. Her son Little Fredrik appears three times in the film; in DesirZeOs
apartment where the lawyer Fredrik first sees him, in the garden of Mrs. ArmfeldtOs m:
and in DesirZeOs room in the mansion. DesirZe shortly interacts with him in the first ar

scene where she holds him up or tuck him up in the bed. Nonetheless, DesirZeOs rem

350 ODet har jag S&E m@Enga som jag vill ha.O

351 QJag har teatern, min bSsta herre! Teatern Sr mitt livEJag behsver inte n(Egon mSnniska om hjSip r
nEgonting, utom att snsra korsetten!O o

352 OAntagligen har hon aldrig Slskat. Hon Slskar bara sig sjSIv!O

353 See, 50-51.
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her affection for Little Fredrik immediately with her independence that is close to self-
indulgence: OThe kid igine, nobody else O30

Despite all these factors that might represent DesirZe as an unfavourable deviator,
narrative consistently seems to evaluate her positively. What enables this is other sign
testify the authenticity of DesirZeOs love both for her son and for Fredrik. Even though
immediate representations of her motherhood are scarce in the film, DesirZeOs reactic
lawyerOs words is telling enough. As soon as she hears FredrikOs words (OYouOre nc
have a child!G¥s she gives him a slap on the face and her outrage makes a striking col
to her earlier humorous tone. Her love for Fredrik, in turn, is expressed by her anguish
listening to Fredrik in her dressing room, who talks about his affection for Anne. In add
DesirZe herself confesses her love for him in front of her old mother, though pretending
indifferent.

Her intrigue is another decisive factor that allows DesirZe to bear a positive meanir
since the invitation to Mrs. ArmfeldtOs mansion results in DesirZeOs active participatio
recovering the appropriate order in the complex relationships between three men and
women. Even though the marriage between Fredrik and Anne is legitimate, its dysfunc
terms of physical reproduction is evident, considering the wifeOs retained virginity. The
the termination of the incomplete marriage between the two can be seen as a desirabl
consequence. However, it is worth mentioning that this is brought about by Anne violat
moral code, namely, her union with his husbandOs son Henrik. By contrast, DesirZe, v
amorousness has been contrasted with the young virgin wife Anne, contributes to the 1
of the favourable moral order by retrieving FredpkAlthough it is not confirmed clearly,
the film narrative seems to guarantee that Fredrik is the father to Little Fredrik. Therefc
reunion of DesirZe and Fredrik suggested in the ending, not if patently, means the recc
the pre-existing marriage and family system. In other words, DesirZe takes back Fredr
was alienated from the appropriate marriage that leads to childbirth, into the nuclear fa

a fundamental component of a modern soc&tit the same time, DesirZeOs retrieving o

354 OUngen Sr min, ingen annans!O

355 ODu passar inte att ha barn!O .

356 Salatino points out this Oreversal of roles among the charactersO, although she does not acknowled
Ofaithfulness and mother loveO in DesirZe in the early stage of the film, which is in my opinion a simplif
of the character. (Salatino, 109.)

357 |t is also telling that his son Henrik, whose mother is deceased and can no longer form a nuclear farr
on the biological bond with his father and stepmother, leaves Fredrik and thereby allows him to recreate
one.
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Fredrik and leaving Malcolm consequently strengthens the bond between the latter ani
Charlotte, making them into the ideal couple in a legitimate marriage whose dysfunctio
caused by the husbandOs infidelity is now removed.

Thus, despite her moral deviation with her sexual excess, DesirZe actively contribt
the maintenance of the status quo. Her independence and intelligence as well as vam
which can possibly transform her into a threat to the dominant values, paradoxically er
allows her to reinforce them. Consequently, the potentially negative aspect in Dahlbecl
image as OvampO that is highly selected in the construction of DesirZe can be balanc:
the positive one, Ogood wife/motherO, which is actually dampened to a higher degree
characte#s8 At the same time, DahlbeckOs OindependentO aspect that was almost mis
Karin and Marianne is extremely foregrounded in DesirZe. However, this does not nec
make DesirZe less favourable as a character, since her ideological function is more po
than that of Karin and Marianne, who only passively contribute to sustaining the pre-ex
system. Therefore, DesirZe does not reconcile the tension between various aspects in
DahlbeckOs image, but rather, succeeds in masking it, though in a different way from t
and Marianne.

