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Erik Hedling, Olof Hedling and Mats Jonsson

Mapping the Regional:
An Introductory Note

in manyrespect s, this book functions as an academic GPS, mapping
more than two centuries of Swedish media representations, while slight-
ly altering the direction with each new chapter. Encompassing anything
from written travelogues in the eighteenth and nineteenth century via
literature, press, feature films, documentaries and TV programmes to con-
temporary video activism on the Internet, Regional Aesthetics navigates us
through a variety of media landscapes that have changed significantly in
both form and content. Our exclusive focus on Swedish imagery should
not, however, be seen as a narrowing factor. On the contrary, we are firm-
ly convinced that our discussions are just as relevant to other contexts.
So, regardless of your origin, background, position and place, we hope
that “you’ll always know exactly where you are and where your next turn
is” while reading the following pages.

Now, you may ask why we choose to publish an anthology such as this
right now, when digital, virtual, glocal and social media appear to have
taken over as the predominant forms of communication. One significant,
perhaps commonsensical, reason is that the media of all periods and genres
always need to be put in historical perspective if they are to be compre-
hended in any depth. And naturally, the activities and responses trig-
gered by this output also need to be scrutinized individually, in relation
to each other as well as over time. Contemporary techniques can, in turn,



shed new light on how issues of space, place and location have been dealt
with medially in the past.

For instance, being posted on a digital social network with images of
yourself, your friends, family and home is no longer an implicit request
that you may choose to act on or disregard. Instead, you now constantly
need to meet the never-ending bombardment of non-negotiable precon-
ditions if you wish to remain included on these virtual - and increasingly
predominant — media platforms. Websites such as Facebook, Flickr, and
Twitter comprise some of the most telling examples of this massive con-
temporary trend, and their apparent success suggests that, in the future,
we by all accounts will be confronted with even more advanced concep-
tions of space and place. Indirectly, however, this development also hints
at the possibility that analogous media networks have existed in the past.

If we remain in the present, there are numerous examples of websites
on the Internet that skilfully operate globally around the clock. Many of
them have had - and will probably for a foreseeable future continue to
have - a tremendous impact on the ways in which particularly younger
generations think about their immediate and distant environments.
With regard to the questions posed in this volume, one must thus con-
tinuously ask oneself whether future generations will experience a dimin-
ishing need for spatial belonging owing to even more elaborate and far-
reaching social media. Or whether the development will be the opposite:
Will the mediated identity assembly we see on the Internet today even-
tually fade out and lead to a renaissance of geographically located iden-
tity making and social interactions of a more traditional nature?

Our analytic journeys through past and present media landscapes at-
tempt to answer questions such as these. The analyses have been made
significantly easier to pursue thanks to the ongoing digitization of vari-
ous media archives around the world, but also thanks to the never-ending
stream of publications on aesthetic and spatiotemporal topics within the
various academic fields addressed here. One such early study contains
Raymond Williams’ examinations of literary portrayals of the country
and the city in Britain from the sixteenth to the twentieth centuries (Wil-
liams, 1973). From our Swedish perspective, Williams’ most relevant ob-
servation in that work is when he concludes that his material “was being
formed, in a shadowed country, under the growth of industry and the
cities. It is a persistent imagery...” (Williams, 1973: 196). And indeed,
the regional aesthetics of Sweden that we explore below has also been
persistent, both as contemporary source material and as media utteranc-
es in their original time and place. Moreover, Williams’ idea of “a shad-
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owed country, under the growth of industry and the cities” is in our view
a highly accurate description of Sweden during the past two or so centu-
ries. Not surprisingly, many of the texts analyse how the rural and urban
landscapes were aesthetically mediated during these formative years.
The more contemporary scholars that have inspired us all advocate an
interdisciplinary approach to studies of “communication of place” that
mixes in-depth analysis of specific phenomena with a general understand-
ing of human forms of representation. Accordingly, the nineteen chapters
regularly combine textual close readings with historical contextualization.
By using such an approach, we believe that the crucial moments during
which the aesthetics of Sweden’s media output were either consolidated or
challenged will become easier to perceive and examine. Moreover, such an
approach will help us ascertain how various forms of “persistent imagery”
have influenced the communication of place from and about Sweden.

Nations, Regions, Sovereignty

Although predominantly historical in outlook, all texts have been exclu-
sively written — and later on revised — with the present volume in mind.
This means that they have been conceived during a period in Swedish his-
tory marked by complex geopolitical affiliation. Accordingly, this is also a
book about another form of change, pertaining to the increasingly vague
significance of concepts such as the national, the regional, the local, the
global, and the glocal. Among the several reasons for this territorial and
geopolitical confusion is the recognition that national sovereignty is in de-
cline as a regulatory force in global coexistence. Therefore, the fact that the
viability of cultural or national insularity has been seriously undermined
also needs to be taken into account. This has become particularly obvious
in economic and financial matters, aptly exemplified by the 2002 intro-
duction of the euro, which now spreads a continentally converging aes-
thetics by way of daily monetary transactions. In one fell swoop, this trans-
formation wiped out twelve formerly more or less autonomous national
currencies, hence preventing individual governments from pursuing the
independent monetary management that was previously a distinct and of-
ten employed form of national positioning (in the present context, the
visual positioning on the coins and notes can still be noted as an implicit
yet not unimportant manifestation of attempts at sustained sovereignty).

British social scientist and geographer Allen J. Scott presupposed this
tendency already a decade ago when he concluded: “What does appear to
be occurring at the present time is a certain dislocation of the bonds that
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have hitherto held national economies and sovereign states together as the
twin economic and political facets of a single social reality” (Scott, 1998:
5). Being drawn to questions concerning the regional, however, Scott con-
currently noted that the aforementioned developments “have not only 7oz
undermined the region as the basis of dense and many-sided human inter-
actions [ ... ], but in many respects have actually reinforced it” (Scott: 4).

Just as Scott talks about holding sovereign states together, one may
perhaps refer here to Benedict Anderson’s famous, but by now perhaps
somewhat worn, dictum about nations as imagined communities and
discuss regions in similar ways. In any event, this is exactly how several
of the approaches used below address the complex intertwining between
concepts such as the national, the regional and the global. And in all of
them, aesthetic concerns are dealt with in some way or another.

For instance, the aesthetic artefacts that we consider - be they works
of literature, products of the press, TV programmes, films, Internet post-
ings or something else - at times use Anderson’s national imagining as a
comparatively unproblematic whole. In these cases, the specific nation
and its citizens are essentially set apart in relation to other countries or
the rest of the world. More often, however, regional and local areas are
the focus of the investigations, on occasion sketched from a national
model, but primarily understood as varyingly independent territories -
either based on a multifaceted understanding or in conflict and competi-
tion with other domestic places and self-conceptions. In still other in-
stances, it is the relationship of these areas to a global world or to more
limited foreign entities that comes under scrutiny. Consequently, several
of the following chapters deal with Swedish perspectives on the world
beyond the national borders, which of course in itself also entails a fair
bit of self-imagining. On the other hand, when Sweden is imagined from
abroad in, for instance, a British or German television series, the envi-
sioning may appear as something experienced through a distorting mir-
ror, at least for those living in the particular places depicted.

In our title, the term region is used in what may appear to be a rather
liberal sense. Thus, use of the word is not exclusively coupled with a geo-
graphic area on a sub-national level, such as an administrative division or
district. And even if such territorial mapping occurs, there are cases where
the writer is concerned with media representations of indefinite or vast
areas that are aesthetically distinguished by certain more or less unique
features. Because all approaches comply with the various definitions of
region found in most contemporary dictionaries, there was no cause for
us to be less tolerant.
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Another reason for placing this particular word at the centre of our
book is the multilayered and complex representation of it in both the new
and the old media. The ways in which Swedish media have represented
and conceived of the region during the past two hundred years have indeed
changed repeatedly in scope, depth, style as well as meaning. Thus, in
much of today’s geopolitical rhetoric, the region is the message. Just con-
sider the ways in which almost every part of the contemporary developed
world prides itself with interactive websites that present the local area and
heritage to global audiences. Conversely, the Internet is also saturated
with websites that allow each and every one of us to go wherever we wish
whenever we want. Phenomena such as “The Virtual Tourist”, “The Dig-
ital Tourist”, “The Virtual Traveller”, “The Virtual Vacation”, and “Vir-
tual Tours” constitute examples of such new and rapidly expanding niche
markets, which repeatedly change our conceptions and uses of place and
space. However, they obviously also influence the ways in which we relate
and get used to the aesthetics of these virtual locations. Because we aim to
put such contemporary manifestations in a historical perspective, some of
the following chapters deliberately use the term regional aesthetics in a more
traditional sense. In these texts, regional aesthetics becomes a label where
relationships between the immanent qualities of certain representations
and the locations they were either received in, produced at or depict are
interrogated. In texts dealing with more recent expressions, however, re-
gional aesthetics becomes more of an umbrella term, employed to typify
inherent features in artefacts and works produced in a post-national and
more virtual world where, alas, “the region is the message”.

Our own journeys through the Swedish media landscape took about
a year and a half to complete. Some were made in order to achieve a better
understanding of contemporary regional representations, others to pin-
point a few of the many forerunners. That being said, we quickly decided
against presenting the results chronologically. Instead, the overall theme
of the book ended in a geographically oriented structure, with three main
parts covering foreign locations, the Swedish nation, and the southern
county of Skéne, respectively. In each of these sections, the focus lies on
spatial and aesthetic considerations at different times in history and in
different forms of media.

The Globe

In “Representing Sexual Transactions: A National Perspective on A Chang-
ing Region in Three Swedish Films”, Mariah Larsson analyses three Swedish
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films about sexual transactions between Swedish men and former Soviet
women, made over the past ten years and set in the Baltic states. Torsk pd
Tallinn is a mockumentary and Buy Bye Beauty more of a documentary, both
made for television; Lilya 4-ever is a prestigious fiction film. Larsson’s argu-
ment is aimed at the connection between these films and the passing of two
new and radical laws pertaining to sexuality in the Swedish parliament. The
laws and the films both related to the potentially negative aspects of sex.

In “The Last Dog in Rwanda: Swedish Educational Films and Film
Teaching Guides on the History of Genocide”, Tommy Gustafsson scruti-
nizes the construction and explanation of the massacres in Rwanda by
way of teaching materials, produced for and supplied to schools by the
Swedish Film Institute. The teaching materials consist of guides to re-
spected English language films such as Hotel Rwanda and Shooting Dogs
and also the Swedish short The Last Dog in Rwanda, all made in the twen-
ty-first century. Here, Gustafsson critically analyses the teaching materials
and refers to a long-standing ideological division in Sweden between val-
uable and commercial films. These particular films were recognized as
valuable, but their proclaimed value as such came to shadow the historio-
graphical problems they created.

In “John Ericsson: Victor of Hampton Roads. Images of Sweden in Amer-
ican History”, Ann-Kristin Wallengren dissects one Swedish image of
the classic battle between the ironclads. In 1862, with the American Civil
War raging, the Monitor and the Merrimack fought for naval supremacy
at Hampton Roads in southeastern Virginia, the struggle ending in a
draw. The image studied here was constructed by a classic 1930s biopic
about John Ericsson, the Swedish engineer behind the ingenious ar-
moured ship the Monitor. In the film, former film director Victor Sjostrom
- of international fame - plays Ericsson, who is held up not only as a genius
of his time, but also implicitly and symbolically as a person who represents
the modern virtues of the emerging Swedish welfare state of the 1930s.

How other countries are represented in Swedish films of the past 30
years is the topic of Anders Marklund’s ”Beyond Swedish Borders: On
Foreign Places in Swedish Films”. Here, he covers a wide range of films,
from modern classics such as Kay Pollak’s As It Is in Heaven to rare action
movies like Harald Swart’s Hamilton. Marklund remarks that the country
visited in the films often reflects on either the genre or the general generic
mood. In Pollak’s melodramatic work, romantic Salzburg in Austria is
used to emphasize the ongoing love relationship, whereas in Swart’s
espionage thriller, Russian Murmansk in the former Communist Soviet
Union represents darkness, threat and a world of crime.
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In “Regions of Globalization. The Asian City as Global Metropolis in
a Swedish Travel Magazine”, Emilia Ljungberg explores some distinctive
features of the Swedish travel magazine RES. Drawing on the theories of
media scholar David Morley, Ljungberg claims that the privilege of the
contemporary elite as a matter of choice resides in the possibility of mov-
ing between the local and the global. The importance of this dialectic is
apparent in the magazine, where, for instance, the local is often connect-
ed to the qualities of what is perceived as a retreat. The global, on the
other hand, is represented primarily by the big city and to an increasing
degree the Asian metropolis, cities such as Tokyo, Hong Kong, and
Shanghai. The journalistic travel texts in RES are characterized by their
aim to find a subtle balance between the local and the global.

The Nation

In “Seacrow Island: Mediating Arcadian Space in the Folkhem Era and
Beyond”, Anders Wilhelm Aberg employs the term “Arcadian space”,
here derived from the work of the poet Géran Printz-Pahlson and indi-
cating the strong idyllic overtones of certain rural surroundings. Aberg
accounts for the swift emergence of vacation homes in Sweden in the
1960s, also for the working and lower middle classes, something that was
made possible by the social engineering of the welfare state. One of the
most popular sites for these second homes was the Stockholm archipela-
go. It was also here that the enormously popular Seacrow Island cycle was
set, both as a television show and on the big screen. Aberg analyses the
ideology behind the Seacrow Island stories and also connects these tales
to other popular representations of the archipelago.

In “Just Television: Inga Lindstrom and the Franchising of Culture”,
Patrick Vonderau studies the extremely popular German television series
Inga Lindstrom, premiered in January 2006 and still transmitting. The
episodes are all stories of a certain form of melodrama, with German
actors playing Swedish characters and with a setting in the Swedish region
of Sodermanland, covering southern Stockholm and the adjacent country-
side. Here, Vonderau addresses the modern media practice of creating
franchises and studies how Inga Lindstrom employs the established
German television strategy of staging melodramatic performance on
pastoral foreign soil, and how these televised movies have also served to
promote Swedish landscape resulting in increased tourism.

In “Film in Falun - Falun on Film: The Construction of An Official
Local Place Identity”, Cecilia Morner draws on film scholar Peter Bill-
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ingham’s notion of “geo-political inscriptions” in order to identify and
mark the tension between the obvious conceptions of a place and the
ideological structures that underlie them. She employs various images of
the city of Falun in central Sweden — DVDs and also public film screen-
ings organized by the local museum - to differentiate between the two
levels. Thus, the Nobel laureate Selma Lagerlof is constructed by the
official discourse to be an exclusive part of Falun’s cultural heritage,
whereas Swedish literary history generally connects her to the neigh-
bouring region of Virmland. Moérner also presents some more striking
examples of this kind of regional appropriation.

In “Cinema, Memory and Place-Related Identities: Remembering
Cinema-Going in the Post-Industrial Town of Fagersta in Bergslagen”,
Asa Jernudd makes a unique contribution to the book by employing a
sociological method to investigate the historical role of cinemas in the
small former industrial town of Fagersta and its surroundings in central
Sweden. Jernudd presents her in-depth interviews with fifteen residents
of Fagersta, all of them with memories of a cinema culture of the past.
Based on the interviews, Jernudd lays bare various social tensions regard-
ing, for instance, class, and she also manages to create an alternative his-
tory, both regarding the role of the cinema as institution and the decline
of the industry on which Fagersta was entirely dependent.

In her chapter “Regional Conflicts: From the Merchant’s House to
the ‘People’s Home’”, Ulrika Holgersson addresses the Swedish film The
Maid, directed in 1946 by Ake Ohberg and based on adaptations of three
novels by Harald Beijer. The film stars Eva Dahlbeck (later of Bergman
fame, particularly in Smiles of a Summer Night) and tells the story of a young
countrywoman - Brita — of humble origin, who is employed as a house-
maid in a bourgeois Stockholm home. Through various plot developments,
Brita eventually marries Greger (George Fant), the son of the house, in
spite of the different forms of resistance from people in the environment.
Here, Holgersson notes the self-evident dimension of aiming for class
equality. There are, however, many other complicating dimensions,
which also are addressed.

In “The Multitude of Celebratory Space: National Day Celebrations
and the Making of Swedish Spaces”, Magnus Rodell puts the annual cele-
bration of Sweden’s National Day on 6 June under scrutiny. Rodell em-
phasizes three different spatial structures in which these celebrations take
place: nostalgic space, confrontational space and official space. His em-
pirical material derives mostly from the celebrations in Stockholm in
2005, but also from a rare occasion when violent confrontations occurred
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between neo-Nazis and radical left-wing groups in Skellefted in 2009.
Another example is the 2009 celebrations in the northern town of Boden,
situated in the north of the vast region of Norrland, which borders on
Finland. Here, the National Day marked the end of the Cold War and
new missions for the military in a town that was traditionally one of the
most densely garrisoned in northern Europe.

Patrik Lundell, in his “Regional Aesthetics in Transition: Ideology,
Infrastructure, and History”
travel literature on the fertile region of Ostergétland, situated some
hundred kilometres south of Stockholm. Lundell reads the travel litera-
ture from the Enlightenment to Romanticism, discovering a journey
basically from flat land to flat land. By this he means that the laudatory
descriptions of the plain were briefly exchanged for a discovery of the

, elaborates on the intellectual history of

mountainous parts of the southern part of the region at the turn of the
nineteenth century. With the construction of Géta kanal, an enormous
channel project linking western and eastern Sweden, and flowing through
Ostergotland, the writers returned to the flat land. The channel was
opened in 1832.

The Region

In “Crime Scene Skane: Guilty Landscapes and Cracks in the Function-
alist Facade in Sidetracked, Firewall and One Step Behind”, Ingrid Stigsdot-
ter contemplates the first season of the Kurt Wallander films (all made in
2008), produced by the BBC and directed mainly at a British audience.
Drawing on a variety of cultural theorists such as Giuliana Bruno and
Jonathan Culler, Stigsdotter analyses the role of the Swedish landscape
of Skine, the setting of the original novels by Henning Mankell as well
as of the BBC television adaptations of them. Here, Stigsdotter unveils a
dialectic between the need for the producers to make the landscape
appear familiar to British viewers and at the same time adding to it the
exotic allure of Sweden.

Olof Hedling’s “Murder, Mystery and Megabucks?: Films and Film-
making as Regional and Local Place Promotion in Southern Sweden”
also turns to the Kurt Wallander detective stories. The novels are set in
Skane and the city of Ystad. So is the regional film production centre
whose activities are at the core of this analysis. Here, the first thirteen in-
stalments of the Swedish Wallander cycle were produced, and Hedling
pursues his argument studying the role of the films in the local tourist
trade in Ystad. The question about the cultural and financial effects, how-
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ever, is not easy to answer, even if Hedling concludes that the city of
Ystad has, after all, built up an appeal that is largely dependent on the
workings of its film industry.

In “Lund: Open City?: Swedish Municipal Mediation 1939-1945",
Mats Jonsson studies how the university city of Lund in southern Skéne
was captured on film during World War II. The films examined are two
extracts from contemporary newsreels, filmed and shown at the time in
regular cinemas, and an amateur film, shot and screened privately by a
local cinematographer. The newsreel films were made in 1939 and 1944,
respectively, and the amateur film coincided with the fall of Germany
and peace in May 1945. All of the films concentrate on parts of Lund that
were central to the city’s cultural heritage, such as the cathedral and the
university. Drawing on theories of nationalism, the author analyses how
these iconic elements were at the very core of creating a celebratory style
in local documentary.

In “‘On the Rocks’: The Scanian Connection in Ingmar Bergman’s
Early Films”, Erik Hedling focuses on some early Bergman films set in
the hilly landscapes of northwestern Skine, particularly the hilltop of
Kullaberg, which juts dramatically out into the sea. Bergman made his
first film, 7o Joy, here in 1949, and he continued with Sawdust and Tinsel,
A Lesson in Love, and, finally, his masterpiece The Seventh Seal. In the first
three films, the stony landscape was employed in order to conjure up
threatening feelings of erotic deceit between husband and wife, in the
fourth, The Seventh Seal, the rocky shoreline depicts the hostile nature of
existence itself.

In “From Patriotic Jigsaw Puzzling to Regional Rivalry: Images of the
Swedish Nation and its Regions”, Fredrik Persson accounts for the history
of nationalistic tendencies in the region of Skéne, a county seized by the
Swedes from the kingdom of Denmark through the peace treaty of
Roskilde in 1658. Here, Persson discusses history in terms of a construct,
employing the term identity creation drama to analyse the various
historiographical artefacts. At the core of Persson’s interest is the recent
television drama Snapphanes, a lavish and costly story of Scanian guerrillas
fighting Swedish authorities at the end of the seventeenth century.
Persson unveils traces of a regional nationalism related to contemporary
European discourses on finance and politics.

In “Video Activism 2.0: Space, Place and Audiovisual Imagery”, Tina
Askanius studies the Internet and particularly texts revolving around the
2008 European Social Forum that took place in the city of Malmé. The
overall approach is to study how Malmé as a locality was debated on the
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Internet. Here, Askanius addresses several issues of, for instance, globali-
zation, media activism and even political resistance. Although Sweden
was the host nation of the event, the media texts dispersed - with Malmé
at the core — were not only concerned with local issues, but instead
pertained just as much to Europe and the rest world as well. Indeed, there
was a merger of transnational movements in a flow showing that con-
temporary media activism is neither local nor global.

Ann Steiner, in “Town called Malmo - Nostalgia and Urban Anxiety
in Literature from the 1990s and 2000s”, focuses on Sweden’s third largest
city Malmo, which has been the centre of Skine for centuries. The city
went through some drastic transitions in the 1980s and 1990s, from being
a major Swedish industrial site to a place mostly for business and higher
education. The most obvious changes to the cityscape were the building
of the bridge to Denmark and Copenhagen and the erection of a two-
hundred-metre-high skyscraper called Turning Torso. Steiner analyses
various examples of literary fiction from Malmo, unveiling nostalgia for
times gone by as well as chilly recognitions of the contemporary reality.
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Mariah Larsson

Representing Sexual Transactions:
A National Perspective on

A Changing Region in

Three Swedish Films

around the turn of the millennium, three Swedish films were
released, all dealing with sexual transactions between Swedish men and
women from the former Soviet Union. Produced some ten years after the
fall of the Berlin Wall and Soviet Communism, Torsk pd Tallinn (Tomas
Alfredson, 1999), Buy Bye Beauty (Pal Hollender, 2001) and Lilja 4-ever
(Lilya 4-ever, Lukas Moodysson, 2002) all seemed to relate to certain
post-Cold War anxieties, pitting the welfare state of Sweden against what
is perceived as the misery of the post-Soviet region.

The point of the present paper is to examine these three films and dis-
cuss how sexuality becomes the focal point for a national anxiety regard-
ing a changing region and a changing world. I will do so by reading them
as a discourse on sexual transactions across national borders, a discourse
marked by a national postcolonial anxiety. The argument made here is
based on three factors: first, the relation between Sweden and the former
Soviet Union, especially the Baltic states, as a postcolonial relation;
second, the fact that the releases of the films are framed by two changes
in Swedish law regarding sexual transactions; and third, the national
gendering of these sexual transactions.

Although the three films in different ways tell stories about, or in one
case lets the audience glimpse images of, other countries, I will argue that
their main point is to say something about Sweden. The Other, in these
films, is used as a mirror for self-reflection. Moreover, two of them explic-
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itly take place in the Baltic states — Estonia and Latvia, respectively — and
the third, albeit located “somewhere in the former Soviet Union”, is
largely shot in Estonia. Nevertheless, they are, as well, financed and pro-
duced by Swedish or Nordic companies and funding agencies. By looking
at the production context for Lilya 4-ever, which lacks Russian production
interests, film scholar and Slavonist Lars Kristensen has claimed that, in
spite of its language, the intention of the film “is to portray cultural con-
cerns that largely address the Nordic context” (Kristensen, 2007: 4).
This, I would claim, is true of the other two films as well. In that sense,
the discourse of the films can be regarded as a postcolonial discourse from
a Western point-of-view. Postcolonial scholar David Chioni Moore ar-
gues that the entire former Eastern European and former Soviet area ex-
cept Russia — “the giant crescent from Estonia to Kazakhstan” - is post-
colonial, “subject to often brutal Russian domination (styled as Soviet
from the 1920s on) for anywhere from forty to two hundred years”
(Moore, 2006: 17). Quite apparently, the history of the Baltic states is
fraught with colonial and national issues. Furthermore, although Moore
points out Russia as the great colonizer in the post-Soviet area, regarding
the Baltic states, the Swedes are no innocents either.

Additionally, the films were framed by two changes in Swedish law
that had to do with sexuality: In 1999, a new law against the buying of
sexual services, “sexkopslagen” (the “sex-buying law” or the “sex pur-
chase law”), came into effect, and in 2002, another new law was passed
against human trafficking for sexual purposes.

This essay separates the phenomenon of prostitution from the discourse
of prostitution, or more specifically in this case, the discourse of sexual
transactions across national borders. Thus, the issue is not real sex workers
or real trafficked persons, their experiences, and how they relate to the
films or to the laws. Neither will I examine whether or not these films tell
actual “true” stories - they all relate to reality in different and interesting
ways. One is a pseudo documentary, one a documentary, and the third is
based on a true story. Yet the objective of the essay is not to compare the
accounts of the films with actual facts and figures regarding wife-import,
sex-tourism, and human trafficking for sexual purposes. Rather, the aim is
to demonstrate how the sexual relations are staged and portrayed in these
films as a way to respond to a national anxiety interspersed with a vague
sense of guilt on behalf of Sweden. The laws on sexual transactions are not
used to determine whether they have been successful or whether they were
the correct response to an actual situation, but rather to indicate the pres-
ence and urgency of these issues in the public discourse at the time.
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Although written from very different perspectives, two essays about
Lilya 4-ever, one by film scholar Olof Hedling and the other by literary
scholar Sven Hansell, both still point to certain factors that, in the film,
seem to explain the destiny of Lilya: the expanding international role of
the US, bad or non-existing social welfare institutions that can counter
the forces of capitalism, gaps in economic income, and a lenient attitude
towards the sex trade and globalization (Hedling, 2004: 331, Hansell,
2004: 101). As L have argued elsewhere, Hedling’s essay regards the film’s
analysis of social and economic structures as being in line with a hegem-
onic Swedish Social Democracy, whereas Hansell’s piece interprets the
same logic of the film as subversive from a gender perspective (Larsson,
2006: 247). Nevertheless, the fact that two different scholars, independ-
ent of each other and from different positions, extrapolate the same logic
from one film underscores the quite univocal and unambiguous character
of Lilya 4-ever: There is not much room for other interpretations. For the
purposes of this article, I would like to use the conclusions of the two
essays by Hedling and Hansell as a starting point. This is in order to claim
that there was at the time a domestic anxiety concerning the develop-
ment of what was sometimes called “galloping capitalism” within the
former Soviet Union and the dissolving national boundaries that were a
consequence of Sweden’s entry into the European Union in 1995.

