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			Is gratitude today more a platitude or an attitude? That is the question. Young children may have to be prompted to show it: “What do you say?” “Thank you, Mr. Dreyer.” But on the film set of adult life, people easily discern their prompts and readily express gratitude whenever the occasion demands, if only in a stock phrase. Acknowledgments, therefore, would seem to be just such an occasion, one for profuse thank-yous. Hence I should begin by saying, “Thank you, Mr. Dreyer.” His films have captured my imagination in a magnificent transverse frame wide shot, and I have recognized him as a kindred spirit: I wrote this book as he made each of his films, by first imagining it in its entirety and then making a replica from the images. For this creative bond and for his amazing cinematography I am indebted to him. Thus, it seems, an Acknowledgments page is less an occasion for gratitude than a place to show indebtedness, to pay back what is owed. I am deeply indebted to Harry Keyishian, former director, Fairleigh Dickinson University Press, for his support and encouragement on this project, and his love of cinema. As I near the end of my career as an English professor, I am conscious that by publishing five of my previous books Harry has been instrumental in my securing promotions, performance increments, and professional honors. Such a debt can never be fully repaid by a stock phrase, so I’ll have to continue to owe him. James Gifford, Director, Fairleigh Dickinson University Press, and Zachary Nycum, Assistant Editor at Rowman & Littlefield, have guided this book through to publication professionally and cordially. I remain in your debt. At Det Dankse Filminstitut, Madeleine Schlawitz, Collections Manager and Archivist, and Henryk Fuglsang, Digital Manager, generously provided images of Dreyer and the permissions to use them: tak fordi du hjalp mig. So, in the end, I can only hope I have shown gratitude with attitude. Tak, og tak for nu.

		

	
		
			Chapter One

			Carl Theodor Dreyer, Transnationalism, and the Visual Grammar of His Films

		

		
			Filmmaker Carl Theodor Dreyer (February 3, 1889–March 20, 1968) was born in Copenhagen, Denmark, to a single mother, Josefine Bernhardine Nilsson, a Swedish national whose mother was a Dane. Jens Christian Torp, reputedly his father, was a Danish married farmer with a textile business in Copenhagen, who employed Nilsson as a housekeeper at his rural estate, Carlsro, but “The identity of the father of her child was never revealed, either by herself or by anyone in her family.”1 Josefine Nilsson died in 1891, from complications in her self-induced abortion in a subsequent pregnancy with another man.2 After spending his first two years in foster care and orphanages, Dreyer was adopted by a man named Carl Theodor Dreyer, a linotype operator and master printer, whose name he took, ironically complementing his birth name of Karl, and his wife, Inger Marie Dreyer, who had a daughter, Valborg, from a previous, extramarital, relationship. Although his upbringing, in which his adoptive parents, particularly Inger Marie, constantly reminded him he was a charge and a burden, because his mother’s untimely death eliminated the possibility of financial support, was loveless, authoritarian, and punitive, he managed to excel at school and in 1905, at age sixteen, his schooling completed, he made the decision to leave home permanently, disavowing his adoptive parents, whom he would repudiate for the rest of his life, along with concealing the circumstances of his birth. Following two casual jobs, he found entry-level work as a journalist at four newspapers: Politiken, 1908–1910, in which he placed several short stories, Blerlingske Tidende (1910), where he wrote about aeronautics, Riget (1910), where he met fellow journalist Ebba Frederike Larsen, whom he married in 1911, and Ekstra Bladet (1911), where he wrote a social satire column about local actors in theatre and in film, which then was still a formative and revolutionary new medium.