The analysis above illustrates that the characters Dahlbeck played in BergmanOs 1
effectively exploit the actressOs established image. In this sense, the comment followil
citation in the introduction of this thesis seems to be an accurate observation: OEevery
was Eva Dahlbeck from the beginning. But it is Ingmar Bergman who has enticed mult
facetedness in her and taken advantage of her possibitiidsoever, what we should not
overlook is the whole dynamism behind what tends to be celebrated as the geniusOs
achievement. The interaction between various media texts that created the image of D
as the star does not allow the construction of these characters to be ascribed merely t
Bergman. To the same degree, we cannot misunderstand that the image simply origin:

from Dahlbeck as the individual actress.

358 |t should nonetheless be noticed that the sexually attractive women she played in BergmanOs films r
been regarded as an extension of a series of vamps in her preceding career. In an interview in 1956, D¢
again articulated her frustration, ironically playing an inconsiderate movie fan; Oif now Eva Dahlbeck is
loose and charming lady in Ingmar BergmanOs films, then come and let us live it up on her!O (Oom nu
Dahlbeck Sr den vidlyftiga och charmanta damen i Ingmar Bergmans filmer, sCE kom och IEt oss leva |
henne!O, Arne Sellermark, OJag kSnner mig fSrnedradO (SFI clip archive).) Therefore, as | argue in the
characters in BergmanOs films do not necessarily solve the potential problem of the actressOs erotic im
only exploits it more effectively than other more directly vampish characters.

359 OMen det Sr Ingmar Bergman som lockat fram m@&ngsidigheten i henne och tagit tillvara hennes
msjligheter.O (OHon Sr en verklig EvaO, 12.)
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Conclusion

OEto map out a personOs work is after all a less intricate enterprise thi
map out a person. One has wondered, guessed, listened, put together,
drawn conclusions, without actually coming longer than to an impenetr
mystificationEIngmar once stamped the signature Opansarskeppet
kvinnlighetenO on my personage, an epithet which | seemingly succee
in living up to in the roles that he assigned me, but which | privately ha
considerable difficulties with fulfilling.O (Eva Dahlbeitk)

In this thesis, | investigated the process whereby Eva DahlbeckOs star image was crea
well as the aspects that constructed it, focusing on the decade between 1946 and 1956
addition, | also examined the relationship between her image and three different charac
the films by Ingmar Bergman. My research on various media texts related to Dahlbeck
revealed the oscillation and the tension between conflicting aspects that characterised |
image. On one hand, it exemplified Eva BlombergOs observation about Swedish film st
involvement in the formation of ideals, presenting a model for Swedishness, for traditior
femininity, or for a modern working woman. On the other hand, Dahlbeck embodied the
negative concepts, such as foreignness, erotic excess, or an individualOs independenc
threaten social conventions, through her roles in the films whose narratives were in line
Per Olov QvistOs model of Swedish popular films as a mediatory of the welfare state id
By analysing her image with attention to its temporal shift, my discussion illustrated hov
actressOs appearances on screen, on stage, and in other media intertwined with each ¢
create a total image of the star OEva DahlbeckO.

The analysis of the characters Dahlbeck played in BergmanOs films revealed that v
aspects of her image were effectively exploited in their constructions. It seemed that the
thereby contributed to the negotiation of the conflicts in the actressOs image, but such :
seeming effect depended either/both on the structure of the films or/and on the ideologi

functions that the film narratives conferred on the characters. In other words, the films

360 OEatt kartlSgga ett mSnniskoverk Sr trots allt ett mindre intrikat fSretag Sn att kartiSgga en mSnnisk
har undrat, gissat, lyssnat, lagt ihop och dragit slutsatser, utan att egentligen komma ISngre Sn till en tS
mystifikationE Ingmar prSglade en g@Eng signaturen Opansarskeppet kvinnlighetenO pE min person, €
jag tydligen lyckades leva upp till i de roller som han tilldealde mig, men som jag privat har avsevSrda
sv(Erigheter att motsvara.O (Eva Dahlbeck, ONCEgra funderingar kring en arbetskamrat p(E vSg att
kanoniseras@aplin, 30, n0.215/216 (1988): 116.)
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skilfully masked the inconsistency of the characters or the contradiction between them
DahlbeckOs image, thereby appearing to succeed in concretising the total image of the
into the characters. Therefore, it can be concluded that these characters who induced
nickname OPansarskeppet kvinnlighetenO, which has tended to link the actress with tl
Bergman, could be situated in the dynamism that various media texts formed. What thi
reminds us of is a rather self-evident, but nonetheless often overlooked fact that Bergn
who materialised a very individual filmic landscape after the mid-50s, developed his ca
an immediate interaction with the contemporary Swedish film industry and its star cult.