This claim is further reinforced by some conclusions drawn by socio-
logist Annelie Siring in a report on prostitution. Having worked with
how the sex-buying law is understood, discussed, and implemented by
police and social workers, Siring infers that the law is often regarded as a
means to thwart human trafficking for sexual purposes and as a way to
start unravelling other types of crimes (Siring, 2008: 327-356). In the
reports that preceded the law, it was predicted, on the basis of develop-
ments in other countries, that Sweden’s entry into the European Union,
as well as the fall of Communism and the Soviet states, might lead to an
increase in prostitution as well as the trafficking of (in this scenario)
women for sexual services (Siring, 2008: 335). Accordingly, in this re-
spect, the law can be regarded as an attempt to regulate what social
anthropologist Laura Maria Agustin has labelled “informal migrancy”
and especially sex trade migration across the national border, to impose
domestic control in a world perceived as increasingly global (Agustin,
2007%: 10-53). Working from the perspective of the migrants themselves,
Agustin points out that it is extremely difficult for migrants without the
necessary background (i.e., citizenship in a relatively wealthy nation) to
enter into the US or the EU. Additionally, British social scientist Arthur
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Gould claims, on the basis of official reports, newspaper articles, and in-
terviews with women from Swedish political parties, that two main ob-
jectives of the Swedish sex-buying law were gender equality and the
threat of migrant prostitution (Gould, 2002).

Finally, the ambivalence of the feelings of anxiety and guilt in these
films is inscribed not only onto sexual relations, but also and more spe-
cifically, onto the body of the woman. More or less apparently, the
(young) female body forms the locus for the Swedish sense of responsi-
bility as well as the sense of how the “weaker (sex)” falls victim to large
historical and global economic movements. The sites of exploitation in
these films are, firstly, the places where the sex is negotiated and carried
out, and secondly, the female body on which - it is understood - the sexu-
al activity is performed. Here, one can add that the cinema or living room
in which these events are screened can be regarded as a third site of ex-
ploitation, where the filmmakers may or may not be exploiting the sen-
sationalism of their subjects. Nevertheless, the post-Soviet body is gen-
dered female and as such, exploitable by male, capitalist, and global forces.

Three Films about Sexual Transactions across Borders

At first glance, the three films I have chosen to focus on appear to be very
different. Torsk pd Tallinn is a pseudo documentary made by the popular
comedy group “Killingginget”. It was shown on Swedish public service
television (SVT) in 1999, and was one of “Fyra smi filmer”/”Four small
films”, a series of one-hour films produced by the group. Like the other
films, it was characterized by a dark, ironic, and challenging humour, as
well as a clever story construction, and the fact that the same actors
played more than one character. In a style influenced by mockumentary
characteristics, Torsk pd Tallinn tells the story of a number of men who
embark on an arranged bus trip to Estonia, with the explicit purpose of
matchmaking with Estonian women. The film introduces the men, shows
some of their everyday lives and has them talk into the camera, telling the
audience about their hopes for the trip. Most are looking for some
companionship; one, however, is very explicit about his single aim to
“dip it”. Then, it follows them to the “picturesque suburb” of Paldiski,
outside of Tallinn.

Through speed dating, the men are expected to each hook up with a
woman, after which there is a loud and drunken party. The next day they
leave to return to Sweden. Only one of the men has succeeded in picking
up a potential fiancée who follows him to Sweden, although the “dipper”,
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Micke, has quite unexpectedly fallen in love with Svetlana, the wife of
Lembit, the Estonian partner of the bus trip manager, and stays in
Estonia with her. The film has a subtitle stating that it is “en liten film
om ensamhet”/“a short film about loneliness”. This references Polish
filmmaker Krzysztof Kieslowski’s “Dekalog” (1988-1990), in which
some films were titled “Krétki film o...”/”A short film about...”. The
other three films in Killingginget’s series of four also begin their subtitles
with the same phrase. Moreover, the word loneliness quite adequately
describes the theme of this film. As one of the users on Internet Movie
Database plainly advices: “Never, ever see this movie alone, single,
dumped or depressed” (Internet Movie Database: Torsk pd Tallinn). The
film straddles a fine line between comedy and tragedy and is really more
about Swedish loneliness, or rather lonely Swedish men, than about
Estonian women or the practice of wife-import.

In 2001, Buy Bye Beauty was shown at the Gothenburg Film Festival.
It is perhaps the weirdest of the three films discussed here. This docu-
mentary by reality TV celebrity and artist Pil Hollender describes the
situation in Latvia, where Hollender boldly states that Latvians are doub-
ly exploited by the Swedish industry - as cheap labourers and as prosti-
tutes. The wages paid to those working for Swedish (and other Western)
companies are so low that Latvian women have no choice but to sell sex-
ual services, which in turn is taken advantage of by Swedish (and other
Western) business men on location. The statements made in the docu-
mentary are scathing enough, actually causing diplomatic trouble be-
tween Latvia and Sweden (Raubisko, 2001). However, Hollender takes
his own agenda one step further: He pays some of the women participat-
ing in the film to have sex with him, on camera. The scenes were alleg-
edly filmed by Hollender’s wife (Olmqvist, 2001). Thus, the documen-
tary ends with the self-righteous and indignant documentarist commit-
ting the same crime that he has accused Swedish business men of com-
mitting, which of course is his (albeit blatant) point. Buy Bye Beauty
caused an inflamed controversy in Sweden and was consequently shown
on TV3, at the time the most low-brow of Swedish television channels
and not part of public service SVT.

Finally, the most well-known of the three films discussed here, Lilya
4-ever by maverick auteur Lukas Moodysson, is “based on a true story”
and presents the narrative of a 16-year-old girl, Lilya, somewhere in the
former Soviet Union, who is abandoned by her mother. Desperately try-
ing to cope on her own, she sells sexual services at a night club and is lat-
er lured by what to her seems like a nice young man to go to Sweden and
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work picking vegetables. Not surprisingly, he is just a front for a traffick-
ing organization, and as soon as Lilya arrives in Sweden her fake passport
is taken away from her, she is locked into an apartment, raped, and forced
into prostitution. The film ends with her suicide.

Although different in quality, in ideology, in mode of production and
in genre, all three films have some stylistic similarities (for instance,
hand-held camera and a documentarist “look”) and, in one way or the
other, deal with sexual transactions between Swedish men and women of
the former Soviet Union. In Torsk pd Tallinn, it is the matchmaking of
Swedish men and Estonian women that may or may not lead to wife-im-
port. The subject of the film is lonely men, and they are through and
through depicted as lonely, socially handicapped, quite pitiful, and not
exactly classical boyfriend material. The galloping capitalism in the film
is not necessarily pinned on Estonia and Estonians, but rather on Percy
Nilegérd, a cynical small-time entrepreneur who is a recurrent character
in Killingginget’s comedy acts, and who in this film is the manager of the
bus trip. The country to which they travel could actually be any country
with a lower GDP than Sweden. However, there is a subtext in which the
audience can glimpse the “other side” of the story, glimpses that are filled
in by our expectations or stereotypes of the situation and motivations for
these women, by the site of the match-making arrangement, and the
travel agent’s Estonian companion.

In Buy Bye Beauty, the focus is on sexual tourism, Swedes who go
abroad to enjoy the freedom of travel and the luxury of being rich in a
country where the Swedish currency has more purchasing power than at
home. This issue has recently, due to the passing of a law in Norway that
makes it possible to prosecute Norwegians who have bought sex abroad,
been discussed in Sweden, with some voices suggesting that such a law
could be valuable in Sweden, too (Olsson, 2008). In the TV debate
following the screening of the film on Swedish television, Hollender was
accused of breaking Swedish law by paying for sex. Hollender defended
himself by stating that making pornographic films is not illegal in Sweden
and that he had paid the women to have sex with him on camera.

Lilya 4-ever deals with the inflammatory topic of the sex slave trade —
which in Sweden was long commonly known as trafficking, although
trafficking according to the UN is a much wider concept (United Nations:
What is human trafficking?). Although the sex-buying law was intro-
duced with the argument that it would enhance gender equality and curb
violence against women (cf. Minsson, 2001, Svanstrém, 2006), one of
the effects of the law has been that it functions as a means to thwart traf-
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ficking. As Siring concludes in her report, many police regard the law as
an instrument to keep trafficking at bay. As argued by Hedling in his es-
say on the film, Lilya 4-ever neatly fit into a kind of hegemonical Swedish
Social Democracy and was used both abroad, by politicians to campaign
against the sex slave trade, and domestically, shown to young people in
high schools and to young men doing their military service (Hedling,
2004: 327-328). Internationally, the intent was to raise the alarm about
trafficking, and domestically, it was to “inoculate” young men against
becoming sex buyers (Hedling, 2004: 327).

Sex, Prostitution and the Other

The sex-buying law was part of a number of legislative measures aiming to
counteract violence against women. Two public investigations preceded
the legislation, one specifically on prostitution, the other on violence
against women.! The investigation on prostitution in fact suggested that
the selling as well as the buying of sexual services should be made illegal.
However, as a result of the responses to the investigation, the government
criminalized the buyers of sexual services, that is, the “tricks” of the sex
workers. The new law followed a certain logic: on the one hand, sex work
was not regarded as a trade fit for a welfare society, but on the other, there
was a hesitation to incriminate the sex workers themselves because it would
further victimize them (“Kvinnofrid”, 1997/1998: 55: 104). By makingita
crime to pay for sex, the intention was to change the focus from the sellers
of sex to the buyers of sex, and consequently, the law became known as the
sex-buying law. It had already been a crime to procure sexual services and
to provide a place for prostitution, but from January 1, 1999, the only per-
son still legally involved in prostitution was the sex worker.

The law has been quite aggressively debated. Although its intent was
to thwart violence against women and to sustain a project of gender
equality in Swedish society (Mansson, 2001: 135-136), objections from
different perspectives have been voiced. One general objection has been
that the law is not efficient: it does not stop prostitution but forces it un-
derground, which makes the sex workers more susceptible to the hazards
of the trade, such as rape, abuse, and even murder. Another objection,
voiced by for instance social anthropologist and queer scholar Don Kulick,
has been that the law reinforces a normative sexuality and reproduces the
notion of Swedish sexuality as natural and progressive (Kulick, 2005).
Although problematic in some respects, Kulick’s essay on the sex-buying
law nonetheless makes an important point, namely the national con-
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struction of a “good” sexuality. A third objection, raised by among others
social anthropologist Petra Ostergren and recently also notoriously by
historian of ideas Susanne Dodillet, has been that the opinions of the sex
workers themselves have never been taken into account, a point that has
been disputed in an inflamed controversy after Dodillet’s dissertation A7
sex arbete? (Is sex work?) was published (Ostergren, 2006, Dodillet,
2009).2

Although the sex-buying law, as Siring notes, functions to counteract
trafficking (Siring, 2008: 335), it was not regarded as sufficient by the
Swedish government, which in 2002 introduced a new law specifically
against human trafficking for sexual purposes. The investigation preced-
ing that decision declared that there were many different laws — besides
the sex-buying law, for instance the laws against abduction and against
the procuring of sexual services — that could be used as instruments
against trafficking. However, the investigation maintained the need to
strengthen the legal means to combat the international sex slave trade
(SOU, 2001:14: 459). In the case of human trafficking for sexual purposes,
an image of the Other in the shape of the former Soviet Union and its
satellite states takes shape during the reading of the report. It describes
the huge political changes these nations have undergone and explains
that unemployment is abundant, that social welfare institutions have
been forced to close and that there is a demand for sexual services in the
richer part of the world (SOU, 2001:14: 421-422). Actually, in the para-
graph in question, the report concurs, almost word for word, with the
readings performed by Hedling and Hansell of the narrative logic in Lilya
4-ever. Furthermore, it fits neatly in with the documentarist’s analysis in
Buy Bye Beaury. And, although not as explicitly, it coincides with the
underlying implication of Torsk pd Tallinn.

The BExploited Other

In Torsk pa Tallinn, actually both the men partaking in the bus tour as well
as the Estonian women can be said to take the role of exploited Other.
The men because they in some sense fall outside of a heteronormative
sexuality by being alone instead of married in a society where coupling
— heterosexual or homosexual, although most often heterosexual - is the
norm. Social anthropologist Lissa Nordin has studied single men living
in the far north of Sweden and analyses, in an essay, their situation from
a queer perspective (Nordin, 2005). She states that their situation is
problematic because any way they turn, they are regarded with suspicion,

28 —mariah larsson



and perhaps especially so if they tried to find a partner abroad. Recount-
ing the experiences of one man who, after frequent trips to Russia,
married a Russian woman, she states that the respective motivations for
both spouses were assumed to be other than love. The villagers held it to
be true that the Russian woman, a school teacher, had duped him into
marrying her, some were even positive that she had been a prostitute
(Nordin, 2005: 41-44). This suspicion is essentially an underlying
assumption in Torsk pd Tallinn as well.

In a study of Russian women in Scandinavian media, Alexandra N.
Leontieva and Karin Sarsenov present Torsk pd Tallinn as an “illustrative
example” of how men who look for companionship with women from
the former Eastern Europe and Soviet Union are made into “a laughing
stock” (Leontieva and Sarsenov, 20035: 141-142). All the men on the bus
trip — perhaps with the exception of Micke, the “dipper” — are regarded
somewhat from a distance. Although we, the spectators, laugh in recog-
nition of the characters, they are still in some sense removed from us.
This is in part an effect of the ethnographic quality of the supposed
documentary, but also of the use of cleverly constructed character stere-
otypes. As a large part of the audience knows from having seen Killing-
ginget’s earlier productions, Percy Nilegird, the manager of the bus trip,
is a cynical small-time entrepreneur, and in this film he exploits the lone-
ly Swedish men as well as the Estonian women. This is evident as soon as
the film starts, and as it progresses, this becomes more and more appar-
ent, even for those who are not familiar with the Nilegird character. In a
bizarre scene, he and the bus driver lock the travellers into the bus on the
car deck of the ferry to Estonia. The scene underlines the cynicism of
Nilegérd, especially as, at the time of the film’s release, the memory of
the foundering of the ferry Estonia in 1994, when almost one thousand
people died, was still relatively fresh in the minds of the audience. While
the bus windows become misty with condensation, Roland, who seems
like the most romantic of the men, draws hearts on his window pane.
Arriving in Estonia, the bus passes through the beautiful streets of
Tallinn; however, the hotel is located in what is described by Nilegard as
the “picturesque suburb of Paldiski”.

Paldiski is also the location on which a large part of Lilya 4-ever was
shot. It used to be a nuclear submarine base during the Soviet era and was
abandoned in the mid-nineties. Now, only approximately 4000 people
live there. Like Chernobyl, there are websites devoted to pictures from
Paldiski, as in some kind of abject fascination for the drab archaeology of
the former Soviet Union.3
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Paldiski — barbed wire

Large, desolate buildings in various stages of ruin, derelict homes, and
apartment houses, seemingly in desperate need of renovation, provide
ample opportunity for anyone with the intent to depict the former Soviet
states as a present-day hell on earth. In both Torsk pd Tallinn and Lilya 4-
ever, the images from Paldiski seem to reek of misery and the stale smell
of decades of Communism - piles of trash, cheap materials, mildew, tran-
spiring people in synthetic suits, and environmental pollution. It is as
though the people living there have been abandoned just like the build-
ings. As Kristensen notes in his essay on the film: “The post-Socialist
decay portrayed in Lilya 4-ever — the grey housing blocks, the courtyard’s
muddy look, the derelict marine base — all register as despair on the faces
of the characters, which in turn rouses the viewers’ empathy and desire
to rescue the film’s victims” (Kristensen, 2007: §).

Because Torsk pd Tallinn focuses on the men, the film only offers hints of
what the lives of the women might be like. There are three women in par-
ticular who stand out: Lule, the woman who follows one of the men back
to Sweden; Svetlana, the wife of Lembit, Nilegird’s Estonian partner; and
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Paldiski — house with wooden balconies

Eda, the love interest of the main character, Roland. At the beginning of
the film, the men have expressed some of their hopes and expectations for
the trip to the camera, so the audience understands, in some sense, what
their motivations are. Like Nordin states in her essay about single men,
they have a feeling that it is better not to be alone (Nordin, 2005: 35-36).
When told, on the bus to Estonia, that the ratio is 3:1 in their favour (that
is, three times as many women as men), they cheer. Regarding the motiva-
tion of the women, the spectator has to guess. Of course, Paldiski would be
reason enough to want to leave, and although the film provides a quick
look at Tallinn, Paldiski becomes like a synecdoche for the former Soviet
Union - and even more so in Lilya 4-ever, which states in the beginning that
it takes place “somewhere in the former Soviet Union”. This “somewhere”
is a universalizing cue - it is not one particular and especially dull place
because it could be anywhere in the former Soviet Union. That Lilya grabs
her chance to leave when she gets it is unsurprising, even though she is
warned by her younger friend Volodya, who later in the film himself
“leaves” by committing suicide.
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In Torsk pa Tallinn, the Estonian women seem to have dressed up in
their best clothes, which (even in 1999) are out-of-date and also look a
bit like what a woman of a slightly older age would wear. The exception
is Svetlana, whose clothes look like another stereotype of the former
Soviet woman’s dress: she wears stilettos in patent-leather, white panty
hose, a leather (or patent-leather) mini-skirt, and a white jacket with
shoulder pads. Svetlana also provides a clue to the motivations of the oth-
er women - her husband bullies her and at one point in the film, he slaps
her. Again, the film offers stereotypes, this time of a backward and poor
nation where getting out might seem like the better alternative for young
women. As Leontieva and Sarsenov note, dating agencies that specialize
in match-making women from the former Eastern Europe and Soviet
Union with Western men reinforce such stereotypes by presenting the
women as more traditional and eager to please than their Western sisters
are (Leontieva and Sarsenov, 2005: 141). Lule, who is the only one who
actually leaves, can also - from the few scenes we see her in - be inter-
preted as very determined to leave and accepting the best possible offer
of the men.

Nevertheless, one important motivation for the women who do, in
reality, leave for an uncertain future in an EU nation is the fact that they
have extremely few chances in their hometown or home country. All the
uncertainties and dangers of living as an illegal immigrant in one of the
EU countries may be preferable to living at home (Agustin, 2007: 45-46).
This is definitely the case as it is depicted for Lilya in Lilya 4-ever, although
Agustin claims that women migrants are usually aware of what kind of
jobs may be open to them in an informal or illegal system (Agustin, 2007:
30-36). In the sex crime investigation that preceded the law on traffick-
ing, it is frequently underlined that even though some women may know
that they will work in prostitution, the conditions under which they will
be working are unclear (SOU, 2001:14: 422-423). In the film, Lilya is de-
picted as an extreme victim, since she has no idea. Even though Volodya
warns her about the intentions of the young man who has offered to take
her to Sweden, Lilya seems youthfully unaware about what might be in
store for her.

Bxploited Sites/ Sites of Bxploitation

The shooting location for two of the three films, Paldiski, not only has a
history from the Soviet era, but Paldiski is one of Estonia’s cities that had
a Swedish name during a certain period of history. It was called Rigervik.
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Located on the coast of Estonia, it borders on an area inhabited by Esto-
nian-Swedes who immigrated from Sweden to Estonia during the middle
ages and later during the years 1561-1710 when Sweden controlled Esto-
nia. Thus, Paldiski functions on two levels — one, as a site of the Other
and, in the case of Lilya 4-ever, as the synecdoche of the entire former
Soviet Union, and two, as a direct link between Sweden and the Baltic
states. It is most likely that the second level did not occur to the filmmak-
ers when they chose the location, or to the larger part of the audience.
Consequently, it is not probable that there was a conscious point to be
made by choosing that location, other than that it was conveniently near-
by and looked its part. Nonetheless, Sweden’s relation to the Baltic states
as well as to the former Soviet Union is complex and problematic. His-
torically, a large portion of the Swedish colonial expansion project
stretched to the east, and during the Cold War, Sweden as a neutral “mid-
dle way” nation was not only geographically but also ideologically locat-
ed in between NATO and the Warsaw pact.

Except for the emphasis on the “former Soviet Union” in Lilya 4-ever,
no historical events are explicitly highlighted in the films. Nonetheless,
in all three films, the choice of region and in two of them, the choice of
location, form an abstract subtext to the very tangible action. The films
may very well evoke a general and indistinct Swedish sense of unease,
complicated relations, something problematic and, perhaps, a vaguely
felt guilt regarding the Baltic region. Furthermore, this abstract subtext
has its counterpart in the sense of homelessness that accompanies the
exploitation of the Other. All three films underline the more or less home-
less character of the sites of sexual transactions.

In Torsk pa Tallinn, neither the men nor the women are at home, they
meet on neutral ground. This neutral ground is the forlorn hotel in Pald-
iski, where the hard surfaces make all sounds echo and the attempts at
decorating the room are quite futile. Its hotel rooms, additionally, are not
only anonymous but have a bunker-like quality. The toilets are located
behind shower curtains within the rooms. In cruel contrast with the ro-
mantic dreams conjured up by Percy Nilegard, this setting enhances the
loneliness and the pointlessness of the sexual transactions taking place.

In Buy Bye Beauty, the final sexual transactions between the Latvian
women and Pl Hollender also take place in anonymous, albeit more
comfortable, hotel rooms. A point is made that the cost per night of the
hotel room equals three Latvian monthly incomes. Lilya 4-ever, on the
other hand, uses several settings for the sexual transactions - the night
club in Lilya’s home country, the hotel room in which she has her first

representing sexual transactions -3B



customer, the apartment, stripped bare of everything except the most
necessary furniture, the car in which she is driven around. Most impor-
tantly, Lilya herself is orphaned and homeless, abandoned by her mother,
driven from her home by her selfish aunt, placed in a run-down apart-
ment and finally kept by her pimp in a foreign land. The montage that
shows her encounters with the Swedish tricks presents various locations,
some of which are homes - she sees the first man in his apartment and
there is an upper-class male in his own house — but some of which are, for
instance, what seems like a bachelor party in a swimming hall. However,
the fragmented approach — apart from transferring Lilya’s disoriented
experience to the spectator — seems to be making the point that these
things can happen anywhere and that any man may be a trick.

All three films underline the language barrier between Swedish men
and Estonian, Latvian or Russian-speaking women. In Torsk pd Tallinn,
there are interpreters to assist during the speed-dating, but having to
communicate through a translator in only a few minutes obviously leaves
something to be desired. In Buy Bye Beauty, the language is sometimes
English, sometimes English with a translator. The voice-over narration,
spoken by Hollender, is also in English and the film is subtitled in Swed-
ish. And in Lilya 4-ever, Russian is the language through most of the film,
subtitled in Swedish. Spoken Swedish is almost only heard spoken by the
tricks and by the ambulance personnel in the last moments of the film.
For a Swedish audience, the strategy of Lilya 4-ever might entail a distan-
cing effect in relation to their own language when a person with whom
they are supposed to empathize speaks a foreign language and the “bad
guys” speak Swedish.

Furthermore, in the scene showing Lilya at the house of the upper-
class man, he is clearly trying to stage a paedophile scenario in which she
is a little girl doing her home-work. Here, he speaks to her, instructing
her, in Swedish, and she responds in Russian, the inability of either part
to understand one another protecting Lilya as well as illustrating her
ultimate homelessness.

The Female Body and Loss of Identity

As I stated at the beginning of the article, the ambivalent sentiment of
fear and guilt concerning the post-cold war scenario can be regarded as
projected onto sexual relations and more specifically the (young) female
body. In a sense, the women in all three films in one way or another fall
victim to large historical and global processes. Sex is the way of portray-
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ing this victimhood. Torsk pd Tallinn complicates this analysis, as one
could say that, in this film, all participants in the bus tour and the match-
making — with a few exceptions — are victims of the ruthless business men
who take advantage of their loneliness and desperation. However, in all
three films, sexual intercourse forms important cross-over points, in
which sex becomes a pivotal event. This cross-over point happens in Torsk
pd Tallinn, too. The events unfolding during the film’s climax, the loud
and drunken party, end with Roland finding his love interest Eda in bed,
not with any of the Swedish men, but with the presumed Serb or Yugo-
slav Slobodan (ironically, the name means “freedom” but to a Swedish
audience at that time it was most probably associated with Slobodan
Milosevic, then president of Yugoslavia).

The film provides clues as to how Eda ends up with Slobodan and also,
considering Roland’s character, it seems that the course of events is in-
evitable. Roland tries to intervene in a problematic situation and gets
stuck in the basement with the bus driver for some time, during which
either Eda gives him up and settles for Slobodan instead or Slobodan
moves in and proves a more proficient seducer than Roland. Nevertheless,
whichever way one wants to interpret the sequence, the act is in a sense
a betrayal, but by whom and of what is unclear. When Roland is walking
around in the hotel corridor calling for Eda, extremely loud sounds of
sexual activity are coming from Micke’s and Slobodan’s room. Interrupt-
ed by Percy Nilegird, Micke and Slobodan open the door and reveal that
Svetlana and Eda are in the room. Surprise as well as affection is reflected
in Roland’s and Eda’s faces and in their voices. However, Eda is brusque-
ly pushed back into the room by Nilegird who shouts at Micke for “bang-
ing Lembit’s wife”.

Again, in Buy Bye Beauty, the act of sexual intercourse seems to be like
a cross-over point. The discourse on exploitation, sexual tourism and
prostitution, although quite agitated, is removed at some distance from
the viewer. However, Hollender’s sex scenes with the women throw the
economic reality of the situation blatantly in the viewer’s face. Preceding
one of the sex scenes is an interview situation with a woman and her boy-
friend. They discuss relationships, and they seem to be in agreement that
a man should be able to look after his woman. The boyfriend strongly ex-
presses his desire to protect his girlfriend. There is an abrupt cut to the
sex scene between her and Hollender, with the boyfriend present in the
room. Insidious as this juxtaposition of dialogue and image is, one could
contend that he is, in fact, protecting her by controlling that she is not
harmed during the intercourse. However, most people looking at that
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juxtaposition will probably conclude that it illustrates the ultimate fail-
ure and futility of the young man’s idealism. In all the sex scenes, the
camera briefly shows the faces of the women, the expressions of which
quite clearly underline the tragedy and emptiness of the whole situation.
They do not look sad, angry, or disgusted, instead they look like their
minds have been transported somewhere else. Although the version that
most people in Sweden saw was censored through a blurring of the geni-
tal areas,* and although — or perhaps because - the scenes were very short,
they still conveyed a palpable abject feeling through the use of sound and
the close-ups of faces.

Lilya 4-ever contains more scenes of sexual transactions than the other
films. Elsewhere, I have argued that the use of POV camera in the mon-
tage sequence, which shows Lilya with a number of different tricks, func-
tions in three different ways. Through the subjective camera, the tricks’
features become slightly contorted, which makes them look a bit gro-
tesque, emphasizing the nightmarish quality of the montage. Further-
more, because Lilya is not shown in the montage, one could say that she
is not objectified or eroticized by the camera’s and the audience’s gaze. Fi-
nally, and perhaps most importantly, it illustrates the loss of identity and
subjectivity Lilya experiences in Sweden (Larsson, 2006: 256). We cannot
see her, so in a sense, she is not “there”. Her passport has been taken away
from her, she does not speak the language, and her agency has been taken
away from her too. Bit by bit, her personal identity is eliminated.