			In 1912, he secured a position with Nordisk Film, which had been established in Denmark in 1906, composing intertitles for silent films until he was promoted to writing screenplays freelance, mostly for short films, initially Dødsridtet [The Leap to Death] (1912), co-written with Emilian Erichsen, directed by Ramus Ottesen, Bryggerens datter [The Brewer’s Daughter] (1912), co-written with Viggo Cavling, directed by Rasmus Ottesen, and Balloneksplosionen (1913), directed by Kay van der Aa Kühle, and followed by twenty additional screenplays, 1912–1918, from 1915 on a permanent contract. His quite extensive experience at Nordisk, not only in screenwriting but also in the concomitant aspects of film production, earned him an opportunity to direct his first film, the stylized yet visually and narratorially ambitious feature Præsidenten [The President] (Nordisk Film, February 1919), for which he also wrote the screenplay, based on the novel Der President (1884), by the Austrian journalist and writer Karl Emil Franzos. Marking the beginning of Dreyer’s directorial career, 1919–1964, this film more importantly established the patterns of his screenplays, which tend to be autobiographical, focusing 1) on the trauma of his childhood, in the manner of Charles Chaplin’s first feature, The Kid (1921), and many of his subsequent films, and 2) on developing the subjective visual language and syntax, the distinguishing stylistic features, of his oeuvre of fourteen feature films, and including also his seven short documentaries: a) dramatic lighting; b) 360-degree sets; c) authentic costumes and austere makeup; d) hyperactive camera movement, as is evident, for example, in a proclivity for subjective point of view and tracking shots; and e) a predilection for long takes and extensive shot sequences, and, at the other extreme, for close-ups and two-shots. Thus, Præsidenten focuses on a Danish judge, Karl-Viktor von Sendlingen, whose daughter, Viktorine, after having been abandoned by her aristocratic lover, is charged with murdering her newborn baby; when the judge, who has recently been elevated to the position of president of his community, exploits his new authority to petition the court to issue a pardon for his daughter, whom he fears will be sentenced to death, his petition is denied. The judge now is prompted to reminisce about how he had abandoned his daughter’s mother when she got pregnant, precisely because of a vow he made to his father, who, when faced with an extramarital pregnancy, had made the mistake of marrying below his social rank. These autobiographical parallels establish a highly subjective model for Dreyer’s filmmaking, in which similar domestic and generational personal themes, though they become more refined and subtle in the developing aesthetics of his films, are all reiterations of this kernel narrative in Præsidenten. Thus, the trajectory of his films consists of models and imitations in which “the model is (in) the past of the imitation, the imitation is (in) the future of the model, but also in the past of its vision of other imitations. An imitation as such is the negative model of a real-to-come.”3 Therefore, Præsidenten is the model of Dreyer’s second film, Prästanken [The Parson’s Widow] (1920), which is an imitation of its predecessor, but also “the negative model” of the “real-to-come,” his subsequent film, Blade af Satans Bog [Leaves from Satan’s Book] (1920), which is its imitation and will be “the negative model” of his next film, Elsker Hverandre (Die Gezeichneten), and so on throughout his oeuvre, which can be described as a “vision of other imitations.” A visionary who imagined his films in their entirety before filming them, Dreyer developed a complex aesthetics of mimesis to support his re-envisioning of his life as a presentation of self, precisely as a reiterative imitation of self.

			Because of the limited opportunities afforded by the emerging Danish film industry at the time, Dreyer travelled to Sweden to make Prästanken with Svensk Filmindustri. Both a pragmatist and an opportunist in industry production, he made films in five European countries, including his native Denmark, establishing a distinctive international visual grammar in a pragmatic yet ambitious transnational arc: Germany: Elsker Hverandre (Die Gezeichneten) [Love One Another] (1922) and Mikaël (1924); Germany/France: Vampyr (1932); France: La passion de Jeanne d’Arc [The Passion of Joan of Arc] (1928); Norway/Sweden: Glomdalsbruden [The Bride of Glomdal] (1926); Sweden: Prästanken [The Parson’s Widow] (1920) and Twå Människor [Two People] (1945); and Denmark: Præsidenten (1919), Blade af Satans Bog (1920), Der Var Engång [Once Upon a Time] (1922), Der Skal aere din Hustru [Master of the House] (1925), Vredens Dag [Day of Wrath] (1943), Ordet [The Word] (1955), and Gertrud (1964). The transnational aesthetic in European films of the 1920s and 1930s, characterized by pragmatism, opportunism, and ingenuity, was prominent in the contemporaneous international productions of German director E. A. Dupont (1891–1956) at British International Pictures.