Because of the scope of the study, my analysis of DahlbeckOs stardom leaves mu
for further investigations. One of the points to consider is its transnational aspect. | me
Swedish filmOs strong concern for the international market or for Hollywood in my
discussion. However, a more detailed examination would be required to grasp the whao
interaction between the Swedish film industry and the American counterpart in the pos
years. As an influential phenomenon, the so-called OSwedish sinO is worth mentionin
context. DahlbeckOs relevance to the phenomenon can offer the example of how the £
concept of OSwedishnessO as a deviation from the countryOs morality could affect the
equivalence that differentiated her eroticism as foreign by linking it with American sex
symbols361

The actressOs erotic image that was revealed to be unexpectedly strong suggests
possibilities for future studies. Firstly, it calls for the scrutinisation of the interrelation
between film and theatre in creating Swedish film stardom. The fact that DahlbeckOs il
OvampO originated from her on-stage roles is telling in this regard. Theatre performan
which required the actressOs repeated physical presence, seemingly, had a considera
on her image to the degree that it could affect the reception of her on-screen roles. | cc
consider the overall influence of her theatre career on her film counterpart but only dist
too visible impact of her vamp roles on stage. Even though my study could not delve ir
influence of the other types of DahlbeckOs theatre roles, which was not as conspicuou
of vamp roles, | believe that my study succeeded in offering an example of the relation
between theatre and film in Swedish film stardom. In relation to the influence of theatre

another channel for Swedish film stars to make their presence closer to the audience,

361 See footnote 240.
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radio theatre, may also be worth consideration regarding the specificities of Swedish fi
stardom.

Secondly, that the discourses on DahlbeckOs eroticism were found mainly in tabloi
a question about different fields for star-related-discourse-making. As BlombergOs and
TherZse AnderssonOs studies sRdwlayed a significant role in the Swedish stardom an
in norm-building. By contrast, DahlbeckOs case demonstrated that the discourses whic
emphasised her OinternationalityO and OvampishnessO that tended to alienate her frc
norm were scarce in the magazine. Since the star image is constructed not only by po:
discourses but also negative ones, | believe that such a differencEA@Enparadigm is wor
attention in tackling Swedish film stardom in general terms. In addition, it must also be
mentioned that | could not examine DahlbeckOs star image in a wider social context di
decade. A more comprehensive study on Swedish post-war film stardom would be req
explore the relationship between DahlbeckOs image and womenOs social roles in pos
Sweden or the conflict between her image as the Ogood wife/motherO and a OvampC
contemporary Swedish society.

Finally, there is still room for examination of the concept, OPansarskeppet kvinnlig|
In this thesis, | focused on its inception by concentrating on the decade 1946-1956 anc
execute an extensive research on the media texts related to Dahlbeck after 1956. How
believe that the shift in her status from a Swedish popular star to an international autet
will offer another insight into the countryOs film star cult. In addition, it also encourages
reconsideration of the myth about the auteur Bergman which he himself was actively e
in creating. While the prevalence of DahlbeckOs nickname reminds us of BergmanOs i
popular culture, the large dimension of her stardom which my research revealed sugge
such a myth about the auteur affected the understanding of it.

In relation to this, the above-cited text written by Dahlbeck, who thereby celebratec
BergmanOs seventieth birthday in 1988, is intriguing. There, Dahlbeck problematised t
canonisation of the auteur through the media, while she suggested her own difficulty w
dealing with the concept of Opansarskeppet kvinnlighetenO, which now seemed to ha
become a part of the mystification of the director. The text appears to give us a glimpst
author Dahlbeck who discloses the essence of a starOs image as a construction, point

that Bergman is also involved in the process of image-creating. In addition, Dahlbeck r
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that she herself to some degree exploited Bergman to design one of the characters in
novel362 This invites us to reflect on the switch in DahlbeckOs status from an actress w
tends to be regarded subject to the director to an author who has deprived the director
previous authorshipss Such a discussion might give another perspective on the stardon
this actress-turned-writer.

To conclude, | hope that my study is convincing enough as an attempt to give a mc
nuanced understanding of the auteur Bergman, and, more importantly, of Eva Dahlbec
played an indispensable role not only in his films but also in the history of Swedish film
one of the stars shining in post-war Sweden. Furthermore, | hope that this thesis will
contribute to the further development of the study on Swedish film stars, one of the mc

fascinating facets of the countryOs rich film culture.