Albeit in different ways, all three films turn sexual intercourse into a
highly emphasized event, saturated with significance outside the purely
physical bodily action. It is the point - or in Lilya, several points — in all
films in which the Otherness, the outside status of the women (and the
men in Torsk pd Tallinn), and the exploitation are at their fullest. That
Lilya throws up, after her first experience at prostitution in her home
country, is not only shown in order to express her own disgust and nau-
sea at what happened, but also to demonstrate the film’s ideological
point that sexual transactions harm the actual bodily self of the woman
performing them. Very likely, the diversity of the tricks Lilya encounters
in the montage sequence is intended to show a (stereo)typology of Swed-
ish males - the lonely, older man, young men at a bachelor party, and the
upper-class pervert. Just as the Swedish poster campaign from 2002 dis-
playing a group of men and stating “One out of eight men has bought sex
at some time” implicitly asked the viewer whether he or she can make out
which of the men could be a presumptive sex buyer, Lilya 4-ever seems to
state that anyone - or rather, any male — can be a sex buyer, a trick.s
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Early in Buy Bye Beauty, Hollender as the voice-over narrator explains
to the viewers that in Riga “nothing is what it seems to be”. The cute old
ladies selling vegetables in the market square are all controlled by one
business man, the police force is corrupt, the taxi drivers make more
money from mediating encounters with prostitutes, etc. Scenes from
night clubs, restaurants, the streets and interviews are recurringly inter-
cut with a shot of Riga’s rooftops, with a setting or rising sun in the
cloudy background, as if the film is trying to remind us that, although it
looks quite nice (perhaps even “picturesque”), nothing is what it seems.

Conclusion

In sum, I would contend that it is no coincidence that the sex-buying law
and the law against human trafficking for sexual purposes were imple-
mented during the same few years as these films were released. Both the
laws and the films indicate the same national anxiety, but whereas the
films express that anxiety, the laws attempt to contain it. The anxiety
deals with some kind of fear of a national contamination: that the prob-
lems over there (galloping capitalism, non-existing welfare systems, etc.)
will contaminate and affect us here, for instance obstruct progress in is-
sues of gender equality. Leontieva and Sarsenov quote an observation by
Norwegian folklore scholar Stein Mathisen, who maintains that the
former military threat has become a hygienic problem and the soldiers
are not Russian men anymore, but Russian women (Leontieva and Sarse-
nov, 2005: 139). The threat is embodied by prostitutes or imported wives
from the former Soviet states — female sexuality becomes something that
is both feared and viewed as being in need of protection. Furthermore,
what is apparent in these films is that the depicted sex is bad. In Buy Bye
Beauty and Lilya 4-ever, it is physically bad sex for the women, and at least
morally bad sex for the men. In Torsk pd Tallinn, the sex is morally bad.
This ties in with Don Kulick’s argument about the national construction
of a “good” sexuality. Since 1955, when the practice of mandatory sex
education started in schools, sexuality has been a small but important
part of the Swedish welfare project (Lennerhed, 1994, cf. Kulick, 2005).
Looking at how the Swedish Institute reacted to and used the concept of
“Swedish sin” that began to circulate in the world in the 1950s, historians
Nikolas Glover and Carl Marklund detect a tendency in the Institute’s
publications to construct the issue of sex in Sweden as a matter of ration-
ality, realism, democracy, and equality between the sexes (Glover &
Marklund, 2009). According to this self-reflection, it is not “sin” at all,
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it is rather the opposite. Swedish sexuality is morally sound. This pro-
vides a historical background as to why the national anxiety surrounding
world political and economic developments focuses on the sexual aspects
of globalization, especially concerning itself with the fate of women and
children.

During the 1970s, a strong push by the women’s movement further
reinforced the equality theme of the national narrative of sexuality
(Kulick, 20035: 80-81). A strong influence of radical feminism saturated
Swedish policy-making with an ideology of gender equality, which in its
turn is based on a kind of essentialist feminism from the 1970s. This is
quite clearly expressed in the legislation on prostitution (Gould, 2002:
202-205, Kulick, 2005: 81-82, 94-97).

However, and in addition to this, the phenomenon of connecting a
national anxiety concerning globalization to the fate of women and chil-
dren is not new or incidental: Historian Ann Hallner has compared the
discourse surrounding the white slave trade in the early twentieth cen-
tury with the discourse of trafficking almost a hundred years later (Hall-
ner, 2009). In his essay on Lilya 4-ever, Hedling explains that the film can
be regarded in the light of a melodramatic film genre from the silent era,
the “white slave-trade films” like Traffic in Souls (George Loane Tucker,
1913) and Den hvide Slavehandel (Alfred Lind, 1910) (Hedling, 2004: 324-
325). Although Hallner does not mention the films of the 1910s, it seems
as though the discourse of white slave trade as well as the discourse of
trafficking contains a handful of films as well as articles, speeches, and
laws. That these national or social anxieties are expressed in films is thus
not a coincidence either.

Again, I want to underline that this essay concerns the discourse of
sexual transactions across national borders, not the actual phenomenon.
As a discourse, these three films tapped into a general apprehension con-
cerning the global movement of female migrants, dissolving national
boundaries, and sexual behaviours. Additionally, they specified the Other
as a post-Soviet woman by locating the sexual transactions in the former
Soviet Union, and in two cases particularly and explicitly in two of the
Baltic states, consequently evoking a particular Swedish (perhaps Nordic)
ambiguous fear and paternalism. What Kristensen notes about Lilya 4-
ever is actually applicable to the other two films as well. The Nordic coun-
tries, according to Kristensen, “foster a Russian Other against which their
own national identities are projected” (Kristensen, 2007: 8). In the case
of these three films, though, I would identify the nationality of the Other
as more ambiguously post-Soviet, in some cases explicitly Baltic.
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The significance placed on the act of sexual intercourse also locates the
sexual transactions on the female body. Thus, in the Swedish imagination,
as materialized in these three films, a kind of distorted colonial perspec-
tive can be discerned. Through this perspective, the former Soviet Union
is connected with the (young) female body and a female sexuality that is
exploited by the larger forces of capitalism and globalization.
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Tommy Gustafsson

The Last Dog in Rwanda:
Swedish Educational Films and
Film Teaching Guides on the
History of Genocide

throughout a hundred years of history, the film medium has
mainly been associated with entertainment and leisure rather than with
information and knowledge. The exceptions here are the documentary
genre and certain films that are in some way considered valuable, by
virtue either of their artful composition or their subject matter. Parallel
to this view runs the general belief that films have the ability to influence
their audience when it comes to matters of morality, emotions, and above
all violence, underlined by the fact that, throughout the past and all
around the world, the film medium has constantly been subjected to
numerous forms of prohibition and censorship. Nonetheless, in recent
years more acknowledgement has been given, in scholarship and in society,
to the commercial feature film as a significant purveyor of knowledge.
Film scholars Elisabeth Ezra and Terry Rowden have called this new in-
sight global cine-literacy, as this development indicates that “film rapidly is
displacing literature (in particular the novel) as the textual emblematiza-
tion of cosmopolitan knowing and identity” (Ezra and Rowden, 2006: 3).
However, obtaining knowledge and information through moving im-
agery is neither a new phenomenon nor an unproblematic one. For ex-
ample, Sweden has a long tradition of using film material in public school
education. As a way to heighten the film industry’s tarnished reputation,
commercial film companies began lending documentary features and
shorts to schools already in 1921 (Gustafsson, 2007: 49). This practice
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continued until Swedish public service television’s (SVT) educational
section (UR) started to produce and televise programs directly to schools
in 1961. In addition to this, the practice of lending films was decentral-
ized through the creation of local audiovisual centers (AV-centraler),
which still supply schools with audiovisual educational material.

In accordance with this tradition, the Swedish Film Institute (SFI) has
produced some 500 downloadable film teaching guides designed to be used
by teachers and pupils in schooling at most levels in the Swedish compul-
sory school system. These film teaching guides include a summary of the
film in question, a historical background pertaining to its subject matter,
and thoughtful queries related to its narrative and theme intended to form
a basis for classroom discussion (SFL, 2009a). Nonetheless, the main focus
of these film teaching guides is on the film’s content, ignoring almost
entirely how these films convey a subject in terms of editing, sound, mise-
en-scéne or, for that matter, which genre the films belong to. The films
themselves are therefore not approached as subjectively crafted media
products, but are instead perceived, from a teaching perspective, as more
or less accurate retellings of historical events or contemporary issues.

The basis for this somewhat uncritical attitude can be said to originate
in the Swedish Film Institue’s (SFI) goal to support the production, dis-
tribution and exhibition of valuable film in Sweden. That is, SFI:s princi-
ple of selection implicitly guarantees the quality of these films (and film
teaching guides) as more valuable than other, often more commercially
successful and popular films that pupils in fact actively choose to see, and
that thus constitute an important part of their everyday life (Rizzardi,
2009: 4-5, 9-10, 15). The discrepancy between what is regarded as valu-
able films and commercial films is to some degree expressed as the differ-
ence between what is and is not to be considered art. What is more, this
division affects the reception of films that are marketed or financially sup-
ported by SFI. At the same time, however, it limits the ways in which
these film teaching guides can be used as teaching aids, as the term valu-
able film carries with it a strong sense that these preferred films are indeed
accurate in their treatment of their subject matter in a rather naive way.

What we have here then is nothing less than a canonization of knowl-
edge and information through the use of imagery, at the same time as the
media construction of this imagery is largely allowed to go by unchecked.
But what does this canonization, and the didactic approach attached to
it, imply on a cognitive level? How, and under what conditions, does en-
tertainment transcend the merely diverting and become important
knowledge? Or is this even a possible prospect?

44 —tommy gustafsson



Genocide and Film

Genocide, and knowledge of genocide, is a subject that has been given
special attention in Sweden in recent years. A 1997 school survey dis-
closed that an alarming number of Swedish youths were not convinced
that the Holocaust actually had taken place. As a consequence, the Swed-
ish parliament launched a huge information campaign in 1998 to inform
about the history of the Holocaust and the processes underlying it. The
campaign was made permanent with the establishment of the Living
History Forum in 2003, a government organization falling under the
Swedish Ministry of Culture with instructions to promote tolerance,
democracy and human rights “[w]ith the aid of lessons from history”,
first and foremost via histories of genocide (The Living History Forum,
2009a). A substantial part of the organization’s activities are aimed at
schools, including teacher training courses and the production of educa-
tional material. And although the Living History Forum do not produce
art per se, they nevertheless released a VHS-tape entitled Bilden av Fir-
intelsen (The Image of the Holocaust, 1998) with excerpts from Holocaust
films to be used in the schools in collaboration with SFI (The Living His-
tory Forum, 2009b).

Although the occurrence of genocide is highly uncommon in real life,
it has become a relatively common narrative in film and television pro-
ductions, in particular pertaining to the numerous representations of the
Holocaust over the past 30 years. The nominal breakthrough came with
the success of NBC:s TV miniseries Holocaust (1978 ), which was broad-
cast in the US and most Western European countries and received
tremendous ratings in 1978 and 1979. Prior to 1978, representations of
genocide were all but absent from the screens, with only a few rare and
explicit exceptions, such as the two Polish films Ostanti etap (The Last Stage,
Wanda Jakubowska, 1948) and Ulica Graniczna (Border Street, Alexander
Ford, 1948), or the documentary Nuit et brouillard (Night and Fog, Alain
Resnais, 1955) — a film that was heavily censored in Sweden with no less
than nine cuts, mostly concerning archival footage of mutilated corpses
(Statens biografbyra, 1958). In addition to this, some thirty American
and European films were made in between 1945 and 1978 where the Holo-
caust figured in the background of the main narrative, for example in
films like Die Letzte Chance (The Last Chance, Leopold Lindtberg, 1945),
Sterne (Stars, Konrad Wolf, 1959), Exodus (Otto Preminger, 1960) and The
Odessa File (Ronald Neame, 1974). However, the Holocaust was gener-
ally considered to be a sensitive issue at best, and at worst, an impossible
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subject or even a subject that, for reasons of morality, could not be ex-
ploited in the arts in the aftermath of World War II. The latter, and clear-
ly dominant, attitude was expressed by a number of influential intellec-
tuals, such as Theodor Adorno and Eli Wiesel, and applied irrespective
of whether the artistic representation concerned films, paintings or nov-
els, as it was claimed that a conventional dramatization of the Holocaust
would inevitably lead to mere trivialization (Zander, 2003: 261-263).
The exceptions were more intellectual films such as The Damned (Luchino
Visconti, 1969) or Night Porter (Liliana Cavani, 1974 ), i.c. films that failed
to reach a wider audience, and that thereby had a limited effect on the
historical consciousness of the Holocaust (Loshitzky, 1997: 2).

Besides the sense of trivialization and a fear that the Holocaust could
be turned into a Hollywood theme park, there are several reasons, some
carrying more weight than others, for this often fierce antagonism toward
an explicit rendering of the Holocaust that keep the subject away from
the screen. Film scholar Miriam Bratu Hansen points out, among other
things, the problems associated with the limitations of (classical) narra-
tion, and the question of cinema subjectivity in her study on Schindler’s
List (Steven Spielberg, 1993):

A fundamental limitation of classical narrative in relation to history, and
to the historical event of the Shoah in particular, is that it relies on neo-
classicist principles on compositional unity, motivation, linearity, equi-
librium, and closure - principles singularly inadequate in the fate of an
event that by its very nature defies our narrative urge to make sense of it,
to impose order on the discontinuity and otherness of historical experi-
ence (Hansen, 1997: 80-85).

The strong sentiment that genocide, especially the Holocaust, is an event
that to all intents and purposes is impossible to make sense of within the
realm of the arts does have several implications in this instance. First, it
clashes forcefully with the persistent notion of the Enlightenment’s faith
in the power of knowledge, that is, “if only people knew, they would act”
(Cohen, 2007: 185). Second, because this notion also constitutes the
guiding principle for the production and even existence of genocide films
and film teaching guides, it creates a contradiction in objectives. The re-
luctant attitude has in fact contributed to thwarting the creation of pub-
lic memories of genocides, which in turn have led to a situation in which
genocides can and are overlooked as historical events, or mythologized
and even reduced, as in revisionist histories of the Holocaust. When these
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two alternatives are weighed against each other, the question must be
raised as to whether silence really is the better option, not least in light
of the fact that audiovisual media have been the primary vehicle for im-
parting historical knowledge and remembrance in the twentieth and
twentyfirst centuries (Toplin, 2002: 60-61).

The overall attitude towards the Holocaust can be exemplified by
political theorist Hannah Arendt’s often quoted phrase “banality of evil”,
coined at the Eichmann trial in Israel in 1961 (Arendt, 1996). This pro-
saic elucidation is symptomatic, in that it does not explain anything, but
instead reduces the Holocaust to an act of irration, clearly part of the par-
adigm in which the Holocaust is perceived as unexplainable. However, as
Hansen asserts, the Holocaust has predominantly been dependent on
mass-mediated forms of memory (Hansen, 1997: 98). Following the
enormous impact of the TV series Holocaust, the Holocaust became the
genocide narrative par excellence, quickly developing into an accepted and
even normalized subject. After 1980, the production of Holocaust or Hol-
ocaust-related films virtually exploded out of its previous semi-suppres-
sion. As a consequence, the number of feature films and feature-length
documentaries produced between 1979 and 2009 has by now exceeded
250 and is still growing. Now, the question is not if but how genocides are
depicted and rationalized within film and television narration.

By comparison, other genocides, such as those committed in Belgian
Congo 1884-1908, German South-West Africa 1904-1907, Armenia
1915, Indonesia 1965-1966, Cambodia 1975-1979, and East Timor 1975
1999, have in no way spawned an equal number of films, with only sin-
gular exceptions such as The Killing Fields (Roland Joffé, 1984) and Ararar
(Atom Egoyan, 2002), or The Year of Living Dangerously (Peter Weir, 1982)
where the genocide acts as a backdrop. Even atrocities committed against
minorities other than the Jews within the realm of the Holocaust - #he
Porajmos (the Romani people genocide), the persecution of homosexuals,
or the murdering of some 3 to 4 million Soviet prisoners of warin 1941/1942
—are hardly ever discussed in public. Accordingly, these genocides are also
not made into commercial docudramas or broadcast repeatedly as docu-
mentaries on prime-time television. The ultimate consequence is that
they have remained absent from public memory, and are therefore hard-
ly part of any global, European or national historical consciousness. The
danger of this non-memory can be illustrated by the continued and open
discrimination of the Romani people in European Union member nations
such as Italy, Hungary, Romania, Czech Republic, and Slovakia (see, for
example, Sniegon, 2008: 173-211).
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The one exception to this absence is the growing number of films pro-
duced in recent years that represent the Rwandan genocide. Thus far, six
feature films, at least two dozen feature-length documentaries and nu-
merous documentary shorts have been made, making the Rwandan gen-
ocide the most audio-visually recreated genocide, second only to the Hol-
ocaust. Together these films have formed a powerful audiovisual histori-
cal memory of the Rwandan genocide. First, because all these films in one
way or another have been made with the purpose of informing and
spreading knowledge about an “unknown” genocide. Second, because
they emphasize a moral viewpoint aimed at the failure of the Western
powers to intervene. Third, because these films, fictional or factual, draw
from the same type of emblemaric images to illustrate, rather than to ex-
plain, the genocide perse. In other words, collectively these films work to
communicate the message that the events in Rwanda constituted a hor-
rific episode in human history that never ever can be allowed to happen
again, similar to the intention and message of most Holocaust films.
Then again, the films on the Rwandan genocide are still in the midst of
development. The films produced thus far only fit into two genres, that
of the solemn drama and the factual documentary - the expected genres
for films dealing with genocide — whereas Holocaust films have outgrown
these genres and at this point have the ability to be rendered as action
films, exploitation films, and as straightforward comedies. The most no-
table example of the latter genre is Roberto Benigni’s La Vita é Bella (Life
is Beautiful, 1997), which was warmly greeted all around the world, but
also ferociously criticized as a revisionist Holocaust film that even was
said to justify the extermination of the Jews in the twentieth century
(Niv, 2003). However, with the exception of high profile films such as
Schindler’s List and Life is Beautiful, most films on genocide are not criti-
cized, but are instead embraced as important mediators of the past, often
solely on the grounds of their grave subject matter. That is, they are in
accordance with the position taken by SFI with regard to the process of
selecting films of value for school education. Films on the Rwandan Gen-
ocide, albeit fewer in number than Holocaust films and (still) contained
within a narrower generic spectra, are therefore rarely condemned as in-
appropriate films based on how they treat the subject, because the subject
per se seemingly has the power to override any objections.

Here, attention will be given to a case study on how the history of the
Rwandan genocide is constructed and explained, that is, how it is taught
within the Swedish educational tradition of visual imagery. The first part
of the present study will concentrate on two film teaching guides pro-
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duced by SFIin connection with the acclaimed feature films Hozel Rwanda
(Terry George, 2004) and Shooting Dogs (a.k.a. Beyond the Gates (US),
Michael Caton-Jones, 2005). The second part will focus on the equally
acclaimed Swedish short film Dewn sista hunden i Rwanda (The Last Dog in
Rwanda, Jens Assur, 2006).

Learning about Genocide:
Film Teaching Guides on Genocide

Hotel Rwanda was not the first commercial feature film to portray the
Rwandan genocide, but there should be no doubts about the fact that
Hotel Rwanda has become the quintessential film on the Rwandan geno-
cide, which all succeeding filmic dramatizations must relate to in one way
or another, in the same way as Holocaust and Schindler’s List now consti-
tute the archetypical dramatizations of the Holocaust. Although celebrat-
ed, with three Academy Award-nominations and twelve international
film prizes (IMDB, 2009), Hotel Rwanda has been subjected to stark crit-
icism as a film that made no serious effort to explain the genocide, that
shies away from explicit violence, and that advocates a happy and upbeat
ending which “strikes a false note [ . .. ] because it actively encourages un-
informed viewers to conclude that with the RPF [Rwandese Patriotic
Front] about to capture Kigali, the genocide will soon come to an end”
(Adhikari, 2006: 290-291). In fact, Mohammed Adhikari’s critique of
Hotel Rwanda runs parallel to the critique aimed at Holocaust films, as it
both points to the choices that filmmakers must make and draws atten-
tion to the limitations of classical narration when it comes to explaining
and constructing audiovisual history out of the past, especially pertain-
ing to the requisite “happy” ending of the film. Furthermore, the fact that
Adhikari uses the term “uniformed viewer” in relation to this commer-
cial film stresses the unequal relationship between the media product and
its audience. However, at the same time it also demonstrates the position
Hotel Rwanda has obtained in the canon of celebrated genocide films. In
other words, Adhikari’s harsh critique should be understood in light of
the fact that Hotel Rwanda is not only the archetypical recreation of the
Rwandan genocide, but is also perceived, as a result of this position, as an
accurate historical recollection by most viewers. What is more, this spe-
cific viewer position could only arise because the Rwandan genocide was
unknown to the public by 2004, ten years after it took place. This is also
the position taken by the film’s director, Terry George, when he relates
his reason for making the film in the first place (Scanbox, 2005). The em-
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was unknown pinpoints the con-
flict between the well-meant purpose to inform and bring knowledge to
an “uninformed” public and the, by necessity, adapted historical recrea-
tion of the past that occurs in all films that make use of history. With this
in mind, just how do SFI’s film teaching guides approach this tension be-
tween knowledge and distorted portrayals of history?

The main idea behind the film teaching guides is to provide a more
detailed background to the film’s narrative, that is, to guide the “unin-
formed” pupil by posing thoughtful questions and giving recommenda-
tions for further reading, but also by suggesting other films on the subject.
Of the two film teaching guides that deal with the Rwandan genocide,
Hotel Rwanda was the first to be produced and therefore no such recom-
mendations are included in the film guide when it comes to other films,
even though there already existed several feature length films on the sub-
ject by 2005. Based on this, one can draw the conclusion that the Rwan-
dan genocide really was “unknown” and that Hotel Rwanda acted as a
breakpoint for historical recollection in Sweden. This ignorance is also
something that clearly permeates the film teaching guide on Horel Rwanda,
which bears the marks of a scamped piece of work. To begin with, the film
teaching guide contains no fewer than thirteen historical errors, ranging
from the misspelling of the Rwandese president Juvenal Habyarimana’s
name, to stating that Habyarimana became president already at the in-
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dependence in 1962, when he in reality took power after a coup d’état in
1973 (Lagerstrom, 2005: 1-2). A more serious note, though, is that the
author’s ignorance influences the film teaching guide in a most unfortunate
way. The paragraph containing a historical account of Rwanda begins
with the statement that: “The history of Rwanda is, like most of Africa’s
history, not very well documented”. In accordance with this, the author
stresses the tension between Hutus and Tutsis, implying that it is an old
one, only inflamed by German and Belgian colonialists (Lagerstrom,
2005: 2). This is far from accurate, because the history of Rwanda is fairly
well documented (see, for example, Newbury, 1988). Another thing to
note is that a great deal of the historical account is actually based on Hozel
Rwanda’s narrative content, explaining the many historical inaccuracies,
and only to a limited extent on sources other than the film, and these
sources are almost solely various Internet sites (Lagerstrom, 2005: 5).!
This not only destabilizes the critical perspective these film teaching
guides should provide, but it also emphasizes the dependency on Hotel
Rwanda as a valuable film, and in accordance with this, as an infallible
historical account in itself. What is left, then, are the proposed discussion
issues, which are divided into four main sections: “A divided nation”,
“The world’s betrayal”, “The involuntary hero”, and “The film’s drama-
turgy”. The first three sections deal exclusively with the film’s historical
narrative. The first part, “A divided nation”, begins as follows:

Supposedly literature on Hitler and World War II’s extermination of the
Jews was found among highly positioned government members, involved
in the preparation of the genocide. This tells us that there actually existed
a prearranged plan to regulate the “Tutsi problem” [---] Compare and dis-
cuss the similarities and differences with the way that Nazism demonized
a part of the population. They did have a far more advanced propaganda
apparatus at their disposal, but their way of blaming all problems on the
Jews, and comparing them to vermin such as rats, sounds similar (Lager-

strom, 2005: 2).

It is no surprise that the Rwandan genocide is compared to the Holocaust,
especially as the protagonist in Hotel Rwanda, hotel manager Paul Rusesa-
bagina, resemblances Oscar Schindler in Schindler’s List, a comparison to
which explicit attention is drawn in the film teaching guide. However, the
way in which this comparison is undertaken leaves much to be desired. By
implying that Nazi literature inspired the genocide, expressing surprise
about the fact that there was a plan for what must be considered the most
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rapidly executed genocide in modern history, and then downplaying the
Rwandese capacity for propaganda, clearly indicates that the author — and
the film teaching guide - is caught up in obsolete colonial discourses that
regard Africa as a backward and immature continent. Hence, the genocide
is clearly depicted as an irrational and spontaneous act, even though its or-
igin and rational planning are well documented and can be traced back to
the drawing up of the Bahutu Manifesto in 1957 (The Black Past, 2009)
and the creation of the Hutu Ten Commandments in 1990 (Melvern, 2003:
25-26). Furthermore, sweeping statements, such as “Before the genocide,
the separate peoples lived together in what can almost be described as sta-
bility” (Lagerstrom, 2005: 3), continue to be made throughout the text,
which are cases in point of what Cohen describes as ethnic amnesia, which
refers to that fact that the West, and its media, have simply ignored the fact
that genocidal massacres, resulting in tens of thousands of casualties, have
tormented Rwanda, and its neighboring country Burundi, repeatedly since
just before the independence in 1962 (Cohen, 2007: 137). The suggested
questions are similarly often put on a personal level: “Why are people so
cruel?” and “Think about how you would act?”

However, there are also some important questions raised that deal with
the silence, in the media and the political sphere, during and after the
Rwandan genocide, yet again in comparison to the Holocaust: “The extent
of the Holocaust was not made clear until the end of the war, but from
Rwanda there were TV images and constant reports from the UN. In spite
of this nothing was done! Continue to think about what could have been
behind this passivity: fear or simply ignorance?” (Lagerstrom, 2005: 3).

The film teaching guide on Hotel Rwanda closes with a short discussion on
the film’s dramaturgy, focusing on the narrative perspective with a single
protagonist and claiming that it looks like a “Television film” (Lagerstrom,
2005: 5). One of Adhikari’s most serious allegations against Hotel Rwanda
was that it omitted practically all genocidal violence. According to director
Terry George, this was a deliberate tactic used to draw more people to the
cinemas — zota bene not to make more money, but to inform more people -
and in that perspective, showing explicit genocidal violence was seen as con-
tra-productive (Scanbox, 2005). The film teaching guide also touches upon
this subject, unfortunately by asking the leading question: “Has the film suc-
ceeded in the form of address is uses for an audience that would probably
never go and see a film about genocide?” (Lagerstrom, 2005: §).

The second film teaching guide, on British produced Shooting Dogs, has
a number of similarities to the one on Hotel Rwanda. In fact, much of the
historical information is the same as in the first film guide - only six
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historical errors this time, however — which is why it seems probable that
the author has based much of it on the previous one, most notably in that
the recommendations for further reading consist of the same Internet
sites. Nonetheless, the film teaching guide on Shooting Dogs — divided into
the sections “How could it happen?”, “A European perspective”, and
“The Role of the media” - does have a more investigative approach to the
subject, most clearly concerning the fact that Shooting Dogs is a media
product, and not an unbiased historical account of the events in Rwanda.
Instead of employing dubious generalizations, this film teaching guide
tries to create a more penetrating discussion through questions concern-
ing, e.g., whether it is a problem that the film is told from a Eurocentric
perspective, leaving Rwandans in the background. In addition to this, the
media’s role is scrutinized:

One of the reasons why the media’s coverage did not reach out and stir up
opinion could be the lack of knowledge of what really went on, what the un-
derlying causes were, the result being that no understanding could be cre-
ated. In order for an event to be picked up by the media, it must fit into the
dramaturgical matrix on the basis of which the media work — preferably with

a clear conflict between a “good” and an “evil” party (Osterholm, 2006: 3).