			The two subsequent films Dupont directed for British International Pictures were, like Atlantic [November 1929], trilingual productions, with English-, French-, and German-language versions, and with separate casts working in each language: Two Worlds (July 1930), which was also made as Les Deux Mondes (September 1930) and Zwei Welten (September 1930); and Cape Forlorn (January 1931), which appeared also as Le Cap Perdu (April 1931) and Menschen im Käfig (November 1930).4

			Whereas Dupont’s transnationalism was studio-driven, an initiative of BIP’s international mandate, Dreyer’s transnationalism was attributable more to his professional ambition, and his personal desires 1) to be self-sufficient, independent from his adoptive family and the haunting memory of his biological family, 2) to discover and present his amorphous identity beyond the circumstances of his adoption and birth, in a sense to make a name for himself, to grow into the name Carl Theodor Dreyer, and 3) to establish himself professionally in the film industry by taking advantage of his fourteen-year apprenticeships as a title-writer, a screenwriter, and a director to distinguish himself as an independent filmmaker and a public intellectual with license to interweave his personal autobiographical narratives with traditional—historical, legendary, romantic, and mythical—narratives: “There is no such thing as a private intellectual, since the moment you set down words and then publish them you have entered the public world. Nor is there only a public intellectual, someone who exists just as a figurehead or spokesperson or symbol of a cause, movement, or position. There is always the personal inflection and the private sensibility, and those give meaning to what is being said or written.”5 Through the personal modulations of his visual grammar, Dreyer historicized both autobiographical and traditional narratives, the former improvisational, the latter conventional (yet tenuous, adaptable, in his view), subjectively, to meet his personal, professional, and artistic needs to achieve an autonomous identity. For him, film stock was not only his professional and artistic medium but also his personal medium for the reconstruction and presentation of self, in that, semiotically, “film . . . functions as a kind of skin.”6 Thus, filmmaking was Dreyer’s chosen means of reinscribing his skin as a revolutionary medium, of reimagining himself as a visual artist, a legitimate person whose agency is not only setting down words but also image-sequencing. Dreyer was no longer the boy of sixteen rebelling against his parents by running away from home. Nor was he a precocious artist, however. He was already thirty years old when he released Præsidenten, yet in comparison to those of his contemporaries who had completed fairly extensive apprenticeships in film, screenwriting, journalism, and the theatrical arts, who debuted with their first features around the same time, and who went on to establish themselves as major directors with substantial oeuvres, Dreyer appears to have been quite typical: for instance, Ernst Lubitsch was twenty-five when he completed Ich möchte kein Mann sein (1919), Fritz Lang twenty-eight when Die Spinnen, 1 Teil: Der Goldene See (1919) appeared, F. W. Murnau thirty-two when he launched Der Gang in der Nacht (1921), and G. W. Pabst forty when he debuted Die freudlose Gasse (1919). Although Præsidenten established him as a screenwriter and a film director, Dreyer would require his next five feature films, which he completed in a period of five years, to refine and to master his visual grammar and style, and his remaining eight features, which he completed with greater deliberation, including several intervals with no feature film production—1932–1943 and 1945–1955, when he focused on making documentary short films—and 1955–1964—when, unable to secure studio financial support for his film projects, he devoted himself to assisting the Danish Film Museum in its cataloguing of his films—to affirm his field of view in the camera lens and his cinematography as signifiers of his skin and identity.

			Although in the major works of his middle and late periods, visually and intellectually substantial films of enduring merit—Der Skal aere din Hustru, Glomdalsbruden (1926), La passion de Jeanne d’Arc (1928), Vampyr (1932), Vredens Dag (1943), Ordet (1955), and Gertrud (1964)—Dreyer might appear to have finally found his identity in these significant works. A proxy individuality embedded in artistic achievement, he actually fabricated his self throughout his career, in all his films, in film stock, in the film genre, and in the praxis of filmmaking, which he regarded as a continuum from screenwriting (input) to directing (throughput) and editing (output), in which respect his identity was that of an auteur. His personal identity, therefore, was contingent 1) on his articulation of selfhood in the art form of film and the praxis of filmmaking and 2) on his delineation of personhood less in contradistinction to other people, notably his abandoned adoptive family and his dead mother and unapproachable father, than in contradistinction to nonhuman material things, inanimate objects, which he could control, the organic and inorganic properties of film, chiefly film stock as a representational medium, the field of view as a human space, private and public, and the camera lens as an interstice or brane. For Dreyer, personal identity, based on the distinction between self and other, was problematic:

			The problem of personal identity constitutes, in my opinion, a privileged place of confrontation between the two major uses of the concept of identity, which I have evoked many times without ever actually thematizing them. Let me recall the terms of the confrontation: on one side, identity as sameness (Latin idem, German Gleichheit, French mêmeté); on the other, identity as selfhood (Latin ipse, German Selbstheit, French ipséité). Selfhood, I have repeatedly affirmed, is not sameness.7