362 Dahlbeck, ONCEgra funderingar kring en arbetskamrat pE vSg att kanoniserasO, 119.

363 KoskinenOs discussion about the adaptation process of Alexander Ahndoril@szie¥iain/ The Director
(2006/2008) is pertinent to the reverse of the position of the exploiting and the exploited in the fictional
(Maaret Koskinen, OMultiple adaptation processes: The case ofAlexander AhfideriMdactor and its
predecessors in feature film, television documentary and popular print meadia/, of Scandinavian Cinema,
5, no.1 (2015): 35-47, accessed May 9, 2018, doi: 10.1386/jsca.5.1.35_1.)
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Filmography

Films with Dahlbeck
Barabbas(Alf SjSberg, 1953)
Beautiful HelenSkSna HelenaGustaf Edgren, 1951)

Brita in the MerchantOs Hou@rita i Grosshandlarhusetke Ohberg, 1946)
The Chief of GSingéGSinghsvdingen<ke Ohberg, 1953)

Defiance(Trots, Gustaf Molander, 1952)

Encounter at NighfMSte i natten Hasse Ekman, 1946)

Eva(Gustaf Molander, 1948)

FiancZe for Hirg(FSstms uthyresGustaf Molander, 1950)

The Girl fromthe Mountain VillagéFlickan frEn fjSllbymnders Henrikson, 1948)
In the Arms of the SgBSrande hayArne Mattsson, 1951)

Journey in the NightResa i nattenHampe Faustman, 1955)

Journey into AutumKvinnodrsm 1955)

Knave of Heart§HjSrter knektHasse Ekman, 1950)

Lars HErdHampe Faustman, 1948)

A Lesson in LovéEn lektion i kSrlekingmar Bergman, 1954)

Love on SkigkSrlek och st3rtloppRolf Husberg, 1946)

Only a Mother(Bara en moyAlf SjSberg, 1949)

Paradise(Paradiset Arne Ragneborn, 1955)

The People of SimIEng ValEglket i simlEngsdaletke Ohberg, 1947)
Ride Tonight!(Rid i natt!, Gustaf Molnader, 1942)

SabotaggEric Johnson, 1952)

Saucepan Journg)Kastrullresan(Arne Mattssson, 1950)

The Serious Gam@®en allvarsamma lekeRune Carlsten, 1945)
Shadow(SkugganKenne Fant, 1953)

Smiles of a Summer Nigt8ommarnattens leendeagmar Bergman, 1955)
Submarine No 3fUbEt 39Hampe Faustman, 1952)

Terra's Window No.8Terras fSnster Nr3Qlle Ekelund, 1950)

Two WomerfTv(E kvinnpArnold SjSstrand, 1947)

The Village(Leopold Lindtberg, 1953)

Waiting WomergKvinnors vSntaningmar Bergman, 1952)



Woman in WhitéKvinna i vitt Arne Mattsson, 1949)
The WomenOs Hoys&innohusetHampe Faustman, 1953)

Other mentioned films

All These Wome(FSr att into tala om alla dessa kvinndngmar Bergman, 1964)
Brink of Life(NSra Livet Ingmar Bergman, 1958)

Crime in Sur(Brott i sol GSran Gentele, 1947)

One Summer of Happine@4on dansade en sommdr951)

Sawdust and TinséGycklarnas afton1953)

The Seventh Se@et sjunde inseglell957)

The Sinne(Die SYnderinWilli Forst, 1951)

Tintomara(Hans Abramson, 1970)

Yngsj$S Murder(YngsjSmordetArne Mattsson, 1966)

Films with Dahlbeck (Not mentioned in my discussion)

Bambi(David Hand et.al., 1942)

Black Rose¢Svarta rosoy Rune Carlsten, 1945)

Count Only the Happy Momer({®Skna de lyckliga stunderna bld®ne Carlsten, 1944)

Each His Own WagVar sin vSgHasse Ekman, 1948)

Just among Us Thieves or A Can of Pineapfiss tjuvar emellan eller En burk ananas
Olof Molander, 1945)

The Key and the Rin@Nycklen och ringeminders Henrikson, 1947)

Last Couple Ou(Sista paret ytAlf SjSberg, 1956)

TarpGs EliiTarps Elin Kenne Fant, 1956)
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78



OBiosmaken bSttre Sn sitt ryktBtfressen, December 31, 1955.

Smiles of a Summer Night (Sommarnattens leende)

Bergman, Ingmar. OKSra Eva och HarrietE@lket i Bild, no.12, 1956.

DV. OOSommarnattens leendeQ i LonBapéis Nyheter, September 21, 1956.
K.G.B. OTimes lovordar OSommarnatte8sé&ka Dagbladet, September 22, 1956.
Tannefors, Gunnar. OFilm: BerSm Et EVA DAHLBEQK®tidning, no.6, 1957.
ODet handlar om kSrleddjournalen, no. 34, 1955.

(Svenska FilmindustriOs advertisement of the #imgrafigaren, no.1, 1956.
OLeende i LondonDagens Nyheter, September 22, 1956.
013 FIB-priser till svensk filmBolket i Bild, no.12, 1956.