The second film teaching guide focuses more on journalists’ individual
responsibility. After all, the world did turn a blind eye on Rwanda. In
Shooting Dogs, one journalist explains that she is not affected by the atroc-
ities in the same way she was in Bosnia, which caused the author of the
film teaching guide to pose the important but difficult question of why
“We have a tendency to disregard catastrophes in the Third World. Don’t
we care? Do distance and cultural differences mean we have less empa-
thy?” (Osterholm, 2006: 3).

One other important feature that crucially separates this film teaching
guide from the previous one is the lack of comparisons with the Holocaust.
As an alternative, the author chooses to position the Rwandan genocide in
relation to contemporary and contextual events, such as the humanitarian
crisis — some say the ongoing genocide — in Darfur. This raises the ques-
tions of whether the Rwandan genocide is to be considered unique in the
same way as the Holocaust is often claimed to be, and in addition, whether
it is beneficial or even practical to compare these two genocides with each
other, as is done in the film teaching guide on Horel Rwanda. Even though
comparison is a useful didactic tool in teaching in most cases, the Holocaust
has a tendency to engulf and supersede other subjects when they occur side
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by side, as exemplified by the overlooked atrocities committed against mi-
norities other than Jews in the realm of the Holocaust during World War
II. As we have seen, the comparison in the film teaching guide on Hozel
Rwanda was highly problematic when it came to the author’s attempt to
identify the raison d’étre behind the Rwandan genocide, an attempt that
only ended up in rationalizations that in fact reduced the historical event,
rather than explaining it in any adequate way.

To sum up, both film teaching guides have their shortcomings regard-
ing the question of how to make use of film material in school education.
However, the least obvious shortcoming is perhaps that neither of the
films in these film teaching guides are questioned at all on aesthetic
grounds or concerning their historical content. Thus, from a teaching
perspective, the events portrayed in these films could literary be under-
stood as a slice of reality, an understanding that is created and then sus-
tained through the focus on historical content, but also through the nar-
row selection of films and supplementary sources independent of these
films. The consequence is a canonization of knowledge, guaranteed by
SFD’s credibility, which in some cases perpetuates murky colonial ideas
about Africa. In fact, the whole continent turns into a single aesthetic re-
gion, both culturally and politically. This should not be interpreted as a
critique aimed mainly at the films themselves. These are, after all, com-
mercial products with a series of different limitations attached to them,
but, nonetheless, with an exceptional ability to create awareness. Rather,
the predicament arises when these films are employed as if they were
accurate historical accounts of the Rwandan genocide.

In line with this state of things, the film teaching guide on Shooting Dogs
also includes, not surprisingly, Hotel Rwanda among its recommendations,
thereby further reinforcing its canonized status. In addition to Hotel Rwanda,
only one more film is recommended, the Swedish short film The Last Dog
in Rwanda, which in this context indicates that this film is in some way able
to mediate valuable knowledge about the Rwandan genocide.

A Film about Genocide?

Besides The Last Dog in Rwanda, only two additional films have been pro-
duced in Sweden that deal with the Rwandan genocide: The television
documentary Ramp om histora — Rwanda (Ramp on History - Rwanda, 2003)
produced by UR, and another short, The Mothers of War (Maria Rinaldo,
2009), financed by SFI. The Last Dog in Rwanda is included on a DVD com-
pilation together with an interview with the director, Jens Assur, the above
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mentioned UR-produced documentary, and a folder containing informa-
tion on the films, an essay on the Rwandan genocide written by a journal-
ist, and finally a short eyewitness account from the genocide. This package
is part of a pilot project launched by SFI and UR on how pedagogical film
material can be designed and used in school education (SFL, 2009b).

The Last Dog in Rwanda was aired on SVT in 2006, but its main distri-
bution route, and claim to fame, came through screenings at internation-
al film festivals where the film received a string of prizes, among them the
prize for best short narrative at Tribeca Film Festival, and the Grand Prix
at the Clermont-Ferrand International Short Film Festival, both in 2007
(SFL, 2009c). All this attention has also catapulted Jens Assur to a career
in Hollywood, where he is currently directing his first feature film, a
thriller called “Close Far Away” (Unsigned, 2008). On the surface, The
Last Dog in Rwanda seems to be an ideal choice to use in education on the
Rwandan genocide. Explicitly, owing to its subject matter, and implicitly,
as it was financed by SFI and UR on the basis of the manuscript, and thus
included in what SFI calls “the most qualitative and professional of the
regionally produced short and documentary film” (Hedling, 2008: 268).?
The Last Dog in Rwanda’s status as an educational film, however, has nev-
er been called into question. This is essentially because it was supported
as a film on genocide right from the start by crucial Swedish players, such
as SFI and UR, and subsequently sustained by the reception it got on the
international film festival circuit, where the festival’s inherent capacity
to legitimate, evaluate, and detect quality (Hedling, 2008: 275) became
a self-fulfilling prophecy guaranteeing the film’s historical accuracy and
educational value. Yet the fundamental question remains: To what extent
does a celebrated film such as The Last Dog in Rwanda have to say about
the Rwandan genocide per se?

This is a summary of the film: Rwanda in May 1994. Two Swedish jour-
nalists, a reporter named Mats and a photographer named David, are
traveling in an area secured by RPF. The two journalists look at a corpse
lying in a schoolyard in front of a statue of Jesus, a smaller replica of the Je-
sus the Redeemer statue in Rio de Janeiro. The reporter says that it would
look good if the corpse had its arms stretched out like the statue in the
background. David complies, pulls out the corpse’s arms and takes a pho-
tograph. This is followed by a lengthy flashback in which David tells us that
he has always loved war. As a boy, he was impressed with a cousin’s collec-
tion of war toys and constantly played war. During his Swedish compul-
sory military service, he chose to enlist in the special ops, where an exercise
in interrogation technique went wrong, leading to acts of cruelty.
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David (Jnas Karlsson) photographing the corpse with the Jesus statue in the background.

David photographs corpses floating by in a river. The journalists no-
tice a pile of machetes that have been left behind. Before they leave, they
ask the guide to take a byline picture while discussing the options for in-
stalling a new kitchen back home in Sweden. On the road they listen to
heavy metal music. The journalists visit a RPF military headquarter, ask-
ing for interesting places to go see. The military offer them an escort and
they decline. In spite of this, a young boy, John, goes with them. As they
travel through the war-torn countryside, they see women and children on
the run. During a break they witness how John shoots a dog. They visit
an assembly place for wounded and killed. An injured man smiles as
David takes his picture. David tells him to stop smiling.

The journalists visit a school. Corpses are lying in one of the class-
rooms. David has trouble taking pictures. He enters the school yard, tak-
ing photographs of two corpses while he accidentally steps on another
one. Their escort shoots another dog, and Mats explains that they have
to shoot the dogs; otherwise they would eat the corpses. David continues
to randomly walk around in the school, eventually finding an abandoned
child in a locker. They take the child with them in the car. After a while
they are stopped by a group of armed men belonging to the militia Inte-
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The three boys sitting in a boat with helmets, playing D-Day at Normandy.

rahamwe. An aggressive quarrel breaks out. Suddenly the guide is hacked
down with a machete, and all the others in the car are shot and killed.
As the summary shows, the Rwandan genocide merely acts as a back-
ground to another story and other issues. The viewers are not given any
factual information on the genocide, but are instead presented with parts
of the journalistic folklore that has arisen around the genocide, such as
slipping on rotting corpses (Ericsson, 2006: 7), and emblematic images
that have come to visually characterize the genocide, such as bloated
corpses floating by in a river and machetes covered with dried blood. Be-
sides disclosing certain media logics, The Last Dog in Rwanda is mainly
concerned with the male fascination for violence, posing questions about
how this fascination is connected to the mechanisms underlying bullying
in general, which then, on an even more problematic level, is compared
and even equated to the genocidal violence. This visual equation is em-
bedded within the film narrative, but it is also reinforced by the interview
included on the DVD in which the director claims that the genocide was
not governed by hate, but by lust (Assur, 2006). Assur, who had previ-
ously worked as a news photographer for several years, specializing in war
zones such as Bosnia, Somalia, Serbia, and Rwanda (Kronbrink, 2006),

thelast doginrwanda —57



continued to repeat this notion as a mantra in several interviews in con-
nection with the film’s premiere at Gothenburg’s International Film
Festival in February 2006, stating that, “What separates serious acts of
violence committed in war from bullying in Sweden is only a question of
which legal and moral norms prevail at the moment”, even claiming to
have support for his ideas from “modern research on the subject”
(Unsigned, 2006. See also Forsell, 2006).

This pop-psychoanalytical attempt to explain the genocide, by creating
abridge between the recognizable and the unfamiliar, is in some ways note-
worthy although it is, once again, made from a very Eurocentric perspective.
In retrospect, it certainly seems to have been a winning concept among the
film’s financiers and film festival juries around the world. It is also the cul-
tural prestige achieved, rather than any pedagogical qualities, that turned
The Last Dog in Rwanda into a so-called educational film. Symptomatically,
The Last Dog in Rwanda is recommended in the film teaching guide on Shoor-
ings Dogs together with the archetype of Rwandan genocide films Hozel
Rwanda, thus further reinforcing its alleged educational value (Osterholm,
2006: 3). In addition, The Last Dog in Rwanda turns up on the short list of
recommended films, again coupled with Hotel Rwanda and the above men-
tioned TV documentary, in the only educational document on the Living
History Forum’s site that concerns the Rwandan genocide (The Living
History Forum, 2009c¢: 19). In other words, this is a clear example of how
audiovisual historical knowledge and information become canonized as
knowledge and information through what in reality is an evaluation of au-
diovisual art criteria, which then tend to supersede the film’s possible ped-
agogical shortcomings and historical inaccuracies, owing to the fact that it
has been singled out as a valuable film.

Some Conclusions

Teaching genocide through the use of films and film teaching guides can
be highly problematic, particularly when the films utilized are turned into
mediators of unchecked historical accuracy. This criticism should not be
attributed to the film productions themselves, as they are most often
commercial products with one central aim: to generate a profit at the box
office. For this reason, the films deploy a range of narrative and econom-
ic strategies that typically clash with the notion of historical accuracy on
several levels. It is also through such strategies that these films are able to
have a tremendous impact on the public’s historical consciousness, there-
by creating awareness and serving as a starting point for a wider discus-
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sion on the subject portrayed. However, the Swedish way - via its power-
ful oligarchy of media players SFT and SVT - of teaching genocide through
the use of film material is paradoxical in some respects, as SFI and SVT
shy away from the commercial aspects, in deference to the guiding prin-
ciple of valuable film, at the same time as they embrace some commercial
films on the basis of their subject matter. The selection of films does have
a nationalistic feature to it, as the term valuable films tends to be linked
to Swedish productions to a higher degree, as exemplified by The Last Dog
in Rwanda. But this is also a question of simple accessibility, as Sweden’s
production of genocide films only amounts to a mere permillage of the
total global production, out of which the vast majority are undoubtedly
commercial film and television productions. Consequently, instead of
criticizing the commercial structures of the film industry and its output,
the critique should be aimed at the institutions that preside over the pro-
duction of films and inadequate film teaching guides, because it is these
governmentally approved film teaching guides that in fact, in this con-
text, authorize the historical accuracy of the films in question.

Although most European film institutes or national agencies have
some sort of educational section, they do not have a governmental or-
ganization that deals solely with genocide as Sweden does, a fact that fur-
ther emphasizes the governmental influence behind this educational en-
terprise. What is more, if we compare SFI with the British Film Institute
(BFI), two significant differences can be distinguished that clarify just
how the Swedish impetus is somewhat askew. First, BFI does not have
the same sort of system of film teaching guides on specific and recom-
mended films or subjects. In this way, the canonization of historical-fac-
tual knowledge obtained from audiovisual imagery is opposed. Second,
BFT has a rather different focus on how to use film material in school ed-
ucation, as they primarily emphasize areas such as film history and how
film works as an art form (BFI, 2009). This in is stark contrast to SFI,
which primarily concerns itself with a film’s content and not how a sub-
ject is conveyed through style and narration.

There are some reasons for the situation in Sweden that are worth
pointing out. The government-issued curriculum for education at all levels
within the Swedish compulsory school system states that the implementa-
tion of independent reasoning among pupils is one of its most important
goals, not least in relation to media of all sorts. “Pupils shall train them-
selves to think critically, to examine facts and their relationships and the
consequences of different alternatives” (Skolverket, 2009: 5). This state-
ment confirms clearly that the didactic profile for SFI’s film teaching guides
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is outdated, especially when compared to current Anglo-American litera-
ture on film in school education (see, for example, Constanzo, 2004;
Gerster, 2006; Marcus, 2007). I believe that this outdatedness can be at-
tributed to some specific historical circumstances that have governed the
official, and sometimes public, attitude toward the film medium in Sweden.
Asin all other countries at the beginning of the twentieth century, perhaps
with the exception of the US, the official Swedish attitude was extremely
hostile toward the rapid expansion of the film medium. For instance, Swe-
den was the first country to officially inaugurate harsh governmental cen-
sorship of films in 1911. After World War I, European countries started to
regulate and support their own domestic film industry to protect it against
Hollywood, which literally took over the global film market. This was an
economic defense but also a cultural one, a stance against the so-called
Americanization of the world. In Sweden, however, such state intervention
did not occur until 1963, when SFI was established to produce, distribute
and exhibit valuable film, i.e. at the same time as European art cinema was
flourishing. What separates Sweden from other European countries is that
the connection between the commercial film industry and film as an art
form did not take place on an institutional level until 1963. Up until then,
the film medium was officially perceived as a commercial enterprise, thus
not as an art form on the same high level as the novel or the theatre. Con-
sequently, for the better part of 40 years, the film medium was seen as in-
significant in comparison with other art forms. The aftermath of this pre-
conceived notion still affects the public dialogue and the handling of film
in Sweden. Accordingly, the creation of a term such as valuable film should
in fact be understood as a defense against this lingering biased attitude, as
a sign of low cultural self-esteem. This is also one reason why a film like The
Last Dog in Rwanda can be hailed as a great film on genocide, and even be
transformed into an educational film, as this act in itself works to legitimate
the film medium in Sweden as a whole. In this specific situation, it is obvi-
ously difficult to criticize a film selected as valuable merely on the basis of
its subject matter, especially if that subject is genocide.
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endnotes

1 One explanation for this sorry reference list may be the fact that by 2005 only
one book, in the constantly growing body of literature on Rwandan genocide,
had been translated into Swedish, namely Linda Melvern’s A People Betrayed:
The Role of the West in Rwanda’s Genocide (2000), which was translated into Swed-
ish in 2003. To date, only two additional books have been translated: Philip
Gourevitch’s We Wish to Inform You That Tomorrow We Will be Killed with our Fam-
ilies (2000) and Jean Hatzfeld’s The Strategy of Antelopes: Rwanda after the Geno-
cide (2009), both in 2009.

2 Beside SFI and UR, The Last Dog in Rwanda was co-produced by the only verti-
cally integrated film company in Sweden, Swedish Film Industri (SF), and the
regional film centres, Film i Vist and Film i Visternorrland.
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Ann-Kristin Wallengren

John Ericsson: Victor of
Hampton Roads. Images of
Sweden in American History

john ericsson was an engineer and inventor born in simple circum-
stances in 1803 in the province of Virmland, Sweden. He displayed an
early interest in technique and machines, and as a young officer, he
worked with measuring and mapping the northern part of Sweden. In
1826, he moved to England where he worked with steam boiler construc-
tion and with what he became famous for: propellers. All these efforts
were not financially profitable though, and in 1839, Ericsson left for
America, partly because of the better opportunities to develop his work
there, and partly to escape his creditors and avoid being taken to court.
He stayed in the US for the rest of his life and among his many inven-
tions, he is most well known for constructing the ironclad warship Mon-
itor, used by the Union Navy in the battle of Hampton Roads during the
American Civil War. He died in his home in New York in 1889, and today
numerous memorials and monuments in both Sweden and USA honour
Ericsson (Goldkuhl, 1961).

In 1937, the Swedish Film Industry (Svensk Filmindustri), the most
influential production company in Sweden, produced the film Joh# Erics-
son — segraren vid Hampton Roads (John Ericsson: Victor of Hampton Roads,
Gustaf Edgren). Some argue that the film is one of the decade’s most
glorious tributes to Swedish genius (Qvist, 1995). Principally, it stages
the course of events surrounding the ironclad warship and the battle, and
connects Ericsson’s personal life to this event. The USS Monitor was
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vital in the combat against the ships and ironclad warships of the Con-
federate Navy, notably the USS Virginia, more widely known under its
earlier name, Merrimac, in the battle of Hampton Roads in March 1862.
In that way, the USS Monitor contributed to the final victory over slav-
ery. The battle of Hampton Roads was important for the Civil War: if the
Confederate warship Merrimac had succeeded in sailing up the Potomac
River, it would have threatened Union supremacy (Aberg, 1994).
According to some of Ericsson’s biographers, he actually became some-
thing of a US national hero, at least for a brief moment, and he was
celebrated in American papers. People with an inclination for commer-
cial earnings took the opportunity to make some money by producing
and selling Monitor cigars and Monitor hats; even a special dance was
composed named the Ericsson galop (Goldkuhl, 1961). The battle between
the Monitor and the Merrimac can probably be considered undecided,
but in the historical discourse, the Monitor has been put forward as the
winner. In the film, however, Ericsson is depicted as the winner of the
entire American Civil War.

The primary reason for producing the film was to celebrate the tercen-
tenary of the arrival of the first Swedish immigrants to Delaware (Qvist,
1995). Another was to meet the devastating critique against the Swedish
film culture, which the year before had been debated at the notorious
Concert Hall meeting in Stockholm (Qvist, 1995 ). However, of equal im-
portance was to produce a film that in terms of its morals, politics, ide-
ologies, and even its pedagogy adhered to the ideals of the Swedish wel-
fare state, which began developing during the 1930s. A fourth contribu-
tory reason was to produce a film that could unite the nation during a
period when weapons started to rattle around Europe, even if that may
not have been totally conscious or deliberate.

In all these motives for producing this specific film, Swedishness is at
stake, Swedishness is the centre around which all the different reasons re-
volve. Furthermore, the theme of Swedishness operates on different
levels: from the personal, to the regional and to the national. On the one
hand, it is about specific Swedish personal characteristics, but on the
other, it is also about what kind of Swedes and what kind of society the
new Swedish welfare state encouraged and aspired towards. The character
John Ericsson embodies all the reasons for the film’s production as well
as all these different aspects of Swedishness. One point of interest here is
how the film creates the ideal Swedishness as located, or born, in the spe-
cific Swedish region where Ericsson grew up, Virmland, as well as
connects this region to Sweden as a whole. That is to say, in the film, the
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abstract features of Swedishness are apprehended as promoted by the
materiality of place, but also fostered by Ericsson’s adolescence in poor
conditions. The film is a veritable marketplace for analyses of national
identity, but I will concentrate here on Swedishness in the growing wel-
fare state coupled with the notions of class, nation and modernity, and
whiteness. The film is thus not only a film about John Ericsson; above all,
he became a tool for asserting and narrating about these other things
that were important to the Swedish agenda in the 1930s.

In the discussion about the film, T use the concept “region” in relation
to different aspects that build upon one another. Basically, we have the
county of Virmland, the province where Ericsson grew up, as a provincial
region and part of Sweden. Sweden in its turn is a part of Europe; Sweden
is accordingly a European region. Finally, Europe can be considered a
region in the world, here particularly compared to the North American
region (Hjort and Petrie, 2007). The subchapters in the article adhere to
these different aspects of region, starting with the provincial region.
First, some words about the motives for making the film.

Why Make A Film about bohn Ericsson?

As Isee it, the film about John Ericsson was primarily a vehicle meant to
meet the ideological and political needs of the 1930s. However, the
explicit reasons for making the film did not have much to do with discus-
sions about the dawning Swedish welfare state, but these reasons were
nonetheless just as ideologically significant. As mentioned above, the
choice to make this film was a part of the celebration of the first Swedish
immigrants’ arrival in Delaware 300 years before. This is important as a
context for the advocating of Swedishness in the film. The Delaware
immigration movement was a colonial enterprise, and people were more
or less forced to go there. New Sweden, as the region in Delaware was
called, was actually used also as a convict settlement (Aberg, 1988), and
Queen Kristina, the reigning Swedish monarch, considered sending all
Swedish “vagrants” to Delaware (Nu, 1937).

The number of immigrants to Delaware is negligible compared to the
number of Swedish immigrants to America in the nineteenth century,
but it is clear that the Delaware immigration, officially sanctioned by the
state, is the only Swedish immigration to America that has been celebrat-
ed. This fact can perhaps be a question of class and power considering the
cinematic representation of the common immigrants. The later mass
exodus was a movement totally embraced by common people and even
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counteracted by the political and intellectual elite. The Delaware immi-
gration, on the other hand, was an invention of the authorities and con-
tinues up to this day to be acknowledged as the start of the emigration,
regardless of its authoritative and colonial overtones (Henricsson and
Lindblad, 1995). In Swedish narrative films contemporary with the film
about John Ericsson, the common emigrant, most often emanating from
the working class, is usually portrayed negatively and even as ridiculous,
and the films highlight the idea that the emigrant should have stayed in
Sweden. On the other hand, and in accordance with the power and class
ideology of the Delaware celebration, national pride accompanies the
genius and educated man who is successful in America.

Equally important as a production context and as a background for
the construction of Swedishness is the Concert Hall meeting, which was
a debate about the standard of the Swedish film in the 1930s. In this
debate, many critics maintained that the Swedish film culture was at its
lowest point ever. For example, one of the angriest critics argued that the
Swedish cinema crushed political efforts towards general education, and
suggested that films must turn to Swedish values and Swedish reality
(Bjorkman, 1937). The head of the production company Swedish Film
Industry answered that the company at that very moment was looking
into the possibilities of making a film about the engineer and inventor
John Ericsson. He asserted, like a premature epigone of film theorist
Siegfried Kracauer, that Sweden was one of the countries that could make
films that “were an expression of the Swedish spirit” (Frdgan blev med nej
besvarad, 1937). Following that debate, it is reasonable to talk about a
wave of Swedishness in the Swedish cinematic culture, a “neonationalism”
as one scholar put it, a wave that was arguably introduced by John Ericsson:
Victor of Hampton Roads (Qvist, 1995 ). For a Swedish film at that time, the
film about John Ericsson was also a very expensive and lavish produc-
tion.

Class and Region

The film is about and presupposes Ericsson’s origins in the lower classes,
and arguably, an important reason for this emphasis was the political and
ideological spirit at the time of the production. In the film, the issue of
class is connected to John Ericsson’s personal characteristics, and it is his
rather simple origins - in what is viewed as one of the most Swedish re-
gions in Sweden, the province of Virmland - that explain his personality.
The film repeatedly accentuates that he is a man of the people, and that
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he has always worked hard and purposefully. A short lecture about Erics-
son begins the film, pictures from his native region are shown, and the
rural nature and simple buildings become a kind of metaphor for Erics-
son the person. Class, geography and character become presuppositions
of each other. Likewise, it is stressed that regardless of the long time he
spent abroad, he remained spiritually connected to the region of his
childhood.

In his book about Swedish conceptions of the landscapes of Sweden,
historian of ideas Jakob Christensson writes that since the beginning of
the nineteenth century, two landscapes have been regarded as particu-
larly Swedish, and one of them is Virmland (Christensson, 2002). This
notion is maintained by several cultural manifestations, such as the nov-
el and the screen adaptation Gdsta Berlings saga (The Legend of Gista Berling,
1891 respectively 1924) by Selma Lagerlof, and the extremely widespread
song Virmlandsvisan (The Song of Virmland) written to a popular drama
in the 1820s and sung by the famous Swedish tenor Jussi Bjorling at the
end of the film.* Christensson actually writes about Joh#n Ericsson: Victor
of Hampton Roads, saying that Ericsson’s origin in this particular region
was probably essential in the decision to make the film, and he empha-
sizes that a Danish newspaper regarded the film as primarily tourist prop-
aganda (Christensson, 2002). Curiously, Victor Sjostrom, formerly an
international film director, who plays the leading role and the director
Gustaf Edgren both came from Virmland.

The depiction of Virmland as Ericsson’s origin geographically as well
as in terms of class is emphasized throughout the film’s soundtrack.
Sweden or Swedishness is characterized through Swedish folk songs,
whereas everything specifically connected with America is expressed
through more official and solemn music, such as marches and military
songs. This structural division is manifested already in the title music.
That is to say, the Swedish music in the film suggests the popular, the re-
gional and the individual and the American music the national, the official
and the collective. As we shall see, this stylistic and narrative device has
consequences and corresponds to the reception of the film in the respective
countries.

The idealized class origin and the characteristics connected to Erics-
son are further highlighted and accentuated through another character
in the film - Charlie Pettersson. He is from the same region as Ericsson
and a childhood friend of the inventor, but still a working-class man
employed as a sailor. He also embodies some supposed Swedish charac-
teristics such as honesty, uprightness, loyalty and dutifulness. Even the
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producers admitted in the cinema programme that the purpose of Char-
lie was to stress the popular aspects of Ericsson’s life.> Charlie plays the
accordion, he is a humorous counterpart to Ericsson and a member of the
crew on the Monitor, where he is vital to the victory over the Merrimac,
in that he, in opposition to the American officers, loads the canons with
as much gunpowder as Ericsson had prescribed. Thus, two Swedes win
the American Civil War, one engineer and one representative of the low-
er classes. This represents cooperation over class barriers, which was a re-
current theme in the films made at the dawn of the welfare state. In this
way, the political dimensions of the Swedish welfare state are reinforced,
a tendency further strengthened through Sigurd Wallén who plays the
role of Pettersson. Wallén repeatedly played characters with social demo-
cratic sentiments, and he represented a popular and down-to-earth type
of man. The fictional friendship between John Ericsson and Charlie
Pettersson reinforces the notion that Ericsson remained Swedish in his
heart and soul and that his personality did not change, regardless of the
fact that he spent almost his entire adult life in the US.

Engineering, Culture, and the Swedish Welfare State

If working class and personal characteristics are coupled with the provin-
cial region as discussed above, then engineering, culture and middle class
are coupled to Sweden as a European region, or Europe as a region in op-
position to the US. Being an engineer, and with the specific characteris-
tics attributed to him, the Ericsson character is very much a figure that
can be connected to the Swedish welfare state. Engineering as an occupa-
tion and the social engineering of the welfare state can be understood as
two sides of the same coin. Ericsson’s working-class background and the
personal characteristics attributed to him were strongly accentuated al-
ready when his remains was delivered to Sweden in 1890 (Rodell, 2004).
In Swedish newspapers of the late 1930s, terms like “an ordinary man”,
“purposefulness”, “hard work”, and “the self-made man” were used
abundantly to explain his success. These terms were connected to a Swed-
ish sentiment, but they can be regarded as a perfect definition of the con-
cept of the American dream as well. The newspapers discussed personal
characteristics in terms of self-sacrifice, rationality and a sense of the
practical, and reported that he regarded his work as a mission and proud-
ly did things his own way. These characteristics fit together with the
Swedish self-image as well as with characteristics that the Swedish cine-
ma often embraced. The aphorism “Swedish steel is hard to break” sum-
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Old Swedish friendship over class borders. Charlie Pettersson and bohn Ericsson.
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marizes the main elements mentioned above, an aphorism that Ericsson
himself uses in the film.