			Paul Ricoeur’s dichotomy of identity-sameness, or in Danish identitet-ensartethed, accurately describes his search for identity in filmmaking precisely because for Dreyer, as a director and an artist, the construction of film was subversive of cinematic formal conventions and, in its narratives, his film scripts, of social conformity too, much in the manner that the heterodox circumstances of his birth, for him and his mother, and for Valborg and Inger Marie Dreyer also, were deemed socially unacceptable. His subversion of cinematic conventions over the course of his career is evident both in his idiosyncratic visual grammar, his cinematography, and in the modal diversity and eclecticism of his scripts, which range from religious, supernatural, and moral allegories to domestic realist anti-romances, anti-epithalamiums, and travesties of heteronormative gender. Thus, his rejection of ensarethed or “uniformity” in his production of film counteracted society’s proscription against childbirth outside of marriage and its definition of legitimacy, its binary of legitimate-illegitimate as a measure of social inclusion and exclusion. In addition, film as a medium is fundamentally nonconformist, because film images “never repeat themselves. If we were to include only the 500,000 feature films produced in the world since 1912, there would be over 60 million images. And none of them bears the remotest resemblance to any other. Each has its own specific content, meaning and signification.”8 Clearly, Dreyer sought his identity in filmmaking because it was his chosen profession, the knowledge system he knew best and in which he had a singular proficiency, and also because he believed he could displace his autobiography publicly in film and thus preserve his privacy. But he also looked for identitet in film because he recognized in the properties of the medium the intrinsic inimitability of images. Thus, his aesthetic of mimesis that encompassed imitation of self as a life strategy, in the same way his name change from Karl to Carl, a homophone, was imitative, was in the context of identitet-ensartethed actually closer to zero-degree mimesis than to high mimesis, the latter more closely associated with convention and conformity. Each human being by nature, each individual, it could be said, “has its own specific content, meaning and signification.” In contrast, however, by enforcing its standards of legitimacy and illegitimacy through conditioning and restrictive environments, society equates identity with sameness, with conformity, considers difference, eccentricity, and otherness unacceptable, and excludes all forms of nonstandard behavior to the point that it will separate children from their mothers.

			Yet if by nature human beings signify individually, why did Dreyer discern this quality in film and filmmaking and not just in his own self-awareness? Film and filmmaking were for him proxies of a self-awareness that had been reified in him throughout his formative years. But in cinema he discovered a performative environment where he felt free to imagine himself in the film images he designed and to be self-aware through them. Epistemologically, this recognition that he might imagine himself and forge his identity in film images had to do with pragmatic knowledge more than with transcendental knowledge, with revelatory phenomena. Pragmatism was necessary because, like the fragile self-awareness of a child, images within the public sphere of popular culture are ephemeral and subject to reification, because “the ultimate form of commodity reification in contemporary consumer society is precisely the image itself.”9 In other words, cinematic images, because they are designed for public screenings, are commodities for consumption, yet because, according to Jean Mitry, the frames of film that contain them are inimitable, they are by nature fleeting, made to be effaced, which is imperceptible in the simple projection of film but which can be readily discerned in camera movement and in transitions like fades, cutaways, and reaction and connecting shots. That his search for identity in film was problematic is poignantly evident in the paradox that he compensated for the reification of his self-awareness in childhood by displacing it in film images that, by the nature of the medium and of commodified images, are predisposed to reification. The difference between these two processes of reification is based on power: the suprasystem of institutional society exercises power over a child judged to be illegitimate, to take custody away from his mother and put him in foster care, in the paradigm of sameness, whereas in translating his self-awareness to film and finding his identity in film images, Dreyer wielded a power with the ephemeralities of film and living systems, as distinguished from a power over reification and transitoriness. His was not the power usually attributed to him critically, the generic power of the film director as the production leader on the set, an authority figure, or the personality-driven power of a filmmaker who was well known for his propensity to be willful and imperious, these tendencies stemming perhaps from his foresight, his incontrovertible vision as an artificer. Rather, his power was one of recognition and acceptance of the inherent impermanence of living systems, whether the fleeting images of motion pictures, self-awareness as a fugitive image of inconstant identity, or mutable organisms, embodied by a mother who died in childbirth. If neurological self-awareness is manifested fundamentally in inner speech, interior monologue, then metaphorical self-awareness, reified in childhood and dislocated into film images, may be a form of external speech, in that film images may be considered 1) utterances (Bakhtin), 2) texts (Derrida), and 3) narratives (Prince). The transitoriness of utterances, texts, narratives, and images—and by extension identity—is evident in the arbitrariness of signification. Stipulating “the relativity of the frames of reference,” Roland Barthes states, “there is now the requirement of a new object, obtained by the sliding or overturning of former categories. That object is the Text.”10 Dreyer required a new subject or referential person, which he secured by the repudiation of his birth and formative narratives. That subject was the image, which is his relative frame of self-reference and identity.