Other films

Almaqvist, Stig. OSaga: Mste i natted@n Tidning, October 1, 1946.
Arvidsson, Ingrid. OLeka med elde#&kojournalen, no.41, 1946.

BERTON, OTV@E kvinnodfpntidningen, November 20, 1947.

KA. OCapitol: KvinnodrdmGydsvenskan, December 6, 1955.

Lill. OSaga: Méte i nattenSenska Dagbladet, October 1, 1946.

Lundqvist, Artur. OEVA@onniers Literdra Magasin, no.1, 1949,

Robin Hood. OR...DA KVARN: EvaSyckholms Tidningen, December 27, 1948.
OSK...NA HELENAQ(tonbladet, May 21, 1950.

Olngmar Bergman p tZrast: funderar p(E en medeltidsfiles&en, July 26, 1954.
OFamiljetrassel i filmvSrlden@imjournalen, no.40, 1952.

OKSrleken segrar (som vanligt) i nya Ingmar-filméw@journalen, no.35, 1956.
OFilmnyheters bildnyhetetlmnyheter. no.3, 1949.

(The front cover with DahlbeckBilmnyheter. n0.20, 1949.

Planned films

S. af Gm, OTjernelds OBrott i solO pE Lilla Draniaagat3. Nyheter, September 15, 1946.
S. S-r., ONY GENERATION p(E Lilla Dramatewérska Dagbladet, September 15, 1946.
OFilmnytt fr&En Europafilm@mjournalen, no.20, 1946.
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OPromenaden&imjournalen, n0.39,1946.
OPhilipe den Magrefimjournalen, no.7, 1947.
OPhilipe den Magre&imjournalen, no.12, 1948.

The Threepenny Opera (Tolvskillingsoperan)
Haerie, Ivar. OBrecht, Bergman, MarmsteBtpressen, October 10, 1950.

Klefelt, Lasse. ONSjesfronten om Folke Wald&kpressen, January 8, 1951.
Tigram, OScenglimtar®enska Dagbladet, September 3, 1950, 11.

(The front cover with DahlbeckBilmjournalen, no.45.

Dahlbeck with her husband and/or son

Holger, Gunilla. OHSr hemma&ddjournalen, n0.46, 1954,
OerevErQiftonbladet, April 3, 1946.

OGallring beh3vs bland hopparna i Sim-SMfionbladet, August 4, 1946.
OEva h@ErdtrSnar mot kamp f&r kSra svStfanidiadet, November 14, 1950.
OSvSrmor f3ll p&E ksttbulleAfonbladet, November 27, 1950.

O€ntligen sol!@xpressen, April 6, 1946.

OFilm- och simstjSrnotExpressen, August 3, 1946.
ORekordslakt p(E Dramatéipressen, February 11, 1956.
OPE promenad med Gun GFit@journalen, n0.33, 1946.
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Beer, Allan. OAldrig mera slampaiflonbladet, January 6, 1954.
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Dahlbeck and Hollywood/QinternationalO
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OAdj3 eller p(E Eterseende, Vivéaal@sen, April 7, 1946.

OKamera tagningE@xpressen, April 22, 1946.

OVem blir den nya Ingrid Bergman@ressen, August 10, 1949.

OEn del om Eva@xpressen, July 7, 1951.

ONakna sanningenQpressen, January 4, 1952.

OSvensk star nrlB&pressen, February 12, 1953.

OHollywood hEller Sgonen pE Eva DahlbSek®a Dagbladet, February 12, 1946.

OEva Dahlbeck till Hollywood®venska Dagbladet, March 24, 1946.

Dahlbeck as a writer

Dahlbeck, Eva. OTre dikten‘@lmjoumalen, no.7, 1947.

Dahlbeck, Eva. OFramf3r filmkameraB®grafbladet, no.1, 1951.

E.W.0. OKar de Mumma skSmtar p&E Blanshe®ka Dagbladet, April 28, 1944,
Holger, Gunilla. OHSr hemma&ddjournalen, no.24, 1954,

Mr. Pigg. OGoOQaftorfpressen, December 5, 1945,
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PGP. OKar de Mumma pE Blanchigépladet, April 28, 1944,

S. af. Gm. OV(Erens Kar de Mummagxns Nyheter, April 28, 1944,

Sellermark, Arne. OEvas tyckef@mjournalen, n0.32, 1952.

OBlanche-succZs f&r flicka i OVi som vill opgf@@bladet, April 30, 1944,
OKr3nikan av FlipsQftonbladet, September 7, 1949.
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