Thus, Ericsson came from a working-class background, but he worked
his way up to be a highly regarded engineer and inventor in America - a
successful personal story well suited to underpinning the ideologies of the
Swedish welfare state. As some scholars have argued, from the end of the
nineteenth century, the general view of engineers and inventors was that
they were symbolic representatives of a modern Sweden. In the 1930s, at
the beginning of the Swedish welfare state period, there was no longer any
need to make feature films about kings and royalty — the welfare state de-
manded other types of heroes (Rodell, 2004 ). Of course, royalties were still
represented in films, but they were no longer the heroes they used to be
(Qvist, 1995). The engineer became one of these new heroes, and many
films in the 1930s and 1940s depict an engineer as the saviour of and the
ideal man for Swedish society (Qvist, 1995; Furhammar, 1998). In a way,
Ericsson is ascribed a royal position and stature through, for example, Vic-
tor Sjostrom’s imposing interpretation of the character and through the
visuals that provide a framework for the introductory scenes from Erics-
son’s childhood and adolescence: pictures with flags, flowers and a well-
known presenter behaving and speaking with an official ethos.

Historian Thomas Kaiserfeld has argued that it is interesting that the
film John Ericsson: Victor of Hampton Roads puts forward the engineer as a
national symbol during these troubled political times (Kaiserfeld, 1991).
He writes that the engineer, as part of a collective myth, was playing the
role of the hero who had brought Sweden to its current position as an in-
dustrialized nation. This is probably true, but Kaiserfeld seems to forget
that Ericsson is a Swedish-American, and that he pursues his career
abroad, mostly in the United States. In the Swedish as well as in the over-
all European conception of the United States during the first decades of
the twentieth century, the US was the nation that fostered technological
progress and, somewhat in contrast to Europe, regarded technology as
the main feature of modernity (Alm, 2002). Despite the fact that a nation
like Sweden also used technology extensively in the development of the
modern state, the general opinion was that America’s love of technology
had meant the sacrificing of other values, such as culture and humanity.

Furthermore, the American valuation of engineering is often con-
nected solely to economic benefits, whereas Ericsson’s work as an inven-
tor, as depicted in the film, is connected to the aim of peace and equality.
In the film, John Ericsson as a Swede becomes a kind of amalgamation
between the European and the American, in that he is a brilliant inven-
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A presentation worthy of aking.

tor but uses his inventions in the interest of peace. America as a place be-
comes important in providing the opportunity to work with technology,
but Sweden as a European region becomes necessary for the narrative in
order to couple technology with humanity and idealism.

Perhaps in order to clarify that Sweden is a region that shares the cul-
tural aims of Europe, Swedish self-esteem is further developed through
the film’s depiction of other prominent Swedes in America. The Swedish
singer Jenny Lind, introduced in the United States as “The Swedish
Nightingale”, performed with great success in American concerts at the
beginning of the 1850s. She turns up in the film at a concert where she,
among other things, sings an old Swedish nursery rhyme that is supposed
to remind Ericsson (even though he is absent from the concert) of his
childhood in Sweden and more specifically in Langbanshyttan. For the
cinema audience, this song parallels the beginning of the film when the
same song accompanies images of a cradle holding the baby John Erics-
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son. Another Swedish singer heard in the film, as mentioned earlier, is
Jussi Bjorling, who had his international breakthrough in New York at
the Metropolitan in 1938 (Astrand, 1975). In accordance with the class
ideology discussed earlier, only distinguished men and women who have
had success in the United States are highlighted as representatives of
Sweden in an American context. In the cradle of the Swedish welfare
state, and in a film celebrating the early Swedish exodus to America, the
emphasis is rather surprisingly on the traditional and elitist bourgeoisie
and not on the classes that constituted the vast majority of the emigrants.
It is perhaps even more surprising that these ideas were put to the fore-
front during the social democratic regime.

Nevertheless, apart from this, the film is also about a European re-
gion’s relation to the US and the emphasis on technological and cultural
success in a country that, at the time of production, was regarded by some
as more or less culturally barbarian. The slight anachronism in using two
singers from different centuries, one diegetically placed and contempo-
rary with Ericsson and one contemporary with the cinema audience and
thus not part of the diegesis, only further accentuates the unbroken chain
of Swedish success. However, the songs that both Lind and Bjorling sing
are associated with Ericsson’s childhood in the County of Virmland in
Sweden and in that way, both these very famous singers become an-
chored to the regional.

Swedishness and Race

In this and other films, Swedishness, in terms of both explicit policies and
more vague characteristics, is constructed and understood as morally and
ethically superior to other nationalities and cultures. Although this is a film
about Ericsson’s life during the 1860s, Swedish traits are portrayed as time-
less and eternal, even if they are also in accordance with the policies of
Swedish society in the 1930s. One trait that is repeatedly attributed to
characters in Swedish films during this period is uprightness and a feeling
for justice. In one scene in the film, Ericsson publicly defends a slave that
is being beaten by his white master, and one of his closest friends is a high-
ly ranked military officer in the Confederate Army. This is another exam-
ple of the spirit of understanding and agreement that was typical of the
Swedish welfare state as well as typical of the film’s depiction of Ericsson
- he has friends over class borders as well as over ideological borders.
Ericsson is thus depicted as being against slavery and as fighting for
the Union. This was also the official Swedish position during the Civil
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War. Many Swedes also lived in the northern states and volunteered in
the Union Army (Aberg, 1994). The Swedish welfare state and the Social
Democratic Party have constantly tried to maintain this ideology -
Swedes as peace lovers and defenders of oppressed peoples. However, this
ideology has suffered from constant contradictions, above all concerning
race and ethnicity. This becomes obvious in the Swedish cinema culture,
which is intoxicated by xenophobia, and John Ericsson: Victor of Hampton
Roads does not differ a great deal from the ordinary Swedish film in this
respect. Even if the film in some scenes presents resistance against slav-
ery, this does not prevent it from articulating racist ideas.

During recent years, some scholars have argued that the ideology of
the Swedish welfare state can be connected with racism in some instances
(Emilsson, 2009: 191). The concept of whiteness is useful here. In the
racial conceptions in the film, the African-American characters are treat-
ed in a slightly patronizing way in that, even if they have the same posi-
tion as their Swedish or American counterpart, they are treated as some-
one inferior, as servants, and some generalizing jokes are made on their
behalf. Despite the fact that people of African origin have lived on the
North American continent far longer than Swedes have (with the excep-
tion of the rather few Delaware-Swedes), the Swedes are depicted as more
American than the African-Americans. For example, the African-Ameri-
cans speak with an accent and the Swedes do not. This could perhaps be
overlooked were it not for an Italian-American character, significantly
enough a theatre compere, who also speaks with an accent. Thus, Afri-
can-Americans and Italians have not been integrated into American so-
ciety as well as have the Swedes in the film’s ideological world. According
to historian David Roediger, Italians, not to mention Africans, were not
viewed by Americans as really being part of white America (Roediger,
2005). Swedes, Germans, and other northern Europeans, on the other
hand, were considered white. Italians and other southern Europeans
became white, that is, came to be regarded as worthy Americans, primarily
thanks to the labour movement, New Deal reforms, and a rise in home
buying. By portraying African-Americans and Italian-Americans in this
way, the film, which so demonstratively is a creation of and for the Swedish
welfare state, adheres to this American conception of whiteness. Swedish-
ness also embraces whiteness; a white helps another white to defeat
slavery. Through this emphasis on white supremacy, the film re-inscribes
itself into the Anglo-Saxon cultural region that was considered racially
superior, by the Americans as well as by the Swedes.
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The white as superior. Ericsson’s secretary and the messenger with hat in hand.

Back to the Native Soil

Ericsson spent a considerable part of his life outside Sweden, mostly in
the US, but he kept frequent contact with Sweden. For example, he often
participated in debates in Swedish newspapers (Goldkuhl, 1961). Curi-
ously, he often expressed his disapproval of the emigration to America;
he thought that one should not abandon Sweden. In many letters to his
relatives, he wrote about his love for his native country. Notably he wrote
a sentence that in the historical writings about Ericsson has become
widely spread and that is used in the film: “I prefer that my remains rest
under a heap of gravel in Swedish soil than under a marble monument in
this country (i.e. America)”.

Nevertheless, despite his view that one should not leave one’s native
country, Ericsson himself did leave and America became the refuge where
he could develop his technical inventions. Although in a way he was too
sophisticated a mind for Sweden, the film repeatedly expresses that he
suffered from homesickness and depicts him listening to the aforemen-
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tioned Swedish folk songs. He does not want to return to Sweden because,
as he says, he does not want to lose his native country as he remembers it
in his dreams. The discrepancy and collision between conceptions of the
old home country and modern Sweden in reality is also a rather common
theme in Swedish films about returning Swedish-Americans.

However, Ericsson’s Swedish traits remain, and throughout the film
his character is depicted as impregnated with Swedishness. He explicitly
states that his actions are influenced by Swedishness, and his sentiments
for Sweden become even more prominent towards the end of the film as
well as towards the end of his life. In the final sequence of the film, the
American branch of the Society of Virmland celebrates Ericsson with
singing and flags. It is in this sequence that Jussi Bjorling sings The Song of
Véirmland, although we do not see Bjorling in the picture. The scene gath-
ers the most important qualities in the film: the regional, the Swedish-
ness, the popular, and in a way Swedish superiority through a couple of
famous Swedes who represent technology and culture. To a person like
the cinematic John Ericsson, permeated with the Swedish ideals that
flourished in the 1930s and for decades to come, the national and region-
al location of one’s final resting place is essential. The imagined pictures
that flow through Ericsson’s mind seemingly inspired by the song connect
with the beginning of the film and the location of the origin of his Swed-
ish characteristics. Different pictures of nature in Virmland, a church,
simple houses and still lakes represent reminiscences in Ericsson’s mind
into which we gain insight. In the film, Virmland is a region associated
with life and emotions, whereas America is solely a place for work and
warfare. Especially the music in the film communicates these ideas, as
discussed above.

The cinematic narrative is surrounded by birth and death, and these
are in turn connected to the region of Virmland. In the song as well as in
the mind screen, the native soil is glorified, and the native soil is the
equivalent of life in Ericsson’s mind. The soil and the country become
antropomorphized — “The national soil is made human” (Medved, 2000:
83). The return of the corporal remains becomes a metaphor for a spir-
itual reunion, a motif quite common in films about the return of expatri-
ates of various nationalities (Rains, 2007).

Reception in Sweden and America

In the interpretation furnished above, I have explored how the cinemat-
ic narrative constructs Swedishness and Swedish traits as connected to
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Celebrating Ericsson with ° ags and Swedish songs.

and directly born out of the geographical place, here mostly the Swedish
region of Virmland. In addition, I have shown how the film deploys sev-
eral motifs connected to ideology and policies in the dawning welfare so-
ciety, and how the film places Sweden as a region in Europe and at the
same time depicts Swedes as well-reputed members of modern American
society, while still trying to uphold the specifically Swedish as an ideal
standard. All this is communicated through both style and narrative.
Now, in my interpretation I have taken for granted that Swedishness
is the obvious subject matter of the film. However, is this presumption
necessarily true? I will conclude with some remarks concerning the re-
ception of the film by critics in Sweden and the US. What is conspicuous
is that each country regarded the film as a homage to their respective na-
tion. Although the reception in both countries regards the film as a cel-
ebration of their respective nation, there are differences in the level of
appreciation. Just as Swedish music in the film suggests the popular, the
regional, the individual, and the American music suggests the national,
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the official and the collective, the critical writings emphasize the same in
their interpretation of the national significance of the film.

The Swedish critics emphasized the Swedishness and the typical na-
tional characteristics: honesty, hardiness, stubbornness, practicality, ide-
alism, dauntlessness and true kind-heartedness. Besides the usual discus-
sion concerning the advantages or disadvantages of the achievements of
the actors, the critics repeatedly return to assertions about the Swedish-
ness of the film and the genuine Swedish quality. Although some critics
rightfully consider the film too chauvinistic in its assertion that the bat-
tle was decisive for the American Civil War, this is considered less impor-
tant in light of how the film manages to accentuate the national. The
Swedish-American press emphasizes in its advertisement that Ericsson
originated from Virmland, that the film is about the “assiduous, self-sac-
rificing and unpretentious creator of the Monitor”, otherwise they write
mostly about Victor Sjostrém and his career. To sum up, Swedish critics,
and perhaps the Swedish audience, primarily noticed and appreciated the
film’s depiction of Swedish characteristics, feelings, region and nation, all
elements intertwined with one another. In my view, the music contrib-
uted greatly to this reading of the film.

The American critics, on the other hand, regarded the film as an Amer-
ican drama, and as the first American drama to be produced in Europe. By
no means is the film interpreted as Swedish, and if the Swedish critics con-
sidered the film to be a tribute to Sweden, the Americans conceived of it as
a tribute to America. In the marketing of the film in the United States as
well as in the critical writings, it was stressed that it was the first film pro-
duced by one country as a goodwill gesture towards another country. Many
critics also described the film as well made. Even if the language was Swed-
ish, the Americans considered it an American film in many respects and
often the film is entitled The Great John Ericsson. The idea that the film’s
mission was a gesture of good will on the tercentenary celebration was not
pure invention. In order to make this clear, and probably also to clarify this
to the unaware American public, the film seems to have been produced in
two versions. The Swedish diplomat, Count Folke Bernadotte, introduces
the American version, tells about the jubilee, and then greets the American
people (advertisement about the film in Time no. 38).

Obviously, the American critics regarded the film as American because
of its treatment of American history, and this part of the history was of
course very decisive for the development of the American nation. Some
very prominent Americans are characters in the film, for example Abraham
Lincoln and several naval officers. Corresponding to the Swedishness of the
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American history. Ericsson demonstrates the Monitor to sceptical American naval of' cers.

film and its emphasis on the region and connected significations as dis-
cussed above, the US was in contrast represented as official, national and
collective, and the music both expresses and constructs this interpretation.

In most cases, the American critics wrote positively about the film. As
an example, the New York Times wrote that as far as they knew, this was
the first foreign film to deal with American history (New York Times,
1938). With refreshing self-depriciation, the critic wrote that the Ameri-
can public is so used to American films depicting the history of other na-
tions, that it is “a blessed shock to find ourselves on the receiving end for
once.” (New York Times, 1938). The paper also wrote ironically about the
idea that two Swedes were responsible for the total victory of the Union
in the Civil War, but so did Swedish critics. All American critics found it
peculiar that the characters are speaking Swedish - obviously, the film
was perceived as so American that the Swedish language seemed discord-
ant. One critic expressed the opposite opinion; the Los Angeles Evening
News wrote that the film was so good “that it hardly seems incongruous
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to see an American drama enacted by Europeans in a foreign tongue”
(Evening News, 1938). The New York Times also found the film technically
up to Hollywood standards, and that the players were first rate. The writ-
er of the article had a very positive attitude towards the good-will gesture
and meant that this was far more important than discussions about who
won the war. Not all critics were that overwhelmingly positive though.
William Boehnel of The New York World Telegram was less positive and
generous. He found the film so “appallingly inefficient, at times ludi-
crous, the pictures naiveté is so pronounced” that he doubted the produc-
ers were serious (New York World Telegram, no date).

John Ericsson: Victor of Hampton Roads was a Swedish nationalistic film
about the Swede, or the Swedes, who wins the American Civil War through
Swedish qualities and the Swedish talent for invention. I am quite con-
vinced that, to Swedish viewers at the time, this would be very clear, just
as itis very clear in my interpretation that this is a national chauvinist film
that served the Swedish politics and ideology of the time. However, the
Swedishness and the national and regional aesthetics that for us seems so
conspicuous were hardly perceptible to the Americans. The images of Swe-
den and the Swedish imagery in this film seem to be merely a Swedish con-
ception. On the other hand, in the American conception, this is a film
about American images and American imagery. You can find both aspect
in the film, depending on your perspective. Perhaps the national identity
and national characteristics are located only in the mind of the beholder.
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endnotes

1 According to Wikipedia http://sv.wikipedia.org/wiki/Ack V%C3%A4rmeland,
_du_sk%C3%B6na (20090818), this song is more likely to be known in English
speaking countries as Dear Old Stockholm through among others Stan Getz and
John Coltrane, who have paraphrased it extensively.

2 Actually, Charlie Pettersson is a real figure although not a friend of Ericsson.
He worked on the Monitor and loaded the canons with double portions of gun-
powder, exactly as in the film. See Aberg, 1994.
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Anders Marklund

Beyond Swedish Borders:
On Foreign Places in Swedish
Films 1980-2010

most of the time, Swedish films are firmly located in Sweden, both in
the sense that they have Swedish audiences, and that their stories are set
in Sweden. This is quite normal — and perhaps also rather natural - for a
minor national cinema such as that found in Sweden. There are, however,
a number of occasions where filmmakers find it useful to locate parts of
the story beyond Swedish borders. Sometimes these foreign locations are
rather close, in neighbouring Scandinavian countries, and sometimes they
are quite far away. One may wonder what filmmakers are adding to a film
when they go to the extra trouble of shooting scenes abroad, and what
meanings these scenes may offer viewers. What purposes may the inclu-
sion of foreign places in a film serve? And what places are selected to
achieve this in such a way that it becomes as clear as possible to viewers?

Shaun Moores has discussed the experience of watching television in
terms of “going places” - at least imaginatively - and goes on to suggest
that if “broadcasting is able to ‘transport’ viewers and listeners to previ-
ously distant or unknown sites [...] we need to specify the kind of ‘jour-
neys’ that are made” (Moores, 1993: 365-366). Such imagined travels and
their different functions within Swedish film are what will be studied here.
The main task will be to point out how different themes and storylines are
developed in relation to journeys outside of Sweden, and how different for-
eign places are used in relation to different modes or genres. In short, what
kind of imaginary travel guide or atlas do these films offer viewers?
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A fairly limited set of films will be used in order to make the study co-
herent: Swedish films made between 1980 and 2010, with a fairly wide
theatrical distribution in Sweden, taking place in contemporary society
and including scenes set abroad.?

Returning Home from the Big World

Several successful Swedish films use provincial towns to achieve a sense
of contrast - between the backwardness of the small town and the mod-
ern life of the big city, or between a peaceful, sound community life in
the countryside and a swirling, but perhaps isolated, postmodern glo-
balized life. Such contrasts can be efficiently communicated with simple
means, using dialogue, as in Fucking Amal (Show Me Love, Lukas Mood-
ysson, 1998), where the main character Elin finds that her hometown
Amil is lacking in comparison with Stockholm, or using different places
within Sweden, as in Masjavlar (Dalecarlians, Maria Blom, 2004 ). How-
ever, on a few occasions the big world is not big enough in Sweden, and
filmmakers create contrasts by placing parts of the action in other coun-
tries.

Sd som i himmelen (As It Is in Heaven, Kay Pollak, 2004), one of the most
successful Swedish films of the past decades, is firmly placed on Swedish
soil. The film explores how the inhabitants of the small fictional village
Ljusiker, somewhere in northern Sweden, grow as individuals and turn
into a caring community with the help of Daniel Daréus, a world-famous
conductor who has decided to settle down there. Although most of the
film takes place in this village, the plot both begins and ends in other
countries. The first sequences establish the life and lifestyle of Daniel,
showing how demanding and successful he is as a conductor, and how
busy he is. After a concert in a rainy city somewhere in Europe, he sits
exhausted in a taxi. His manager fails to cheer him up:

- We’re on the top now, Daniel!

- I wasn’t satisfied in Berlin. ..

- You’re fully booked for the next eight years.

- Do you mean that you know what I will do in eight years?
- Yes, Philadelphia.

Daniel despairs, feeling trapped in an exhausting life that doesn’t offer
him anything of any real value. During the next concert, in Milan, he

collapses from a heart attack, his heart being “completely worn out”. The
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Through a glass darkly: transitory views of people and places.

following images show Daniel travelling through a winter landscape in
northern Sweden and his voice-over contemplates his situation: “For the
first time in my life, my calendar was completely empty” and ”I don’t
know why I returned to the village of my childhood.” Indeed, it is a bit dif-
ficult to understand what he is expecting - he is not returning to any per-
son he knows or remembers, any specific place he wants to visit, and his
childhood memories seem quite dark. However, it is easy to understand
the contrasts the director wants to establish with this introduction; the
successful, but far too busy, dissatisfied and geographically promiscuous
life Daniel has led will be contrasted with inner growth and peace and a
potentially sound community life in his childhood village (Heller, 1995).

The major part of the film tells the story of Daniel slowly fulfilling his
dream of creating music that can open people’s hearts. During this proc-
ess, he himself is also changing, realizing that there are simpler and more
valuable joys in life than receiving standing ovations after concerts
conducted in the most important temples of music. When his manager,
towards the end of the film, asks him how he could fulfil his dream with
the people of this small village, Daniel replies, with surprise, “They love
me. And I love them.” Such a feeling of love or sense of belonging, one

beyond swedish borders -83



should conclude, wasn’t really possible in his earlier life when he was a
postmodern traveller in the big world.

Perhaps the film could have remained within this village and this life
until the end, but it seems that Pollak couldn’t find a satisfactory way to
close the story there. Instead, Daniel and the church choir he leads go to
Salzburg (Austria) in order to participate in a music festival. For Daniel,
the journey is a return to the world of big concerts and cities he once be-
longed to, a world he now only temporarily and reluctantly agrees to vis-
it. He is afraid of this world and happy with his modest life in the Swed-
ish province. However, Pollak denies him this life. Daniel dies in Salz-
burg, before he can make it to the choir’s concert. The final images of the
film show Daniel dying — with a smile on his face - on a bathroom floor
in the concert building, followed by images of a field of ripe barley, where
Daniel has returned to his childhood and is searching for himself as a
young boy. In the final moments of his life, Daniel finds this past version
of himself and embraces him, finally able to return to what was lost to
him for so many years.

For the choir, the journey to Austria will be the final proof of the
strength of their restored community - a strength that seems able to take
them anywhere. Pollak even suggests a greater community of open-
minded persons: During the choir’s performance and under a visually
prominent banner, “Let the People Sing”, everyone in the concert hall is
united in a spontaneous unison song.

Such an ending, with a restored community and a nostalgic return to
an irretrievable past, seems suitable for this highly melodramatic film,
and in line with Linda Williams’ discussion of a return to a “space of in-
nocence”:

Melodrama begins, and wants to end, in a space of innocence. [ ... ] Gardens
and rural homes are the stereotypical locuses of such innocence. The narra-
tive proper usually begins when the villain intrudes upon the idyll. The nar-
rative ends happily if the protagonists can, in some way, return to this space
of innocence, unhappily if they do not. Often the ideal space of innocence
is posited in American stage melodrama as the rural ‘Old Kentucky’ home
- the maternal place of origin. This quest, not for the new but for the old
space of innocence, is the fundamental reason for melodrama’s profound

conservatism. (Williams, 1998: 65)

This applies not only to AsIt Isin Heaven, but to Anglagdrd (House of Angels,
Colin Nutley, 1992), another of the most successful films in Sweden. Here

84 —andersmarklund



it is Fanny and her friend Zac who return to House of Angels, the ‘Old
Kentucky” home, a farm she inherits in a small village she has never seen,
but where her mother grew up and her grandfather lived until he died. As
in As It Is in Heaven, a contrasting modern, international, big city life is
shown in the very first image, and later suggested in dialogue. Although
Nutley is much more nuanced than Pollak, there is a clear dialectic between
the potentially villainous urban postmodern life and the potentially good
space of innocence located in the Swedish countryside. It is interesting to
note that both films are unable to end the story with the protagonists
living in this traditional world: Daniel dies, and House of Angels closes with
Fanny and Zac returning to their life in the cities of Europe. However,
Fanny and Zac leave with a promise to return to the village, and her roots,
next summer: A final oscillation between nostalgia for continuity and de-
sire for a successful life in the modern globalized world, clearly appreci-
ated and very likely shared by contemporary audiences.

Finding Family

Compared with Daniel’s journey in As It Is in Heaven and Fanny’s in House
of Angels, most films studied here describe an opposite trajectory, with a
beginning somewhere in Sweden, an outward journey and a return home.
These journeys, and the experiences they offer audiences, may be quite
diverse. Here, two films will be discussed where characters leave their
Swedish homes in order to look for family in other countries.

In Anglagird — andra sommaren (House of Angels — The Second Summer,
Colin Nutley, 1994), the sequel to House of Angels, Fanny convinces the
two elderly brothers Gottfrid and Ivar that they should travel to Sven, a
third brother whose existence they didn’t know about earlier. Sven lives
in New York City in a luxurious flat on Park Avenue, and this is where
most of the second half of the film is set.

The sequences in New York serve a few narrative functions, which are
emphasized in this foreign setting. Fanny and Zak fight and eventually
break up, leaving each of them without a firm place to stand. Also, and
more importantly, after having enjoyed meeting his new-found brother,
Gottfrid suffers a heart attack and dies. Although his death is sad, the film
suggests that for Gottfrid, it came at a point when his life was complete.
Just like Daniel in Sd som himmelen, death reaches him far away from his
home, when he is happy, and when he feels that he has accomplished
something valuable. In both films, establishing contacts between provin-
cial persons and the big world is seen as valuable.
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Overcoming differences. Helping the country cousin practising local
culture — attempting to hail aNY cab.

Before these events, however, much of the time in New York is used
for comedy, adding to the emotional range of the film. The comedy is
based on the neatly constructed and emphasized differences between the
brothers, differences that have less to do with culture and personality,
than with class, lifestyle and the fact that the Swedish brothers are inex-
perienced travellers. Indeed, they seem to have remained within walking
distance from their home and village throughout their lives. They are
overwhelmed by the skyscrapers, the Statue of Liberty, and they wonder
about the watery American coffee and taste of peanut butter. To Gottfrid
and Ivar, Sven’s world is exotic. The only references they have to a world
like this are what they have seen on TV: “We’ve seen it [the Statue of
Liberty] lots of times on TV” and “What we have seen on TV is nothing
compared to this”, they say. Viewers will be familiar with this feeling, but
still smile with amusement at the two sweet brothers and their all too ob-
vious inexperience with a world like this. Viewers will also be able to un-
derstand them as open-minded persons, who are willing to expand their
horizons beyond the village and the television, who are interested in
meeting new persons, places, cultures and ways of living. This open-
mindedness is important, as it bridges gaps between the small village and
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the big city, between traditional and modern lifestyles, and between gen-
erations. To viewers who are more like Fanny and Zak and who no long-
er have that much contact with their roots, this should be comforting. It
seems that the film is less about Gottfrid and Ivar’s journey to New York
to meet their brother than about providing viewers with ideal elderly fa-
thers — or grandfathers — firmly and happily placed within the innocent
space of tradition and a family’s geographical past, but at the same time
interested in and open-minded towards the life of younger generations,
living in a more modern world (Marklund, 1999).

Another film with a similar trajectory and motif is T'satsiki, morsan och
polisen (Tsatsiki, the mom and the policeman, Ella Lemhagen, 1999). The
film, which seeks to go slightly beyond superficial images of foreign coun-
tries, revolves around the young school-boy Tsatsiki, who lives with his
single mother in a Stockholm suburb. More than anything else, Tsatsiki
wants to go to Greece and meet his father, whom he has never met, a
Greek fisherman his mother fell in love with during a vacation.