			Since, according to Dreyer, identity was fluid, with the capacity to develop, to make visible images, it operated in film through a system of arbitrary codes, screening his private life.

			A film’s text, within this more dynamic conception, is not the “list” of its operative codes but rather the labor of constant restructuring and displacement by which the film “writes” its text, modifies and combines it[s] codes (playing some codes off against others), and thus constitutes its system. The system of the text, then, is the instance that displaces the codes so that they become inflections and substitutions for one another. What matters is the passage from one code to another, the way in which signification is relayed from lighting, for example, to camera movement, from dialogue to music, or the way in which music plays against dialogue, or lighting against music, or music against camera movement.11

			The relation between Dreyer, a living system, and film, a codified system, was fundamental to his cinematography and aesthetics of identity, in which identity is both 1) who and what Dreyer was as an autonomous human being and 2) the affinity between filmic and organic systems and codes. His acquisition of identity in film was through the “passage from one code to another.”

			Thus, the autobiographical kernel narrative of Præsidenten, that of generational extramarital births, is codified by proscriptive society and encoded in the parallel birth narratives of Judge von Sendlingen, his daughter, and his father and the passage among these three codes. Subsequently in his oeuvre, by reiterating this kernel narrative, Dreyer ensured the interpretive passage among meaning codes from film to film. For example, in Prästanken, a young parson, Sofren, newly assigned to a parish, learns of the local custom that dictates he marry the widow of the deceased parson, the elderly Dame Margarete, which creates an absurd impediment in his engagement to Mari, who disguises herself to stay close to him. As in Præsidenten, Dreyer exploits the romantic mode parodically, as an inverted courtship and epithalamium rite, and exposes the travesty of social codes, thus facilitating the passage among the self-generated codes in the films. In Der Var Engång, the Princess of Illyria pompously entertains hundreds of suitors every day, and summarily rejects them all, for petty reasons and with sadistic delight, notably the Prince of Denmark, who, observing the code of country love, and now in disguise, persists in his proposal of marriage. In Mikaël Dreyer subverts the romantic archetype of the ménage à trois by disrupting the socially encoded gender roles of the lovers: Zoret, the old artist, is in love with both Mikaël, his young protégé, and Princess Zamikow, a suitor in a standard male role. In Der Skal aere din Hustru, the oppressive domestic situation reflects Dreyer’s home life as an adoptee: Viktor Frandsen tyrannizes the household, bullying his wife, Ida, and subjugating her and their two children in a state of servitude. The distinctions between this household and his own are: 1) Viktor has an antagonist, Mads, his childhood nanny, who reprimands him and provokes his conversion, 2) Ida deserts Viktor, and she returns only after Mads assures her he has learned his lesson, 3) the children do not run away from home, because they are too young and because, minor characters, they are peripheral to the marital narrative, and 4) Ida’s desertion of her children, which recalls Josefine Bernhardine Nilsson’s abandonment of young Karl, is actually performative, her strategy to expedite her husband’s conversion and dramatize her return home. Dreyer also alludes to his troubled home life in other films about social codes and parental authority in courtship, specifically in the theme of defying authority to marry for love. For instance, in Glomdalsbruden, Berit Glomgaarden defies her father, rejects his chosen suitor for her, Gjermund, and runs away from home to be with her childhood friend, Tore Braaten, whom she has always truly loved. His parents welcome Berit into their home, defend her decision to oppose her father, protect her when he tries to force her to return home, and accept that Berit should marry Tore, not Gjermund. For Dreyer, desertion is ambivalent: it may be catastrophic, such as biological parents’ abandonment of their children, or custodial parents’ neglect of their foster or adopted children; or triumphant, such as children’s defiance of their parents. Thus, in a subplot of Ordet, Morten Borgen supports his son Anders’s decision to marry Anne Petersen, despite