Just like the elderly brothers in House of Angels — The Second Summer,
Tsatsiki is leaving his home and everyday life - certainly a decent life, but
perhaps a bit uneventful - in order to finally get to know a family member
he has never met. In the case of Gottfrid and Ivar, we never know what
expectations they had - only that they were overwhelmed once they
arrived in America. With Tsatsiki it is different. His optimistic dreams
are clearly foregrounded: He has his snorkelling equipment and postcard
images of Greece hanging on the wall, next to an aquarium with colour-
ful fishes and a picture of his father, a young man smiling happily at the
camera (and Tsatsiki’s mother) with a spear and a freshly caught octopus
in his hands. Before going to bed Tsatsiki puts on his mask, touches the
picture and says: ”I hope I get to see you soon. Good night, dad!” It is
rather clear that the person, the place and the roots that Tsatsiki imag-
ines, longs for, and wants to know more about, are idealized. He is not
prepared for reality. When Tsatsiki and his mother eventually come to
Greece and get their first distant view of Tsatsiki’s father, they are both
shocked and hide before he can see them; Tsatsiki’s father looks more like
arugged beggar than the smiling young man in the picture. Still, Tsatsiki’s
wish to connect with his father is stronger than the first disappointment,
and he understands that only by meeting his father will he be able to see
beyond optimistic imaginations and a hasty first impression. Tsatsiki
observes his father working, approaches him cautiously, and soon enough
the two have become friends. Like in House of Angels — The Second Summer,
differences and uncertainty have been overcome.
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Imagining and reaching for a father and a foreign culture.

When it is time for their departure, Tsatsiki’s father has brought him
a spear that he wants him to keep as a memory and to practice fishing
with. Tsatsiki declines, suggesting that he would rather return to Greece
and use it there together with his father. Both seem happy about their
developing father-son relationship. Tsatsiki thus refuses a tourist ap-
proach - removing objects from the place where they belong, and turning
something useful into a souvenir - and instead he aims for a longer and
more profound relationship with the foreign culture and his unknown
father.

This attitude of Tsatsiki and the brothers of House of Angels — The Second
Summer and the attempt to integrate cultures are clearly different from
the majority of Swedish films of any genre taking place abroad.? In fact,
both films show that family (brothers, fathers) may exist in foreign plac-
es, and that this allows a different relationship to these places than just
being an outsider. Their willingness to reach for this unknown family in
foreign places presents Tsatsiki, Ivar and Gottfrid as models for everyone
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wishing to understand cultures from another perspective than that of the
tourist, and to appreciate differences between persons in our own society.

Migrant BExperiences

Most Swedish films focus on characters from Sweden, and it is rare to
show journeys, or indeed any experiences, of non-Swedish characters.
However, growing awareness of the relevance of the world surrounding
Sweden - partly due to changing migration patterns with, for example,
war refugees and a globalized labour market - has been accompanied by
a few films about migrant experiences. This is the case in Lilja 4-ever
(Lilya 4-ever,Lukas Moodysson, 2002) and Zozo (Zozo, Josef Fares, 2005),
two films that offered audiences rather dark viewing experiences, but
that nevertheless managed to attract surprisingly large audiences. Lilya
4-ever is about Lilya, a teenage girl who leaves her desperate life in the
former Soviet Union only to find herself in an even worse situation as a
sex slave in Malmo (Sweden). Eventually she commits suicide by jump-
ing off a bridge. Zozo is about a young Lebanese boy, Zozo, who loses his
family in the war in Beirut, but manages to reach his grandparents who
are living in a small Swedish town. The films point to harsh living condi-
tions in today’s world, and to the difficulties our globalized world has yet
to solve in a satisfactory way.

Both films begin their stories with the destruction of a safe home and
family. Ewa Mazierska and Laura Rascaroli have pointed to the impor-
tance of home in “narratives of migration, in which the journey is often
set in motion precisely by a utopian desire for a new home, and is fre-
quently marked by the sense of irreparable loss of the former home”
(Mazierska and Rascaroli, 2006: 147). This search for a better life and a
utopian home is common to both films, as are Lilya’s and Zozo’s lingering
memories of what they had before they left.3 In a less general way, how-
ever, the films are quite different.

Fares partly based Zozo on his own experiences of life and the war in
Beirut, and on his coming to Sweden as a boy in his early teens. The first
half of the film takes place in Lebanon. Early sequences trace the daily
life of Zozo and his family as they are preparing to leave the country and
join Zozo’s grandparents in Sweden. Scenes from Zozo’s school, from the
streets and from the family’s flat are often mildly comical, before out-
bursts of gunfire and explosions disrupt the mood and every possibility
of a decent life. The destruction becomes painfully clear when Zozo’s
home is suddenly hit by a grenade that kills his family, and when Zozo
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Mergin realities. Memories of war invading a Swedish schoolyard.

has to find his way out of the war-scarred city and country. The second
half of the film takes place in a small town in Sweden, the utopian peace-
ful country far away that his grandfather has told him about in taped
messages. Although Zozo lives with his grandparents, and they take good
care of him, he struggles with the memories of his lost family - in partic-
ular of his mother - and has troubles in his new Swedish school.

In an important scene at the very end of the film, Fares merges Zozo’s
past and present experiences. In this scene, Zozo and his Swedish friend
Leo are bullied by some older boys in the school yard. Zozo defends Leo
and a fight begins, which is followed by a surreal grenade attack of the
schoolyard, with explosions, pupils panicking and, later, by Zozo’s moth-
er walking up to him, comforting him, and by his family waving to him
from a distance. Here Fares inserts a foreign reality into a Swedish con-
text, which allows him to illustrate the memories so important to Zozo’s
identity, and to offer (Swedish) viewers a visually striking way to under-
stand a conflict such as that in Lebanon, and refugees’ struggles to deal
with past traumas (and with a new culture). After this first version of the
scene — with violence, explosions and Zozo’s family — Fares continues
with another version, one in which Zozo decides to walk away with his
friend, instead of fighting with the provoking boys. Fares lets the young
boy make a decision that suggests that he is ready to move on with his life
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in a direction that he himself can control, and that Zozo is able to break
with the patterns of violence he knows both from Lebanon and Sweden.
Fares thus places a great deal of responsibility on the individual - and
here indeed a very young one - and optimistically suggests that individ-
ual strength and wisdom may be the foundation of a more peaceful
world.

Although her situation is not as life-threatening as Zozo’s, and her
home is not attacked by grenades, Lilya’s life in the former Soviet Union
in Lilya 4-ever is certainly not much better. In the beginning, Lilya is
hopefully looking forward to going to the US with her mother, but when
her mother leaves without her, and lets Lilya fend for herself, Lilya’s life
and prospects appear as miserable as the decaying area she lives in. She is
thrown out of her run-down flat by a relative, has no money and hardly
anything to eat, and her best comfort is to inhale solvents together with
Volodja, a young boy in a similar situation. Moodysson offers no images
providing hope or comfort.

When Lilya meets Andrey she falls quickly in love, and happily believes
his promises of a better life together with him in Sweden. As Mazierska
and Rascaroli point out in a discussion on Lilya 4-ever and the British film
Last Resort (Pawel Pawlikowski, 2000), this gives Lilya a further motif -
apart from survival and finding a better life - to leave her home: “Although
economic reasons certainly came into Tanya [Last Resort] and Lilya’s trips
(the Western fiancées’ perceived wealth must have played its part in the
process of falling in love), the trips in these films are romantic quests, which
is usually seen as a privilege of the prosperous Westerners” (Mazierska and
Rascaroli, 2006: 146). The romantic quest serves both to explain Lilya’s
decision to leave her friend Volodja, and to make her destiny in Sweden ap-
pear even crueller, if this is possible. It soon becomes clear that Andrey
never intended to join her in Sweden. Instead, Lilya is taken to a poorly
equipped flat. She initially tries to arrange it as best she can - tidying it, and
unpacking the only memory she brought from her home: a framed picture
of an angel. Her attempt is in line with what David Morley discusses
regarding migrants, namely that “the house comes to function particularly
strongly as a sanctuary and nucleus of identity” (Morley, 2000: 51). Lilya,
however, will never be able to transform her flat into a home and a place
of relief. It soon turns out to be a prison where her body is sold to punters.
Lilya will be confined to this space, as a traveller “almost detached from an
outside reality” (Mazierska and Rascaroli, 2006: 147-148) — a traveller,
whose journey will never take her to the place she desired.

Both Lilya 4-ever and Zozo make migrant problems visible, but in rath-
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er different ways. Moodysson’s film has Sweden fail as a Utopia — Sweden
offers no more possibilities than the ruined home Lilya left — and formu-
lates a critique of society that viewers will have to respond to. Compared
with this bleak outlook, Fares’ film, although certainly not presenting
Sweden as a place without problems, offers its audience a rather comfort-
ing feeling that the problems that do exist might be solved. In both films,
a young person is left on his/her own, without significant help from any
institution representing a modern welfare state or a transnational organ-
ization such as the United Nations. Zozo’s ability to handle his difficult
experiences accounts for the optimism that the film contains, an opti-
mism that makes the film less disturbing to watch, but that also make
viewers less aware of the need to act. Lilya, on the other hand, is a girl,
older, and unable to survive in the world today, and there are no images
or actions that can offer lasting comfort.# Although different, both films
use foreign settings, and experiences related to them, to present signifi-
cant insights with great empathy.

Comical Visits to Other Countries

A journey does not only mean reaching new places. It also means leaving
one’s home, daily life and social situation, it means leaving places where
one, to some degree, feels belonging, compassion, and where one can
make a contribution. It means leaving well-known values, identities and
ideologies. Moving a character away from all this and into a new, foreign
setting is important in films of all genres. However, it may be used to
other ends than those discussed thus far.

There are a number of films in which the uprooting of a character is
used for comic effect. House of Angels — The Second Summer certainly
touched on this, but it is especially typical of the films in the “Package
Tour” cycle, a series of films created by Lasse Aberg and Bo Jonsson,
which are among the most popular films ever in Sweden. The different
journeys in the cycle are well aligned with trends in Swedes’ vacation
habits and, more generally, with a desire to safely experience what lies
beyond one’s daily life. Indeed, Sallskapsresan (The Package Tour, Lasse
Aberg & Peter Hald, 1980), the first film in the series, fittingly begins
with the credo that “Swedes don’t travel to something, they travel away
from something” - here referring mainly to the cold Swedish climate.
The second film of the cycle, Sallskapsresan IT — Snowroller (Charter Trip 2,
Lasse Aberg, 1985), may serve to exemplify a few characteristic traits. A
group of Swedes travel together, here on a skiing trip to the Austrian
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Alps, a destination that had become a very popular place for vacation at
this time. The narrative is quite unfocused; the characters meet and in-
teract in a number of situations typical of ski resorts. There are some as-
piring romances, and the film ends with a wedding. Characters have no
particular goals or projects - they are, after all, on vacation - and instead
the plot consists of a series of episodes, gags and motifs related to the
characters and to the particular setting. A final, and quite important char-
acteristic of these films is that, although they take place in countries oth-
er than Sweden, the characters are never meant to get involved in foreign
cultures and societies. Indeed, there are rather few occasions when Swed-
ish characters show any interest in, or interact with, the local culture and
people. The function of journeys in these films is to move a group of
Swedish characters from places where they belong, isolate them in a
foreign place, and observe their interactions.

Many locations used in these films are closely related to Marc Augé’s
notion of non-places, i.e. places that only loosely are part of local tradi-
tions, norms and practices, and that therefore could be said to relate as
much - or as little - to the travellers as to the locals (Augé, 1995). This
un-rooted, fairly neutral ground may explain the sketchy depiction of
local culture. In Charter Trip 2, the brief glimpses of traditional culture
that can be sensed beyond non-places like the hotels and the lifts are lim-
ited to comical situations such as when an old woman, who apparently
lives on the top of the ski run, puts on her slalom skis and speeds away to
buy Apfelstrudel from the local bakery. Her effortless movements seem
to imply that this is part of her culture (or even nature). As a contrast, the
Swedish protagonist who watches her is strikingly misplaced in this
setting, and especially on a pair of skis. Obviously, the purpose here - or
elsewhere in these films - is not to offer an accurate depiction of local
culture, but to use stereotypes and prejudices to create contrasts, aston-
ishment and, as here, situations with a comical dimension.

Important in these films, as in House of Angels — The Second Summer, is
that several characters are rather inexperienced travellers, and perhaps
somewhat slow or naive. They make mistakes and misunderstand people
and situations. The humour this leads to relies on audiences aware of
basic cultural differences and therefore able to recognize situations and
problems, and to feel that they would never really make similar mistakes.
These viewers are able to observe the inexperienced travellers from an
enlightened and indulgent position, and they may enjoy feeling worldly
and distinguish themselves from other ”tourists”.

Someone who certainly considers himself worldly is Morgan Pélsson
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who, together with Robert Flycht, is the protagonist in Morgan Pdilsson -
Virldsreporter (Morgan Pdlsson — World Reporter, Fredrik Boklund, 2008).
Here, the film will serve to illustrate the geography of Swedish know-
ledge (or lack of knowledge) of foreign places, as seen in prejudices, ster-
eotypes and out-group jokes.

Morgan is a foreign correspondent for SVT, the Swedish public serv-
ice broadcaster, and Robert is his cameraman. The film begins by placing
Morgan and Robert in Klaipeda (Lithuania), in a brief sequence showing
a navy vessel arriving with some officials. It is a grey, cold place and, ac-
cording to Morgan, of no interest or importance. The sequence introduc-
es Morgan’s incompetence and his goal to become SVT:s correspondent
in Washington, a more prestigious place to a journalist than Lithuania.
Instead of getting that assignment, however, they are sent to the fiction-
al Middle-Eastern country of Matobo, where the largest part of the story
takes place. Here, there is a military coup d’érat, supported by an Afghani-
stan terrorist group that wants to get access to an abandoned weapons
depot and send bombs to major Western cities.

Both places are chosen and depicted in a stereotypical way, according
to the needs of the plot and the perceived distance from Swedish audi-
ences. The filmmakers have commented that they wanted to tell a story
about the two journalists and SVT, but felt that they “also needed this
outside world, with terrorists, Matobo, the election and all of that”
(Morgan Pdlsson: Virldsreporter, 2008). Regarding Lithuania this location
was chosen “in order not to be in Sweden. Because we wanted them to be
in a foreign correspondent situation. But what was, then, the closest rea-
sonable place for Morgan Pélsson? Therefore we chose a Baltic state, in
order to create contrasts” (Morgan Pdlsson: Virldsreporter, 2008). The
filmmakers’ idea to choose places at the right distance within audience
awareness, and the usage of these places, is in line with Zygmunt Bau-
man’s argument regarding the “far away”, as summarized and quoted by
David Morley:

The far away, by contrast, often connotes a space of anxiety and hesitation,
in so far as it is a world where ‘things happen which one cannot anticipate
or comprehend and would not know how to react to once they occurred: a
space containing things one knows little about, from which one does not
expect much, and regarding which one does not feel obliged to care.” As
Bauman argues, as a result of the typical mode of the representation of these
distant others to us via the mass media, the people of this faraway world are

often closely associated with a world of trouble - of social and natural dis-
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Immersed in another culture? Swedes failing to understand and communicate
in aforeign country.

asters, murders, epidemics and the breakdown of social order. (Morley,
2000: 183)

Indeed, the world of Matobo is based on this kind of general negative as-
sociation; a desert landscape to be filled with stereotypes and prejudices,
such as suicide bombers, a fake crucifixion, a coup d’étar and terrorists. In
a characteristic scene, Morgan, Robert and their guide get lost in the
desert when they are looking for terrorists. They are stopped by armed
robbers, and when Morgan interferes with Robert’s negotiations, they
are left to die in the desert. Just as in Charter Trip 2, and other comedies
of this kind, the interaction is quite unnatural and superficial, and noth-
ing much is communicated about local practices or identities.s

The film’s coda takes place in New York, and this is the only foreign
place the film gives a reasonable representation of. Robert is signing a
book he has written, he meets Morgan and the film ends with them walk-
ing away together in a non-emblematic, non-tourist setting. Here, for the
first time in the film, they appear to be at ease, as if they finally reached
a place where they belonged. New York, it seems, lies less far away in the
Swedish imagination than seemingly peripheral countries like Lithuania
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or even the non-existent Matobo. It is clear that all foreign places are not
equally foreign.

Swedish Experts Solving International Problems

Crime and action films use foreign settings in a different way than do the
comedies just discussed. The journeys often reach further away — meas-
ured either in geographical distance or in viewer awareness — and they
have a clear purpose; something should be achieved during the journey.
Along with this come more goal-oriented narratives, other kinds of char-
acters, as well as more and different interactions with non-Swedish char-
acters. An example as clear as any is Hamilton (Commander Hamilton, Har-
ald Zwart, 1998). The Swedish James Bond-wannabe Carl Hamilton was
well established from earlier films and television productions and from a
series of novels by Swedish author Jan Guillou. In this film, Hamilton’s
missions take him to the Murmansk area in Russia and the Libyan desert.
These places are seen as being out of democratic control, and offer both
local and global criminals and terrorists good opportunities to pursue
their evil agendas, in this case the smuggling of nuclear missiles.

Hamilton and similar characters are quite different from the ones in
the comedies, not only because they are goal oriented, but also because
they possess valuable abilities, often such that are independent of place.
Just like Daniel and Fanny discussed earlier, the heroes of these films can
be seen as the kind of experts that can put their knowledge to use in any
corner of the globalized world. Hamilton is, for example, able both to
communicate with persons in different languages and to kill them in dif-
ferent ways, if possible using modern technology that he, of course, also
masters. The interaction with another culture/society is not - just like in
the comedies - intended to achieve greater understanding. Instead it is
motivated by the project that has to be completed. Place and culture,
then, are rather to be controlled and conquered, frequently in a brutal
and spectacular way.

The places that are most characteristic of these films are those that can
motivate and possibly justify actions that audiences would prefer not to
associate with their own country. These places might have a legal system
that appears weak or corrupt, making it pointless to obey the laws, or,
alternatively, the laws may be overruled because of the mission’s great
importance and the seriousness of the situation. It seems justified that
the hero uses violence or engages in other criminal activities. Such places
are normally located slightly beyond Swedes’ normal travel destinations,
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A Swede as an expert traveller leaving a recently “solved” problem.

but still firmly within the reach of standard conflict- and problem-ori-
ented international news reporting. This allows the places and events to
appear relevant, topical and fairly realistic - i.e. in line with television
news - but still not so close to audiences that they will feel genuinely con-
cerned or threatened.

In crime/action films that are slightly less absurd than Commander
Hamilton, events may take place even closer to Sweden, in major (West-
ern) European cities associated with financial, juridical and political
power. Den tredje vigen (The Third Wave, Anders Nilsson, 2003), for ex-
ample, moves criminals and heroes around the continent to cities like
The Hague, London and Munich. Significantly, although such a film cer-
tainly implies that Sweden too has serious problems to face, the geogra-
phy of the story suggests that the most threatening situations, the causes
of the problems, and their solution are to be found in other countries.
Again, this may appear realistic - at least to a domestic audience - but
above all it allows audiences to leave the cinema without being too upset
about the state of their own country. Sweden appears to be basically
sound, though occasionally touched by evil influences from abroad. Luck-
ily, these influences may be rather successfully countered by Swedish
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experts travelling to other parts of the world to solve international prob-
lems.

Brief Scandinavian Excursions
and Movies on the Road

Sweden’s neighbours Denmark, Finland and Norway are occasionally
seen in Swedish films. Situated rather close, both geographically and in
terms of audience knowledge and familiarity, these Scandinavian coun-
tries will serve slightly different purposes than the places discussed so far.
It appears that the region is not exotic or internationally important
enough to be the preferred playground for action travellers such as Carl
Hamilton, or foreign enough for rooted characters such as Stig-Helmer in
the The Package Tour cycle. Rather, these countries have found their way
into films as a suitable backdrop for relationship dramas and comedies.

These Scandinavian excursions are often fairly short, rarely lasting
more than some fifteen minutes. In Adam & Eva (Mans Herngren &
Hannes Holm, 1997), for example, Eva has left Stockholm and her ex-
boyfriend Adam for a new job in Copenhagen. In a few quick images
where she and her new boyfriend walk and play around romantically in
sun-lit touristic settings, her new and happy life is depicted. Soon after-
wards Adam goes to Copenhagen in an attempt to get Eva back. Now,
the distance and the journey to Copenhagen are more important than
the actual place, because they underline how far, literally, Adam is from
getting Eva back, and how desperate his attempt is.

A slightly longer sequence takes place in Norway towards the end of
Sant dr liver (Such is Life, Colin Nutley, 1996). In dramatic, but also quite
comical scenes, a number of contrasts are established and played with:
between Norwegians and Swedes, between tradition and modernity, be-
tween countryside and city life, between different generations, etc. In or-
der to achieve and play with these contrasts, Nutley playfully associates
Norway and Norwegians with a number of negative connotations such
as coldness, death/infertility and patriarchy. Apart from their comical
purpose, these scenes allow the main character Tintin to make a decision
where she chooses independence, and not the traditional family life she
had always dreamt of. Tintin’s refusal of this dream reflects a desire to
engage in a life full of complexity and difficulties, rather than escape into
a secure, traditional role as a mother/housewife in a nowhere land.

Interestingly, in Alla dlskar Alice (Everyone Loves Alice, Richard Hobert,
2002), another film partly taking place in Norway, the young protago-
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On the road to nowhere? A cold journey towards an undesired home in Norway.

nists Alice and her brother Pontus have a similarly cold impression of life
in this country. Their mother has separated from her husband and taken
them from Stockholm, and their father, to settle down in Norway with
her sister. The children cannot find anything comforting in this new sit-
uation. Alice, in particular, misses her father. In a heavy-handed and
symbolic way, Hobert adds a heard of Icelandic horses to the film. They
are supposed to cheer Alice up, but when she learns that Icelandic horses,
once they are exported from Iceland, are never allowed to return, she im-
mediately identifies with them, asking sadly: “When will they get to
meet mother and father?” In Alice’s mind, Norway is equivalent to an
undesired exile — for her as well as Icelandic horses - far away from the
loving home and a caring relationhip with both parents.

Neighbouring Nordic countries are mainly used for rather unspectacu-
lar purposes — often with symbolic meanings given places and landscapes
— such as using these relatively familiar foreign settings to suggest a possi-
ble change in a person’s life in a way that appears fairly realistic. Some dif-
ferences can be sensed. Norway — and in particular the western region,
which is used in the two films discussed — appears as a fairly depressing al-
ternative for one’s future life. Finland, in Klippet (The Scam., Jan Halldoff,
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1982) and Tvd killar och en tjej (Happy We, Lasse Hallstrom, 1983), is the set-
ting of a rather failed search for something (money, inspiration) that can
make things better at home in Sweden. Denmark appears in a more posi-
tive light, as a place where one can search for persons one desires to meet
- an old or actual loved one, or a missing father, in Drdmmen om Rita
(Dreaming of Rita, Jon Lindstrom, 1993), Adam & Eva and Macken (The Gas
Station, Claes Eriksson, 1990) respectively. However, not even when these
persons are found will the desired relationship recover, and happiness be
restored. Denmark, in these films, is instead a place of broken illusions.

Two of these films, The Gas Station and Dreaming of Rita, are road-
movies, a rather rare genre in Sweden and one that rarely crosses Swedish
borders. The Gas Station contains a rather uninteresting visit in Copenha-
gen, whereas Dreaming of Rita uses the journey to orchestrate a “message
of the open future and fascination for the unknown” (Eyerman and Lof-
gren, 1995:77). Inter Rail (Inter Rail, Birgitta Svensson, 1981), a teenage
road-movie on trains, also briefly passes through Denmark on a fairly de-
pressing journey (where Eva seeks to get closer to her boyfriend, but
eventually fails), with rather traditional stops in Amsterdam, Barcelona
and Berlin. The most interesting road-movie, s/y Gladjen (s/y Joy, Goran
du Rées, 1989), should also be mentioned here, although Scandinavia is
only sensed on the horizon. In one of the film’s two interwoven stories,
a young family sails away on a sailing boat towards an unattainable bet-
ter life together, a journey that ends in tragedy in the Bay of Biscay, rath-
er than in the West Indies and the happiness they were searching for. In
this film, the sea that the family travels on (and the desired destination)
is at the same time highly symbolic and devastatingly concrete. A stormy
sea, disagreement about the course, and a boat without a rudder offer a
very clear image of the ways in which this family is lost.

Although rather different from one another, it is clear that these films
- both the road-movies and the Scandinavian journeys - are largely about
exploring the main characters’ identities and relationships. Displaced
from familiar settings and everyday activities, these explorations gain
clarity and strength. Moreover, by locating the stories in places that still
are rather nearby and fairly familiar, the films avoid placing too much
emphasis on the foreignness of another culture.

Concluding Remarks

It should be clear that the majority of these films taking place beyond Swed-
ish borders have not attempted to reach a high level of realism; they are not
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documentaries depicting Swedes’ contacts with foreign peoples, countries
and cultures. Still, they are not unrelated to reality. Accepting genre require-
ments and avoiding elaborate exposition, these films rely on the knowledge,
experiences and prejudices viewers are likely to have concerning foreign
places. Using this to locate stories in a way that makes sense to audiences,
the films have their own way of documenting how Swedes see themselves in
relation to the world surrounding them. This is, however, not a document
of the real world, but of imaginations aligned with Swedish audiences.

To conclude this outline, a few observations of a more general character
should be made. First an attempt is made to organize the representations
and uses of locations geographically. Comparing these films with the dis-
tribution of values throughout the world, in a synthesis such as the one of-
fered by the World Values Study (Inglehart and Welzel, 2005), itis not sur-
prising to find that these films associate countries scoring high on “surviv-
al values” with problems of different kinds. Especially two regions are fore-
grounded: the former Soviet Union/Eastern Europe, and the Middle East/
Northern Africa. A rather wide range of stories and experiences are located
to these two areas. In the Soviet Union/Eastern Europe, films as different
as Lilya 4-ever, Livvakterna ( Executive Protection, Anders Nilsson, 2001) and

Jonssonligans storsta kupp (The Jonsson Gang’s Greatest Robbery, Hans Ake
Gabrielsson, 1995) can be found, and similar representations and uses are
also placed in the Middle East/Northern Africa: Zozo, Tacknamn Coq Rouge
(Code Name Coq Rouge, Pelle Berglund, 1989). Two films even use both of
these regions: Commander Hamilton and Morgan Pdlsson — World Reporter.
The genre most often used in these areas is the crime/action film, but it is
clear that a wide range of films draw on the perception that these regions
are unstable and filled with problems.

Films with a greater focus on stories concerning relationships tend to

“secular-rational” and

travel to other places, more similar to Sweden’s
“self-expression values” (Inglehart and Welzel, 2005). Such places are
also rather well established in Swedes’ holiday travels. Mediterranean cit-
ies and resorts are used in several films, ranging from comedies such as
The Package Tour and Joussonligan pa Mallorca (The Jonsson Gang on Majorca,
Mikael Ekman, 1989), to romantic melodramas, E# film om kdirlek (A Film
about Love, Mats Ahren, 1987) to more serious dramas, En sdng for Martin
(A Song for Martin, Bille August, 2001), and finally even to the odd crime/
action film, Venderta (Mikael Hafstrom, 1995). Other places, such as the
United Kingdom, the Netherlands, and Austria/Switzerland are used for
similar purposes and also reflect common travel patterns. And, as dis-

cussed above, Scandinavian countries also belong to this group.
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Second, it should be pointed out that the choice of places changes a
bit during the period studied. To some degree, this is related to changes
in the real world, something that should not be surprising if one accepts
the idea that films are aligned with audience knowledge and prejudices.
The most notable change is that the former communist countries of East-
ern Europe began appearing in Swedish films in 1993, six years after the
fall of the Berlin Wall. In these films, the region appears highly unstable,
with poverty, changing values, weak governments, and with the presence
of representatives of organized crime eager to exploit the situation. An-
other change worth noting is that both the neighbouring Nordic coun-
tries and the Mediterranean (and especially the Spanish isle of Mallorca)
are overrepresented in films made during the 1980s and the early 199os.
It seems as if Swedes’ horizons widened a bit - beyond the closest neigh-
bours and the best established charter destinations - following the fall of
the Berlin Wall and Swedes’ slowly awakening interest in the European
project (Sweden became part of the EU in 1995).

A third observation that can be made is that not everyone has the
same access to the road in these films. James Clifford has noted that “the
marking on ‘travel’ by gender, class, race and culture is all too clear.
‘Good travel’ (heroic, educational, scientific, adventurous, ennobling) is
something men (should) do. Women are impeded from serious travel.
Some of them go to distant places, but largely as companions or as ‘ex-
ceptions” (Clifford, 1997: 31). This is true also of these films. In crime/
action films and in comedies, all major travellers are men. Within crime
and action films, a great number of films have been made with the char-
acters Carl Hamilton, Martin Beck, Johan Falk and Kurt Wallander as
protagonists. Within comedies, Stig-Helmer and the all-male Jonssonli-
gan band make up a large part of the films. The only woman who is as
consistent a traveller as the men just mentioned is not a character but an
actress: Helena Bergstrom, who appears in a number of films made by
Colin Nutley. It is characteristic that Bergstrom’s characters travel with-
in other genres — semi-serious relationship dramas - than men do, and
that Bergstrom’s films are about relationship crises, rather than the pro-
fessional quests that many of the men are involved in when they travel.”
It is worth pointing out that this gender difference does not only relate
to journeys - in general, women are clearly underrepresented in major
film roles that do not focus on relationships.

It may be suggested that these films, taken together, offer something
like an atlas or a guidebook, edited to suit the perspectives of Swedish
viewers in a changing world. The outline presented here has pointed to a
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variety of uses that Swedish filmmakers have made of places located be-
yond Swedish borders. These uses range from humorous explorations of
cultural differences to important acknowledgements of problems in the
world today. Specifying these uses and observing how they are located al-
low us to understand, a little better, the imaginary journeys that Swedish
audiences are invited on — and willingly accept - in each of these films.
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endnotes

1 History films are not included, as the interest here is in how the contemporary
world surrounding Sweden is imagined. This excludes films such as Arz - Tempel-
riddaren (Arn — The Knight’s Templar, Peter Flinth, 2007), Jerusalem (Bille August,
1996), God afion, Herr Wallenberg (Good Evening, Mr. Wallenberg, Kjell Grede, 1990).
Regarding the “fair distribution”, this criterion is approximated by including films
with more than 50,000 tickets sold. These conditions apply to some 40 films.

2 Another film worth mentioning here is the Tsatsiki-sequel, Tsatsiki — vinner for
alltid (Tsatsiki — Friends Forever, Eddie Thomas Petersen, 2001). A quite different
film, but one that also contains the search for an unknown father, is Macken (The
Gas Station, Claes Eriksson, 1990), a road movie where two adult characters
search for their father, and eventually find him in Copenhagen. This film does
not say anything regarding cultures meeting.

3 It is worth noting the fundamental differences between Lilya and Zozo and
characters like Daniel in As It Is in Heaven and Fanny in House of Angels who are
also, in a sense, lacking a home. In their case it is, of course, a matter of post-
modern rootlessness, rather than a hostile reality denying them a place worthy
of being called home.

4 A film with related concerns is Fore stormen (Before the Storm, Reza Parsa, 2000).
Although a highly interesting film, its audience was too limited for the film to
be included here. Other films, usually crime films, relate to migration in differ-
ent ways. One example is Den tredje vagen (The Third Wave, Anders Nilsson,
2003), where international criminal organizations smuggle refugees. In such
films, the theme of migration remains in the background.

5 It should be pointed out that, as can also be seen in similar films, Sweden and
Swedish characters are also rather stereotypically depicted. Morgan has a habit of
communicating his cultural identity by mentioning names like ABBA, IKEA, etc.
A behaviour that appears to be in line with the “intense fetishisation of the images
of their lost homeland” characteristic of persons in exile (Morely, 2000: 49).

6 A number of other films share the characteristics discussed here. Interestingly
enough most are from the 198os or early 1990s: Svindlande affirer (Business is
Booming!, Peter Schildt & Janne Carlsson, 1985), The Gas Station, Den ofrivillige
golfaren (The Accidental Golfer, Lasse Aberg (& Peter Hald), 1991) and House of
Angels — The Second Summer. The travels in the Jénssonligan cycle also share char-
acteristics with expert travellers in crime films: Varning for Jonssonligan (Beware
of the Jonsson Gang!, Jonas Cornell, 1981), Jonssonligan pd Mallorca (The Jonsson
Gang on Majorca, Mikael Ekman, 1989), and Joussonligans stirsta kupp (The Jonsson
Gang’s Greatest Robbery, Hans Ake Gabrielsson, 1995).

7 There are almost no exceptions to this: only male protagonists may have profes-
sional reasons to travel. The closest to being an exception is Nina Frisk (Nina Frisk,
Maria Blom, 2007). Also, when women travel there are almost always important
relationship issues at stake. Exceptions here are films like Drémmen om Rita and
Mdin som hatar kvinnor (The Girl with the Dragon Tatoo, Niels Arden Oplev, 2009).
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Emilia Ljungberg

Regions of Globalization: The
Asian City as Global Metropolis
in A Swedish Travel Magazine

globalization has become one of the most used buzz words world-
wide, but rather than having any fixed and stable meaning, globalization
is a bundle of highly contested concepts, which makes it both pertinent
and fruitful to study. I am interested in how globalization is given an ex-
istence and shaped through texts that make use of the word. The central
question is how globalization is defined and written into existing geog-
raphies, i.e. how it reshapes and redefines established perceptions of plac-
es and place-bound identities. My material consists of texts that can be
placed in the category of travel writing. This is because descriptions of
travel have traditionally dealt with issues that are central in globalization
discourses, issues such as mobility, hybridity, intercultural contact and
the transgression of borders. Furthermore, travel writing as a genre has
the function of presenting the world to the reader, of giving it shape and
explaining it, while at the same time mystifying it.

Scholars of colonialism have explained the extent to which travel writ-
ing during the colonial era was a vital part of the imperial project, in that
it both explained and defended imperial ambitions for the European
home audience. Today, travel writing is participating in the task of defin-
ing the concept of globalization. Part of this task is to create a map of a
globalized world, in which some places are presented as central regions
of globalization. It is this attempt at making a map of the global era that
will be the focus of my study. The present article consists of three parts;
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in the first part, I discuss how RES, the particular Swedish travel maga-
zine under scrutiny, utilizes globalization as a concept and how a dichot-
omy of local/global places is constructed. I then go on to describe the
construction of a few Asian cities as global places, and in the third part, I
discuss the specific Swedish perspective on the Asian metropolis that the
writers of RES represent.

Local/ Global Places in a Lifestyle Magazine

The material consists of articles in a Swedish travel magazine called RES
(Travel). The magazine was launched in 1981 under the name of Resguide
(Travel Guide) by Eva and Magnus Rosenqvist and changed its name to
RES in 1994. At present, 6 issues are published annually. It is my hypoth-
esis that RES became a so-called lifestyle magazine during the time
period I have chosen to study, from 1994 to 2008, and especially from
2001. It is difficult to find an exact definition of the phenomenon of life-
style media, but the anthology Ordinary Lifestyles: Popular Media, Con-
sumption and Taste includes articles about home make-over shows, celeb-
rity cookbooks, teenage magazines and stress management texts. What
they all have in common is a focus on self-improvement and the desire
for higher social status as well as the construction of identities through
consumer products and definitions of taste (Bell and Hollows, 2005).

For a lifestyle magazine with travel as a niche, globalization is both a
possibility and a threat, which is evident in the texts I have studied. Glo-
balization is perceived as positive because it is imagined to create a world
that is available for consumption as well as a shared consumer culture.
The implied reader of the magazine is a cosmopolitan for whom travel is
central in identity construction. Hence, the new globalized world that
the writers of RES imagine is mainly celebrated, but it also contains
threats, the most urgent for the magazine being homogenization, be-
cause a travel magazine is dependent on the idea of a world full of diverse,
exotic and exciting places to discover.

As a reaction to the perceived threat of homogenization, the local is
given centre stage. It is necessary that the new exciting metropolises of
globalization have an opposite in something local, traditional and stable.
In the 2001 anthology Féuster mot Europa, ethnologist Jonas Frykman
writes that the local rather than the national has become the foremost
counterforce and antithesis of globalization. When the nation is chal-
lenged by globalization processes, the local emerges as a potent symbol
of authenticity that has been preserved over time. Frykman writes that
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regions are perceived as having “personality, life and a ‘soul’”, which the
nation state lacks (Frykman, 2001: 89). Regions are also seen as being
more “genuine, original and ancient” than the nation.

Elite identities in the global era are sometimes imagined to be sepa-
rated from any local place. Well-known scholars such as sociologist Zyg-
munt Bauman and anthropologist Marc Augé both imagine a group of
travelling businessmen and - women embodying the new globalized
world by being constantly on the move between different world cities.
Their only stable locales are highly standardized international hotels,
conference venues and financial centres. Media scholar David Morley, on
the other hand, argues that the true privilege of the global elite is not that
of being constantly mobile and only inhabiting spaces of mobility such
as airports, international chain hotels and business areas. According to
Morley, what characterizes the elite of today is rather the ability to freely
and voluntarily move between the global and the local. Morley writes:
“The ultimate issue is not who moves or is still, but who has control -
both over their connectivity, and over their capacity to withdraw and dis-
connect. [t matters little whether the choice is exercised in favour of stay-
ing still or in favour of movement” (Morley 2001: 199). Thus, I argue
with reference to Morley that local and global places can be mutually
constructive, each depending on the opposite and both equally impor-
tant for the identity of the elite cosmopolitan. This is evident in the trav-
el magazine in focus in my study.

In RES, local places are associated with tradition and closeness to na-
ture, as well as being places for relaxation and harmony. One typical local
place is the so-called “retreat”, a telling word for spa hotels where the
stressed traveller can leave both his or her high-powered job and all the
problems of the world behind. The retreat as a local place connects the
idea of harmony with nature and age-old traditions with a less stressful
way of life. It is important to note that the local place is constructed in
connection to the global; a stay at a retreat is something the traveller has
to deserve by virtue of his/her position in a globalized world order. In an
article about retreats, one writer claims that “only those who are ex-
tremely sought after can be expected to have an extreme need to be left
alone” (Svensson, 1999). Indulging in the relaxation offered by the local
place is justified by it being a retreat from the excitement, stress and ho-
mogenization of the global. In an article about the Yunnan province, an-
other writer leaves the airport, with stores selling Coca-Cola and Ken-
tucky Fried Chicken, to reach Lijang, “the city where time has stood still”
(Pascalidou, 2008). While local places are associated with tradition, sta-
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bility and village life, global places are large cities defined by mobility,
change and the visible presence of global capital.

Global places

During the 1990s, and even more so during the 2000s, the global centres
that the savvy traveller described in RES must know and experience are
increasingly located in Asia. This shift does not imply that Western me-
tropolises disappear from the pages of RES, they are still presented as
desired destinations. However, the texts about New York, Paris and
London do not express the same sense of encountering something new
or of a shift in the world order, as is revealed in the articles about Asian
metropolises. New York has long been the very symbol of modernity
and the future, but in RES, Asian cities have to some degree supplanted
the Western metropolis as capitals of the future. Asian cities such as
Hong Kong, Shanghai and Tokyo become the central regions of globali-
zation, more dominant as places for aspirations and dreams about the
global than the US is. However, only a few Asian places gain this posi-
tion on the world stage as it is constructed in RES. In the 2000s, Tokyo
is the most prominent city in this context, followed by Hong Kong and
Shanghai. Other cities mentioned are Bangkok, Seoul and Kuala
Lumpur. Occasional texts also mention New Delhi and India. There is
often no clear demarcation between the capital (or other major cities)
and the nation or region as such, for example Tokyo is often made
synonymous with Japan.

During the time period that I study, the focus shifts from China to
Japan. From 1994 to 1997, when the sovereignty of Hong Kong was
transferred from Britain to China, this event is given considerable space,
even though the so-called handover itself is often downplayed, while the
economic development of Hong Kong becomes the main theme. China,
often represented by Shanghai, is continuously covered by the magazine,
but from the turn of the millennium it is Tokyo that is the metropolis of
the global era, as described in RES.

In June 1999, Tokyo makes its debut as a destination in the magazine,
having hardly been mentioned earlier. The article is written by Johan
Lindskog, who later becomes editor of RES. Over the course of a few
years, the city becomes one of the main attractions, covered both in
lengthy articles that purport to offer a general grasp of the destination
and in shorter texts on specific aspects, such as the Tokyo art scene or
newly opened hotels and restaurants. Tokyo’s position as the global
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metropolis per se is evident in the increasing attention the city gets after
itis introduced as a destination in 1999, as well as in the hyperbolic style
of the texts that mention the city. Once Tokyo has been introduced, it is
added to the group of world cities, such as London, Paris and New York,
that are constantly monitored. In 2009, a blog about Tokyo, written by
a Swedish freelance journalist, is introduced on the magazine’s website.
There is of course some variation in the ways the Asian countries and cit-
ies are represented. For example, the Chinese political system has a strong
influence on the description of China, but the similarities and recurrent
tropes are dominant in the representation of a globalized Asia.
Economic success is the main reason why these countries and cities
are constructed as global places, and within this overarching theme, a few
tropes are recurrent in the texts. First, Asian capitalism is characterized
by being rapid and uncontrolled. The economic success of Asian coun-
tries is perceived as making them equal to Europe and in some cases even
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more advanced, which is represented as a cause for concern. Finally, the
Asian metropolises represent the future and, from a European perspec-
tive, this is seen as being both beneficial and detrimental. In addition, a
common feature of the representation of Asian global places is that they
are places of consumption, and the production of consumer goods, and
the prominence they are given is closely connected to the fact that RES
becomes a lifestyle magazine during the time period studied. The ideal
reader should be knowledgeable about Asian brands and patterns of con-
sumption.

A key feature of the representation of Asian global places is the depic-
tion of them as uncontrollable megalopolises, a notion that is conveyed
visually as well as in writing. The most common image that accompanies
the articles about the Asian metropolis is an aerial image depicting a pan-
oramic view of the city centre, of Tokyo, Shanghai, Hong Kong or Seoul.
Pictures such as these are used on the first pages of the article and are of-
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ten allowed to cover a whole spread, so that the urban sprawl stretches
out over the pages and is depicted in all its vastness. Sometimes the read-
er gets closer to the city so that the chaos of traffic, mixed with the huge
crowds, is clearly visible, and in one article about Bangkok, the reader is
even placed on street level in the initial image. The aerial shot emphasiz-
es vastness, while the street view connotes chaos. But no matter how
close or how faraway the city gets to the viewer, the general impression
conveyed is that of chaos and constant movement.

Transportation and traffic become recurrent objects when the photo-
graphic gaze of RES looms over the new global metropolis, for example
a traffic jam on a night-time street in Taipei or a sea of bicycles in Shang-
hai. An article entitled “Bangkok Express” is illustrated by an image of a
speedy skytrain. The train is placed in the centre of the image, located
over a congested highway and towering over it is a gleaming complex of
glass skyscrapers that reflect the sky (Karlsson, 2006). The threatening
placelessness of globalization inherent in the many pictures of highways
and traffic jams can be lessened by making sure that there is a clearly vis-
ible symbol of the exotic included in the image, most often a street sign
with non-Western characters.

It is possible to distinguish between images that display specificities
that make it possible to identify the destination and images that display
placelessness. An article from December/January 2000-2001 called
“Boiling Bangkok” (“Kokpunkt Bangkok”) is illustrated by an image of
Yawaraj Road in the Chinatown of Bangkok, covering the whole spread
(Killman, oo-o01). The picture is panoramic, but is nonetheless so close
to the street that the reader can identify signs both in Chinese and in
Thai, as well as details such as bar signs and street vendors. The reader is
presented with a distancing bird’s eye view, but one that also allows for
the experience of being present at a specific place. The completely place-
less is exemplified by an article about Tokyo illustrated by the typical
panoramic spread depicting the city. However, in this photo, the city is
shot at such distance that very few individual buildings are identifiable
and there are no landmark buildings in sight. The title of the article, “96
hours in Tokyo” (“96 timmar i Tokyo”), is in small print and discreetly
placed in the upper right corner. More than illustrating Tokyo, the image
depicts an anonymous metropolis. The impression of placelessness is fur-
ther enhanced by the fact that the image is in grainy black and white. The
picture of the skytrain in Bangkok, mentioned above, is another example
of placeless images. Even though the reader comes much closer to the city
in this image, in comparison to the image of Tokyo, there are no visible
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place markers. In the centre of the image, painted on the side of the sky-
train, are the faces of a young man and woman with Western features.

The images illustrating the articles about Asia exemplify the balance
that must be upheld between the fascination for global modernity and
the need to present something local, specific and exotic. Images further
into the text can be a mix between depictions of the typical and exotic
and the global, such as a sumo wrestler in Tokyo or a Buddhist monk in
Bangkok next to the image of a shopping mall, but the initial image is
often exclusively the panoramic city photo.

In RES, the wild capitalism of Asia is materialized in the image of the
skyscraper. The rise of Asia on the world stage has brought about new
landmarks that function as highly visual symbols of global capital, one
example being the Oriental Pearl Television Tower of Shanghai and the
Petronas Towers in Kuala Lumpur. The Petronas Towers were construct-
ed in 1998 and signalled the start of the construction of high profile
skyscrapers in Asia (Howeler, 2003: 18). Before the construction of
Petronas, this type of building was characteristically Western.

The construction of Asian skyscrapers is repeatedly interpreted
through metaphors that connote aggressiveness and a lack of control. In
an article published in 1995, Shanghai is described as growing “wildly”
(Lofstrom, 1995). Likewise, in an article about Beijing, published in
1996, the writers claim that the construction of office buildings and hous-
ing in the city is “furious” (Engqvist and Leijonhufvud, 1996). Other
words describing the construction boom are “raging” and “anarchic”
(Edwardsson, 1996). The proliferation of construction sites is also inter-
preted as a deplorable lack of nostalgia on the side of the Asians, who fail
to appreciate the value of historical buildings and cityscapes. A metaphor
similar to that of the wild city is the metaphor of the organic city. Anders
Rydell’s Seoul is a “gigantic, soaking wet octopus” (Rydell, 2007) that
the travel writer cannot control.

The feverish building boom of the global metropolis is interpreted as
the symptom of a feverish capitalism that is driven by a money-crazed
culture as well as by the individual inhabitants. Under the headline “The
Correspondent”, Géran Leijonhufvud writes a one page-article about
Taiwan, titled “Each and everyone is his own boss” (“Var och en ir sin
egen chef”). Besides writing for RES, Leijonhufvud worked as a corre-
spondent for Dagens Nyheter (The Daily News), one of the two national
broadsheets in Sweden, recurrently from the early 1970s to the early
2000s, while living either in Hong Kong or mainland China. His article
about Taiwan, published in May 1996, focuses on the “rapidly growing”
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middle class and the “feverish” housing speculation. Leijonhufvud ar-
gues that the feverish economy is embodied by the Taiwanese when the
writer claims that in Taiwan everyone wants to be his or her own boss.
The writer exemplifies this claim with Wei-Hsin, a middle-aged family
man who is working for a Taiwanese cable TV company. When the writ-
er meets him he is overly excited and the reason for this is the crisis be-
tween China and Taiwan. The crisis has put Taiwan in the spotlight and
Leijonhufvud writes that Wei-Hsin is using the opportunity to make
money by acting as a “fixer” for foreign journalists. According to the
writer, this is due to Wei-Hsin’s constant occupation with business
opportunities. Wei-Hsin sees “dollar signs in every situation” which, the
writer continues, is a spirit that “seeps through the whole island”. This
idea of a culture in which every individual, as well as society as a whole,
is fixated on money is recurrent in RES, and it is central to the construc-
tion of a new relation between Asia and the West.

In her 2001 dissertation on the myths of globalization in Shanghai,
Hong Kong and Tokyo, Tsung-Yi Michelle Huang emphasizes how the
Asian global metropolis is a conscious construction brought about by the
governing elite in order to attract global capital. According to Huang,
due to the reorganization of space that follows the arrival of global capi-
tal in these cities, ordinary citizens have been forced to move away from
the city centres, into the cramped housing of the suburbs. Huang claims
that the workings of global capital destabilize and restrict the life space
of ordinary citizens, thus colliding with the myth of globalization and its
promise of vast vistas of open space and unrestricted mobility. It also
collides with two central myths in RES, the idea of the capitalist fervour
of the average citizen as the driving force behind the growing metropolis
and the idea of Asian capitalism as something wild and organic.

The idea that global capitalism in Asia is fuelled by money-crazed cit-
izens who, in their wild chase for business success, display a complete lack
of nostalgia hides the struggle over space between the average citizens
and the governing elite within Asian societies. But it also hides the com-
plicity of the travel writers in the reorganization of space. The destruc-
tion of age-old housing in the city centres of the Asian metropolises and
the construction of skyscrapers do not only cater to the needs of interna-
tional business travellers, but also to the needs of tourists. The writers are
thus in fact lamenting a process that is in part carried out for their own
benefit. While insisting on representing the Asian construction boom as
anarchistic and haphazard, the writers of RES hide the fact that this de-
velopment is the consequence of a highly conscious effort on the part of
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the governing elite, in countries such as Japan and China, to launch their
cities as global metropolises.

Differences and Smilarities

The construction of the Asian metropolis as the global place par excellence
creates a few ambivalences and contradictions that the writers are faced
with. Through their economic success and changes in lifestyle, Asian
countries are seen as having become equal to the West. Asia thus comes
closer to the writers’ own culture. However, there is also a need to keep
a distance, to gape and be seduced, but at the same time to criticize and
reconfirm that Asia is still different. The dichotomy of a liberal West that
places the individual first and a traditional East in which the collective is
everything, between the dynamism of the market and the stagnation of
traditional life, and between original and copy, must be both revised and
defended at the same time.

One way to make a distinction between East and West is to use the
idea of fanaticism, which is prevalent in the texts about Asian capitalism
and the building boom mentioned above. This idea also contains the im-
age of the fanatical worker. In an article from 2008, Jorgen Ulvsgird
writes about destinations just outside Tokyo. The first part of the article
is set in Tokyo, and Ulvsgird describes the hectic life of the Japanese of-
fice worker. In the Shinjuku subway station he encounters “the very sym-
bol of the hurried modern man”. He also writes about workers who have
to sleep in the office because their suburban homes are hours away. Ulvs-
gird says that the destinations presented in the article are visited by the
Japanese themselves; it is where they go to relax from their jobs and from
the stress of Tokyo. At a hotel in Hakone, he talks to the hotel owner who
says that “the Japanese who come here to take a break do so just so that
they can work even harder”. The overall impression conveyed through
the text is that Japan is similar to the West, only a little bit worse. The
Japanese work hard and occasionally leave the city to relax, but they do
so only in order to work even harder, while it is implied that a Westerner
would relax just for the sake of relaxation. The reader can both identify
with the busy lifestyle of the Japanese and be horrified about the extreme
expressions it takes.

This play with similarities and differences is also prevalent in the texts
that focus on consumption. The repeatedly expressed conclusion in these
texts is that the Asians are better shoppers, and that this is the cause of
European inferiority.
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In his article about Tokyo from 1999, Johan Lindskog quotes a friend
who says that “the American chains have difficulties in Japan. They can’t
keep up.” His friend continues:

young Japan gets tired fast and demands something new. McDonald’s have
a problem because they have a rigid concept on a market that demands con-
stant change. [...] The giant has been forced down on its knees and they
[McDonalds] have hired special chefs to cook up the most imaginative ham-
burgers, one after the other. Everything to satisfy the most demanding
market in the world.

Hence, one of the most typical symbols of Western capitalism, McDon-
ald’s, has had to change their concept to cater for the Japanese market.
Furthermore, it is Japanese consumers who have come to symbolize the
constant craving for novelties that characterizes capitalist consumption.
Likewise, in her article “Hello Tokyo”, Johanna Swanberg writes that
Tokyo fashion is one of the world’s most shifting.

A similar expression of superiority can manifest itself through the
spending power of Asian consumers. This is the theme in an article from
the June issue of 2007. The text starts with the story of a Swedish couple
on holiday in Kuala Lumpur who visit a Dior store to purchase a pair of
shoes. However, they are unable to attract the attention of the shop
attendants because a large group of Japanese tourists have entered the
store at the same time. The Swedes describe their discomfort when they
discover that they are considered second-rate customers because they are
Europeans. The title of the article is “Europe - the sweatshop of luxury”
(“Europa - lyxens sweatshop”), and the writer, Anders Rydell, claims
that now European luxury goods are produced in Europe, but increas-
ingly consumed in Asia. Due to the economic boom there is a growing
market for luxury items in Asia, and the ultimate sign of wealth for the
newly rich Asians is European products and brands such as Versace, Gucci
and Dior.

The article expresses the idea that Asians are “beating us at our own
game” in their consumption of luxury. The writer claims that “the Asians
have raced past the old world and consume luxury at a rate that we can
only dream of”. Rydell also argues that Asians have a different taste in
luxury, they are more attracted to “flamboyant and extravagant glamour”
and the manufacturers follow their demands. Hence, for the writers in
RES, the behaviour of the Asians, in relation to consumption as well as
production, is similar to behaviour in the West, but also ever so slightly
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extreme. However, this comment about the difference between Europe-
an and Asian taste is a minor aspect of the text, where the main argument
is that Asians are outdoing Europeans as consumers of luxury.

Not only are Asians better consumers of trends and fashion, they are
also producers and arbiters of global trends. An article from the March
issue of 2008 is entitled “Designed in China”, obviously playing with the
well-known label that reads Made in China, with its strong associations
to mass produced and cheap products of low quality. The journalist en-
courages the traveller to “forget markets with fake goods, DVD vendors
and cheap knickknacks. Come along on a tour of connoisseur shopping
through the charming design district of Shanghai”. According to the
journalist, it is the fact that these goods are no longer characterized by
being mass produced and cheap that marks the difference. The word “de-
sign” connotes originality, quality and exclusivity. The writer claims that
in the design shops one should not try to haggle. Haggling will often be
>” (Kvanta, 2008).

In sum, the new role as global metropolis that is given to Tokyo and

met by “a smile and a ‘sorry, this is of top quality

other Asian cities evokes the need to redefine how Asia differs from Eu-
rope even where it might seem similar. Paradoxically, it is in roles in
which, according to the writers in RES, the Asians have become most like
Westerners — as consumers with a constant craving for novelties, trends
and brands, and as stressed salary men - that they are also the most for-
eign. In their attempts to grapple with the differences and similarities be-
tween Asia and Europe/the West, the writers of RES can also use their
Swedish nationality to emphasize a distance to Asia.

Swedish Writers in Global Places

In the construction of a cosmopolitan traveller, nationality is downplayed
and supposedly emptied of meaning. In RES, nationality is rarely men-
tioned, but at the same time the home culture of the writers is of course
always the implicit norm against which they measure the foreign. This
home can be defined as Sweden, Europe or the West, and the identity of
the writers can shift between being Swedish and being European or West-
ern, depending on the context. The Swedish identity carries slightly
different connotations than the broader European identity, and can be
used to make the felt contrasts between the West and Asia clearer.