that her father, a fundamentalist pastor and Morten’s adversary, forbids the union on religious grounds. In the film’s main plot, Inger Borgen dies in labor, and, in an ironic inversion of his mother Josefine’s kind of death in childbirth, from the complications of her attempted self-induced abortion, is brought back to life by her brother-in-law Johannes Borgen, a mysterious schizophrenic, who is also a religious zealot and a mystic. In Gertrud, whose contemporary plot burlesques the historical anti-epithalamium theme of Der Var Engång, Gertrud Kanning rejects her four suitors—her estranged husband, Gustav, who seeks a reconciliation with her; her young lover, the composer Erland Jansson, who cheats on her, and, to her dismay, is an admirer of her husband; Gabriel Lidman, her former lover, who wishes to reconcile with her; and Axel Nygren, whom who she rejects as a lover but accepts as a friend in old age—because she realizes she does not want any romantic partner and prefers to be autonomous, the counterpart of the single mother whom society oppresses. Even those of Dreyer’s films that do not allude to his boyhood with any autobiographical specificity tend to also valorize women’s defiance of power and authority within patriarchy. For instance, in Vredens Dag the main plot concerns the extramarital, and quasi incestuous, affair between Anne Pedersdotter, the young bride of Pastor Absalon Pederssøn, and Martin, his adult son from a previous marriage, after he returns home for a visit. In its theme of unrequited, frustrated, or forbidden love, and nontraditional gender roles, Vredens Dag resembles Præsidenten, Prästanken, Mikaël, Der Skal aere din Hustru, and Gertrud; in its theme of parental abuse, or abuse by an older custodial figure, specifically Anne’s persecution by her mother-in-law, Merete, it recalls Der Skal aere din Hustru, Glomdalsbruden, and Ordet. But a subplot of Vredens Dag concerns the theme of women’s defiance of the power and authority of patriarchal religion, when Herlofs Marte, a practitioner of folk medicine, is burned at the stake as a witch, and, after her adultery and her association with Marte are exposed, so will Anne be. Dreyer explores this theme also in Blade af Satans Bog, when Isabella de Castro is sentenced to be burned at the stake for heresy, and in La passion de Jeanne-d’Arc, in which, convicted of heresy, Joan of Arc is incinerated in the climax, and he castigates the phallocentrism of clerical and judicial systems. Ordet depicts a rejection of fundamentalism and an acceptance of Johannes’s heterodox spirituality, and Vampyr portrays a radical supernatural spirituality. Thus, Dreyer “displaces the codes so that they become inflections and substitutions for one another”:         

			
				
					Table 1.1. Autobiographical Kernels and Codes in the Films of Carl Theodor Dreyer
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									Kernal Narrative

								
									
									Code 1

								
									
									Code 2

								
							

							
									
									Præsidenten (1919)

								
									
									Judge Karl-Victor von Sendlingen fails his unmarried daughter, Viktorine, charged with infanticide. Then, he recalls how he abandoned her unmarried mother. Then, as a result, he commits suicide.

								
									
									Society proscribes both childbirth outside marriage and infanticide, and encodes one practice, abandonment, in the other, infanticide-adoption.

								
									
									The “illegitimate” birth narratives of Judge von Sendlingen, his daughter, and his father establish a generational pattern of abandonment.

								
							

							
									
									Prästanken (1920)

								
									
									A new parson, Sofren, learns he must marry his predecessor’s widow, Dame Margarete. Then, to stay near her fiancé, Mari poses as a servant.

								
									
									Traditional social and religious imperatives to marry and to meet professional obligations are obstacles to the fulfillment of desire.

								
									
									Courtship is a convoluted exercise in duplicity and the masking of identity.

								
							

							
									
									Blade af Satans Bog (1920)

								
									
									Satan appears in disguise to influence four disparate historical events.Then, as a result, he shows himself.

								
									
									The personification of evil in the supernatural and mythical modes is a displacement of the ambivalence of free will.

								
									
									Human beings alone are responsible for their cruelty to other human beings in history.

								
							

							
									
									Elsker Hverandre (Die Gezeichneten) (1922)

								
									
									Hanne-Liebe, a Russian Jew, meets Sascha, a revolutionary. Then, she is attacked in a pogrom, Then, as a result, he intervenes to save her.

								
									
									Revolution and genocide are antithetical forces and master narratives about the suppression of truth and of individual identity.

								
									
									The historical patterns of sameness and belonging, loyalty and betrayal, explain the sense of isolation in marginalized people today.

								
							

							
									
									Der Var Engång (1922)

								
									
									The Princess of Illyria rejects the suit of the Prince of Denmark. Then, as a result, he lingers in disguise in hopes of winning her love.

								
									
									The art of courtly love is a historical anomaly that today is comprehensible only in the mannered spectacle of a costume drama.

								
									
									Courtship is an absurd ritual based on class division and privilege and entitlement that actually fosters division under the appearance of harmony.

								
							

							
									
									Mikaël (1924)

								
									
									The artist Zoret is in love at once with Mikaël, his protégé, and Princess Zamikow, a suitor. Then, as a result, he rejects both.

								
									
									Even though heteronormative society proscribes homosocial and homosexual desire, it finds expression across gender lines.

								
									
									The repression of homosocial and homosexual desire in private individuals is counterbalanced by its articulation in the surround of art.

								
							

							
									
									Der Skal aere din Hustru (1925)

								
									
									Viktor abuses his wife, Ida. Then she leaves him. Then his childhood nanny, Mads, reforms Viktor. Then, as a result, Ida returns.

								
									
									Under the appearances of domesticity, tolerance, and reconciliation, spousal abuse, which victimizes women and children, is the normalcy of marriage.

								
									
									Spousal desertion and separation are not strategies for reformation and reconciliation, and always hurt children, even though they are collateral players.

								
							

							
									
									Glomdalsbruden (1926)

								
									
									Rejecting her father’s chosen suitor, Berit flees to Tore. Then she falls ill. Then, as a result, his parents convince her father to sanction their marriage.

								
									
									In society filial obligation toward arranged marriage serves only to foster discord and malaise, whereas the rebellion against it makes possible a kind of harmony.

								
									
									The daughter who runs away from her father is the moral correlative of the mother who runs away from her son.

								
							

							
									
									La Passion de Jeanne d’Arc (1928)

								
									
									Joan of Arc is on trial for heresy. Then she is found guilty. Then, as a result, she is burned at the stake.

								
									
									History comprises master narratives and big pictures, whereas film consists of close-ups for greater historical presence.

								
									
									The human story of Joan of Arc is antithetical to the systemic cruelty of the clerical judiciary and the means of her execution.

								
							

							
									
									Vampyr (1932)

								
									
									Allan Gray encounters vampires at a village inn. Then, as a result, he confronts them to solve their mystery.

								
									
									The supernatural mode of vampires is about epistemology and representations of forbidden love.

								
									
									The child twice deserted by his mother suffers two deaths, one over the course of his life (memory), the other at the end (death).

								
							

							
									
									Vredens Dag (1943)

								
									
									Anne has an affair with her son-in-law, Martin. Then her husband, Absalon, finds out. Then he condemns her by linking her to sorcery. Then, as a result, Anne is burned at the stake. 

								
									
									The taboos of incest and adultery are fundamental to society’s moral code, which is designed to exercise tyrannical control over human desire. 

								
									
									Folk medicine, as distinguished from religion, and spontaneous desire, in contrast to the marriage of convenience, are violations of society’s moral code akin to sorcery.

								
							

							
									
									Två Människor (1945)

								
									
									Arne is accused of plagiarizing and murdering Professor Sander. Then his wife, Marianne confesses to the murder. Then, as a result, they commit suicide.

								
									
									Social strictures against academic dishonesty, false accusation, marital infidelity, sexual coercion, murder, and suicide are also proscriptions against love.

								
									
									Death stems from falsehood; love is based on truthfulness; and betrayal and violence separate lovers, but only through self-induced death.

								
							

							
									
									Ordet (1955)

								
									
									Her father forbids Anne to marry Anders. Then Inger dies

								
									
									
								
									
									
								
							

							
									
									
								
									
									
								
									
									
								
									
									
								
							

						
					

				

			

			
			
			
			
			
			
					Josefine Bernhardine Nilsson dies (narrative of origin);

					Inger Borgen dies and then comes back to life (supernatural narrative).
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