One text in which the nationality of the writer (and the readers) is
mentioned explicitly is Agneta Engqvist’s article about Hong Kong from
1994, titled “Countdown” (“Nedrikning”). While writing for RES in
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the 1990s, Engqvist was also employed as a correspondent for Dagens In-
dustri (Today’s Industry). Despite the title of the article, the emphasis of
the text is not put on the transfer of sovereignty of Hong Kong, but on
the contrast between the rich and the poor. Hong Kong is, according to
the writer, a city full of contradictions. Some of the high-rise buildings
that are “shimmering in white and gold” make even Manhattan look
dirty and old-fashioned, but they stand in contrast to the extremely dirty
slums. However, the writer explains, few other than Swedes react strongly
to this extreme polarization of rich and poor, “the Chinese themselves
see the opportunities. The city is teeming with millionaires and billion-
aires.” Even though Sweden is not mentioned more than in the previ-
ously cited quote, it continues to be present as a comparison when
Engqvist goes on to write that in Hong Kong “there is no social security,
but neither are there any significant taxes.” Hong Kong becomes the
opposite of the writer’s country of origin, where the negative aspects of
capitalism are supposedly cushioned by the political system and by the
supposed solidarity felt by the inhabitants. The Chinese are instead
impressed by “the three Ms: money, Mercedes and mobile phones.” The
moral aspects of the writer’s arguments are obvious and Sweden’s role as
a land of social justice and equality is emphasized in comparison to the
glaring inequality of Hong Kong.

This juxtaposition of Asian injustice and Swedish sentiments of equality
can also regard gender roles. In his article about Tokyo from June 1999,
Johan Lindskog exposes what he sees as the clear differences in gender
equality through conversations between himself, his girlfriend and
Yumiko, a young Japanese woman. Lindskog writes:

Yumiko is confounded over the fact that a man knows how to use a vacuum
cleaner. At first she thinks that Anika [the writer’s girlfriend] is lying. But
Anika tells her that I iron as well. And do the dishes. And the laundry. Yu-
miko looks at us with bewildered eyes. She can’t believe it’s true. Really?
Then she looks at me. — But what about you? Your pride?

In Tokyo, there are also young women dressed up as little girls “but wear-
ing the clothes of a prostitute.” According to Lindskog, this “Lolita porn-
style”, which he finds deploring, is the dominant fashion trend in Japan.

In her 2005 dissertation Imaginary America, Amanda Lagerkvist stud-
ies Swedish images of the US from 1945 to 1963, and describes various
versions of a specifically Swedish gaze in travel writing. One such gaze is
the Linnean gaze, the gaze of the natural scientist who experiences the
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foreign with distance and rationality. According to Lagerkvist, the Lin-
naean gaze constitutes a Swedish tradition of constructing an elevated
and neutral position that stands outside the world (Lagerkvist, 2005:
105). This specific gaze is also a claim to innocence in that it is suppos-
edly purely scientific and therefore lacks any imperial ambitions. For the
Swedish Linnean gaze, this separation of imperialism and scientific pur-
suits is strengthened by the fact that Sweden was largely unsuccessful in
colonizing the non-European world.

The perspective of the writers in RES is far from the scientific ration-
ality associated with the Linnean gaze, but what they share with this gaze
are the claims to innocence connected to a specific Swedish identity. In
RES, the writers can withdraw from their Europeanness in order to claim
a more innocent Swedish position when this is desired. Engqvist writes
that Hong Kong is the city that proves Kipling wrong, East and West can
meet but, she continues, she is sometimes “the target of Chinese coolness
or peevishness”, despite the fact that she “has nothing to do with the British
manner of superiority” (Engkvist, 1994).

A similar position is claimed by Marten Blomkvist in his article about
Hong Kong, published in January/February 1997. Writing only a few
months before the so-called British handover of Hong Kong to China,
which took place on the 1 of July that year, this is naturally the theme of
the article. Blomkvist jokingly interrogates into his own feelings about
the demise of the British Empire, which implicitly represents European
superiority in general. Blomkvist can take a European viewpoint and
construct a European “we” in relation to the “them” of Hong Kong. He
writes for example “In Europe we have a tendency to regard houses as
being fairly stable. We think that it’s a complex business to build them,
contemplate it carefully before we get to it, and imagine that the result
will stand for decennia to come”. In Hong Kong, the writer explains, this
is not the case. He is also writing from the perspective of a European in
his constant evoking of the British Empire, one who is uncertain about
whether or not he can express nostalgic sentiments about the era of
colonialism. The colonial world that is rapidly disappearing is somehow
familiar in contrast to the new global Hong Kong of booming capitalism
and gleaming skyscrapers.

Simultaneously, he is not British and can therefore afford to effort-
lessly distance himself from the Empire when needed. Just as for Engqvist,
the innocent nature of the Swedish gaze allows Blomkvist to withdraw
from any problematic aspects of a European heritage of colonialism by
emphasizing that this is more specifically a British heritage. Hence, the
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nationality of the writers in RES is often used to mark a clearer distance
to Asia than what can be done with a European identity.

What the writers of RES grapple with in their representation of Asian
capitalism, consumer patterns and the construction of skyscrapers is of
course not merely an image of Asia, but one that is infused with Euro-
pean/Swedish anxieties and desires. It is thus in equal measures an image
of Europe and Sweden that is constructed. The growing importance of
the concept of globalization makes it necessary to rework older defini-
tions of the relation between Europe and Asia and to redefine a Europe-
an/Swedish identity and place in the world.

To the mid-twentieth century travellers that Lagerkvist studies in her
dissertation Imaginary America, the US was the undisputed symbol of
modernity as well as of the future. America was also seen as a representa-
tive of both the positive and negative aspects of modernity. For the late
twentieth and early twentyfirst century writers writing for RES, Asia has
to some extent inherited this position as the feared and celebrated loca-
tion of a utopian/dystopian future. Asia is invested with hopes and anxi-
eties similar to those that the US was invested with in the twentieth cen-
tury, while needless to say there are also crucial differences. Moving the
location of the future from the West to the East gives rise to a fundamen-
tal ambivalence. Paradoxically enough, to the writers in RES, Asia as a
central region of globalization is both almost identical to the West and
utterly foreign, and this paradox evokes both fascination and dismay.

The new role of a few Asian metropolises on the world stage presents
a specifically difficult task for a travel magazine such as RES in its attempt
to map a globalized world. In the description of a new global Asia, there
is a clash between older definitions of the East as traditional and timeless
and newer conceptions of Asian mobility and change. There is also a shift
in the perception of power relations between East and West that gives
rise to a contradictory combination of fascination and dislike. The writ-
ers of RES are primarily positive about the economic success of the Asian
metropolises, just as they are primarily positive about globalization as
they perceive it. They indulge in the expressions of a global consumer
culture, such as designer boutiques in Shanghai, while the consumption
patterns of a new Asia are also threatening. In their way of shopping just
as in their relation to work, the Asians are described as being both very
similar to the Western writers and at the same time extreme in their
demand for novelties and luxury items and in their pursuit of business
opportunities.

In their depiction of the global metropolis, the writers (and photog-
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raphers) of RES are also faced with the task of finding a balance between
the global and the local, which is evident in the use of images that accom-
pany articles about Asian metropolises. Most of the images contain a few
signs that present the reader with something specific and exotic, but
there are also a few examples of images that lack anything specific to the
destination in question. In sum, the relation between the West and a new
Asia is a pertinent aspect of globalization discourses as it is expressed in
travel writing, because it highlights the balance that must be upheld be-
tween the homogenous and the exotic, and between the similarities and
differences that characterize geographically as well as culturally defined
regions.

references

Augé, Marc (1995), Non-places: Introduction to an Anthropology of Supermodernity
(London: Verso).

Bauman, Zygmunt (1998), Globalization: The Human Consequences (London: Polity).

Bell, David and Hollows, Joanne (eds.) (2005), Ordinary Lifestyles: Popular Media,
Consumption and Taste (Buckingham: Open University Press).

Blomkvist, Mérten (1997), “Var verkligen Noel Coward hir?”, RES, January/
February.

Edwardsson, Ake (1996), “15.15 frain Hualamphong: tropiktiget frin Bangkok till
Singapore”, July/August.

Engqvist, Agneta (1994), “Nedrikning”, RES, March.

Engqvist, Agneta (1994), “Hong Kong: vintans tider i kinesernas Gnosj6”, RES,
May.

Engqvist, Agneta and Leijonhufvud, Géran (1996), “Dagen gryr i Peking”, RES,
September.

Frykman, Jonas (2001), "Motovun och tingens poesi”, Fiuster mot Europa: platser
och identiteter, eds. Kjell Hansen och Karin Salomonsson, (Lund: Studentlit-
teratur).

Huang, Tsung-Yi Michelle (2001), Amidst Slums and Skyscrapers: The Politics of Walk-
ing and the Ideology of Open Space in East Asian Global Cities, Diss. (Stony Brook:
SUNY at Stony Brook).

Howeler, Eric (2003), Skyscraper: Vertical Now (New York: Universe Pub.).

Karlsson, Bobo (2006), “Bangkok Express”, RES, December.

Kvanta, Eva (2008), “Designed in China”, RES, March.

Killman, Jan (2000 - 2001), “Kokpunkt Bangkok”, RES, December/January.
Lagerkvist, Amanda (2005), Amerikafantasier: kin, medier och visualitet i svenska
reseskildringar fran USA 1945-63, Diss. (Stockholm: Stockholm University).

Leijonhufvud, Géran (1996), “Var och en ir sin egen chef”, RES, May.

122 —cmilia ljungber g



Lindskog, Johan (1999), “96 timmar i Tokyo”, RES, June.

Lofstrom, Peter (1995), “Forford av Shanghai”, RES, September.

Morley, David (2000), Home Territories: Media, Mobility and Identity (London:
Routledge).

Pascalidou, Alexandra (2008), “Vid drakens fot”, RES, June/July.

Rydell, Anders (2007), “Digitala drommar”, RES, May.

Rydell, Anders (2007), “Europa - lyxens sweatshop”, RES, June.

Svensson, Per (1999), ”Frihet fran val - var tids semesterdrom?”, RES, March.

Swanberg, Johanna (2006), “Hello Tokyo”, RES, September.

Ulvsgird, Jorgen (2008), “Lugnet efter Tokyo”, RES, June.

regions of globalization -123



The Nation




Anders Wilhelm Aberg

Seacrow Island: Mediating
Arcadian Space in the Folkhem
Era and Beyond

in 1967, the year after I was born, my father built a small cottage at
Ridmanso in Roslagen, the northern part of the Stockholm archipelago.
This place has become the centre of my childhood memories. My early
life, as I remember it, and an entire structure of feeling are defined by the
experiences of travelling to the cottage by car on weekends from the out-
skirts of Stockholm where we lived, preparing the cottage for the season
at Easter after a long winter with only the occasional visit, spending seem-
ingly endless summer days there with my mother or grandparents, my
father coming for the weekend and for the few weeks of summer vacation,
later preparing the cottage for winter, the last weekends in autumn picking
mushrooms, taking a farewell leap into the bitterly cold sea.

In a sense, these memories and experiences are not strictly personal
and private. On the contrary, they are probably quite typical. Owning or
long-term renting of a small cottage slowly became a viable option for
people in the working and lower middle classes in the twentieth century,
and increasingly from the mid- to late 1950s, through the 1960s. From a
certain point of view, building the cottage in Roslagen - albeit in a fairly
unfashionable part of it — can be construed as a strategic step in upward
social mobility. Culturally, this move mimicked, on a small scale, the
appropriation of the archipelago as leisure space, which was undertaken
almost exclusively by the propertied classes in the late nineteenth and
early twentieth centuries (Pihl Atmer, 1987: 111-115). In economical
terms it was an investment. Consequently, my parents sold the cottage in
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1979 to facilitate the move from a rented apartment to a house in a well-
to-do residential neighbourhood.

Alongside these socio-economic pressures and possibilities figures the
culturally over-determined, as it were, choice of setting for leisure activi-
ties. The needs that building and vacationing in a cottage in the Stock-
holm archipelago responded to were in no way sui generis or mutely oper-
ating in the subconscious of, say, my own father. As Swedish ethnologist
Orvar Lofgren consistently argues in Oz Holiday (1999), the ideal prac-
tices and spaces of vacation have been constructed and mediated for cen-
turies, thereby contributing to the mindscapes of vacation that he envi-
sions as essential to the vacation experience:

Simultaneously moving in a physical terrain and in fantasylands or media-
worlds, we create vacationscapes. Personal memories mix with collective im-
ages. The view down at the beach, the little cottage by the meadow, the sunset
over the cliffs, these are sceneries constantly framed, packaged, and promot-
ed, shaped by at least two centuries of tourist history (Lofgren, 1999: 2).

Mediating the Stockholm archipelago as a domestic Arcadian space has a
long-standing tradition. Since the late nineteenth century, the Stockholm
archipelago has been frequently featured in paintings, literature, popular
songs and films, making it one of the regional Swedish landscapes that
typify Sweden - other prominent landscapes in this context being, for ex-
ample, Dalarna (Dalecarlia), Virmland and the landscapes surrounding
lake Vittern (Bjorck, 1946: 38-69; Christensson, 2002: 12f and 62ff; Lof-
gren, 1993: 89—101). Arguably the most popular, widespread and influen-
tial mediation of the Stockholm archipelago — possibly rivalled by some of
the songs by Evert Taube — are the TV series, feature films and books
about Seacrow Island,* scripted and written by Astrid Lindgren. Their
production and initial releases are virtually concurrent with the peak in
democratization of the cottage culture in the 1960s, and they, I would ar-
gue, epitomize the mediation of the archipelago as Arcadian space, while
they also feature ideal practices of vacation and leisure.

In the following, I will examine the construction of the ideal vacation
in a domestic Arcadian space in the TV series and the films, as well as the
reception and further circulation of this mediation.

The Seacrow Island Phenomenon

The Seacrow Island texts have occupied, and continue to occupy, a central
position in Swedish popular culture. The inaugural release was the airing
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of the 13-part TV series Vi pd Saltkrakan (The Children of Salty Crow, Olle
Hellbom, 1964) January through April 1964, each instalment running
slightly less than 30 minutes. It was an immediate success with the audi-
ence. According to a survey conducted by Swedish Public Service Televi-
sion (PUB 17/64), the episode “Midsommar pé Saltkrikan” was viewed
by 60 per cent of the entire population and received an approval rating of
95 per cent. It was also frequently alluded to and commented on in the
press — at a time when TV series of this kind did not receive serious criti-
cal attention in the Swedish newspapers — in the form of celebrity journal-
ism that treated the young actors as budding child stars and the instant
darlings of the people. The series was followed by the release of the novel
Vi pd Saltkrdkan (Seacrow Island, Astrid Lindgren, 1964 ). The success of the
TV series brought about the production of four feature film sequels, and
an additional theatrical version edited together from the TV series: Tjor-
ven, Batsman och Moses (Tjorven, Batman, and Moses a.k.a. The Little Girl, The
Dog, and The Seal, Olle Hellbom, 1964), Tjorven och Skrdllan (Tjorven and
Skrdllan, Olle Hellbom, 1965), Tjorven och Mysak (Tjorven and Mysak, Olle
Hellbom, 1966), Skrdllan, Ruskprick och Knorrhane (Skrdllan, Ruskprick, and
Knorrhane, Olle Hellbom, 1967) and Vi pd Saltkrikan (The Children of Salty
Crow, Olle Hellbom and Olle Nordemar (editor of the theatrical version),
1968). The first four feature films of the series were all among the ten top
grossing films of the decade. Tjorven och Skrdllan was outgrossed only by
another comedy set in the archipelago — At angira en brygga (Docking the
Boat, Tage Danielsson, 1965) — and two films with sexploitation appeal:
Jag dr nyfiken — gul (I Am Curions - Yellow, Vilgot Sjéoman, 1967) and Ur
kdrlekens sprak (Language of Love, Torgny Wickman, 1969). The Seacrow
Island franchise also includes picture books and, more recently, a Seacrow
Island-scape at Astrid Lindgren’s World theme park in Vimmerby.

The original TV series has been re-run on Swedish Public Service Televi-
sion in 1967, 1970, 1973, 1986, 1991, 1993, 1997, 2000, 2002, 2004, 2005,
2006 and 2008. The four feature films were edited and re-released as the
twelwe-part TV series Sd hdr gar det till pa Saltkrikan (Life and Times at Seac-
row Island) in 1977. This series has been re-run in 1980, 1998, 2001, 2003,
2005, 2007 and 2009. The newspapers have continued to print “Where-
are-they-now” stories about the former child stars, at least into the 1990s.
This sustained presence suggests not only that the Seacrow Island texts are
modern, popular classics, but also that they have attained the status of TV
rituals. They are a mediated part of the “experience of summer” in Sweden,
much like the TV re-runs of It’s a Wonderful Life (Frank Capra, 1946) have
become a ritualistic part of the “experience of Christmas” in the US.
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The basic plot of Vi pd Saltkrdkan concerns the vacationing Melkers-
son family, their arrival on Seacrow Island, their attempts to adapt to the
way of life of the local islanders, their growing love for the island and the
people inhabiting it, and finally their struggle to avoid being evicted from
the house they are sub-letting when it goes on the market. They are able
to buy the house when, deus ex machina, Melker, the father and an author
by profession, obtains money from the unexpected sale of one of his
books. This plot unfolds during one summer vacation, a short Christmas
vacation and (part of) the next summer.

The principal characters are Pelle Melkersson (about 7 years old), his
two older brothers Johan and Niklas, their 19-year-old sister — and stand-
in mother — Malin, and their father Melker. Mrs. Melkersson is dead (she
died during childbirth when Pelle was born, the book version reveals). The
people of Seacrow Island include, first and foremost, Tjorven, a sturdy girl
of Pelle’s age, and her dog, a St. Bernard named Bitsman (which means
boatswain). Tjorven has two older sisters, Teddy and Freddy, and a father
and mother who run the island shop. There is also old man Séderman, a
local, and his small granddaughter Stina, who is visiting for the summer.

The basic plot spans over several episodic sub-plots suitable for the
TV format: Tjorven and Stina acting as old man Soéderman’s maids, the
older children getting lost in the fog on a boat trip, Malin being courted
by the tourist Krister at the midsummer festivities (but preferring in the
long run, of course, the local school teacher Bjorn), the older children
catching two thieves, Pelle getting a pet rabbit, and so on.

The feature films maintain this structure - indeed, they work quite
well in the TV version Sd hdr gir det till pi Saltkrdkan. The TV series and
the films are essentially multi-protagonist works, but over the years, the
narrative focus tends to shift from Tjorven and Pelle to Malin’s daughter
Skrillan, as indicated by the film titles.

Seacrow Island as Arcadian Space

I derive the concept of Arcadian space from the poet and literary scholar
Goran Printz-Pihlson, who develops it in his discussion of “the poetry of
place” in the works of poets such as Seamus Heaney, Derek Walcott and
John Matthias from the early 1970s onwards (1995: 63-86). Modern
manifestations of Arcadian space, thus, belong to a pastoral tradition pre-
senting the genius loci of rural environments. As noted by Raymond Wil-
liams, modern pastorals are part of an “escalator” of backward-looking
idealization of the rural and negative representation of urban environ-
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ments, which go back to the Greek poet Hesiod, standing at the begin-
ning of Western culture, already looking back to a lost Golden Age (Wil-
liams, 1973/1975: 9-14). Printz-P3hlson makes the crucial point that Ar-
cadian spaces tend to bind individual myths of childhood and origin - of-
ten in the form of cliché but emotionally saturated memories such as
those presented at the opening of this text — together with collective
myths of utopian or ideological significance (1995: 12f).

The Seacrow Island texts in no way invented the archipelago as a do-
mestic Arcadian space. Famously, author August Strindberg took a satiri-
cal view of the somewhat backward way of life in the Stockholm archipel-
ago in Hemsoborna (The People of Hemsd, 1887 ), which coincided with — and
thematized - the growing interest of the propertied classes in the archi-
pelago as a recreational space. The stories of the popular author, painter
and cartoonist Albert Engstrom spread widely the comic stock character
of the quirky and cunning islander — The Rospigg (alluding to the thorns of
a rose and the vernacular name of the northern part of the archipelago,
Roslagen).? The paintings of Axel Sjoberg, Albert Engstrom and, to some
extent, Bruno Liljefors represented the landscapes and animal life of the
region. Many poems and popular songs of Evert Taube excelled in specif-
ic — often explicitly geographically located - impressions from the Stock-
holm archipelago, of meadows rich with flowers in the morning dew, the
salty winds, the sun setting over the bay etcetera. Taube has therefore
been considered the Master of the Archipelago Waltz, a predominantly
Swedish and Finnish genre (Matz, 1997: 36 and Brolinson, 2007: 35f).
Taube frequently made reference to the pastoral genre and Arcadian myth,
addressing, for example, the sweet girl Rosa as a Muse of Helicon in “Rosa
pé bal” (“Rosa at the ball”, Sjdgsalaboken, 1942).3 These are but a few cen-
tral, often cited and widely known points of reference in the topicalization
and mythification of the archipelago in Swedish art and popular culture.

In the cinema, as film scholar P.O. Qvist (1986) has demonstrated
eloquently, a powerful trend of agrarian-romatic idealization of the rural
is visible in the rural film genre, especially in the 1940s and 1950s, per-
haps as a reaction against the intense modernization and urbanization of
the post-war decades. One of the subgenres Qvist distinguishes is the
Archipelago Film, featuring dramatic films, such as several remakes of
Hemsoborna (1919, 1944, 1955 and 1966), but mainly consisting of com-
edies in the Albert Engstrom tradition (Qvist, 1986: 120f).

Finally, common to most expressions of this rural trend, and positively
essential to depictions of the archipelago as Arcadian space, is the theme
of summer. This may appear to be quite natural. Sweden is a cold and
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dark place for most of the year. The short summer offers a blissful repose
from the hardships of winter, which starts early in the autumn and ends
late in spring. Unsurprisingly, appreciation of summer, memories of
summers past, and longing for summers to come have been prominent
for centuries in speculations about and constructions of the national
characteristics of the Swedish people (Broberg, 1991: 671ff; Sundbirg,
[1911] 1991: 759). Hence, all forms and genres of Swedish art overflow
with lyrical renditions of summer.

The Seacrow Island texts work safely and effectively within these tradi-
tional and generic borders. Melker Melkersson’s final words in the TV series,
after obtaining the house on Seacrow Island, make explicit the legacy to the
pastoral tradition, and are probably readable as Astrid Lindgren’s credo:

Yes, it’s a dream all right. I get to keep it all. My children get to keep their
summer dream, and live their summer life, the sweet, secret and wild. The
life that Man can experience only when he is a child, and forgets when he

grows up and no longer has the same right to Paradise.

This pastoral ideal, nostalgically highlighting Arcadian space as the space
of childhood, is supported by a typically pastoral pattern of composition,
consisting first and foremost of the structuring opposition between Arca-
dian space and its Other (the urban, complex, corrupt, inauthentic, etcet-
era) (cf. Halperin, 1983: 61—70 and Kylhammar, 1985: 21-25). This is hu-
morously articulated when the locals make quips at city people and shake
their heads at Melker’s repeated, ineffectual attempts at anything practical.
The basic plot, of course, concerns overcoming this opposition, the Melk-
erssons entering Paradise and becoming a part of it. At this point, at the
end of the TV series, the opposition is sharply rearticulated. A man comes
to buy the house. The Melkerssons risk eviction. The buyer is the fat and
arrogant Karlberg, a company manager. He is the token capitalist, accom-
panied by his snotty daughter and her ridiculous dog (a poodle!). They don’t
even want the house, only the land on which to build a bungalow, which is
marked in the dialogue as a distinctly alien element in this traditional mi-
lieu of red cottages and fishermen’s homesteads. In this otherwise light-
hearted story, the portrait of these outsiders borders on the hateful. This
pivotal scene clearly depicts Arcadian space on Seacrow Island as national
(vs. foreign) as well as traditional (vs. modern/capitalist).

Many have criticized Hellbom’s adaptations of Astrid Lindgren’s sto-
ries for being bland and overly idyllic (cf. Janson, 2007: 60-92). But in
the Seacrow Island cycle, there is trouble in Paradise. Especially in Tjor-
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ven, Batsman och Moses, harrowing moments of death, guilt and loss dilute
the sweetness of the summer dream. Pelle’s beloved pet rabbit Jocke is
brutally killed by a fox. Tjorven’s dog Batsman is wrongfully accused of
the deed. Tjorven’s father Nisse explains to his devastated, almost cata-
tonic daughter that her dog must be put down, and takes Bitsman for a
final walk in the forest, his gun on his back. Granted, all ends well, but it
takes a prolonged last minute rescue sequence and a final moment of un-
certainty — a gun is fired out of frame, by a hunter as it turns out - before
we get to that point. Far from squaring with the near critical consensus
that these films are simply too “nice”, this preoccupation with existential
extremes further embeds them in Arcadian myth, which incorporates
threatening death and terminal loss via the Orpheus myth and the recur-
ring motif of “Death in Arcadia” (cf. Printz-Pihlson, 1995: 16-28 and
Panofsky, 1936/1982: 307ff).

Arguing along the lines of film scholar Martin Lefebvre, one may claim
that the visual aesthetics of the Seacrow Island texts frequently transform
setting into landscape (Lefebvre 2006: 28ff). That is, the spectator is in-
vited to enjoy the spectacle of the landscape as such, in excess of its narra-
tive function. Furthermore, the landscape of Seacrow Island is composed
and presented in close adherence to a pictorial tradition rooted in Swed-
ish provincial, national romantic painting from around the turn of the
century, 1900, which has been widely disseminated and mediated in
school books, picture post-cards, posters, pamphlets from the Swedish
Tourist Society, tapestries, and, of course, the cinema. Thus, Seacrow Is-
land is situated in what ethnologists have called the Swedish “national
landscape” (Lofgren, 1993:89ff and Frykman, 1993:180ff). The represent-
ed surroundings connote values and historical conceptions of “Swedish-
ness” in much the same way that representations of Monument Valley in
westerns connote the spirit of the frontier and manifest destiny in the US.
This transcendence of narrative function occurs in three principal types
of compositions: 1. Low angle shots framing figures in close-up under a
towering, blue sky; 2. Cutaways to close-ups of animals or plants; 3. Care-
fully composed representations of the surroundings on Seacrow Island.
The landscapes in this recognizably national pictorial idiom are also clear
examples of the trans-national category of the picturesque. They seem
suited to satisfying a tourist gaze trained to appreciate conventionally
beautiful views through hundreds of years of discourses of tourism, which
have turned natural surroundings into picturesque sceneries. The repre-
sentation of the Seacrow Island landscape has, in short, the qualities of a
picture post-card from the Stockholm archipelago.
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Cutaways to animals and plants frequently exceed any obvious narrative function.
10 They represent, rather, aspects of the wondrous Swedish nature. Excerpts from Tjorven,
Bé&tsman och Moses and Tjorven och Skrallan.
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A picturesque scenery in Tjorven, Batsman och Mosesdisplays a clear af? nity with Swedish
provincial painting from around the turn of the century 1000. Here Axel Si6bergs Gistning 13
av °undrenat pa Langviksskar (Drying the nets at Langviksskar, 1808).




I would hypothesize that the visual attraction of this picturesque version
of the national landscape goes a long way towards explaining the sustained
success of the Seacrow Island texts. As media scholar Ingegerd Rydin has
demonstrated, Swedish Public Service Television other big venture into
family entertainment fiction in the early 1960s, the TV series Villervalle i
Soderhavet (Terry in the South Seas, Torgny Anderberg, 1963), was considered
a disappointment, and it has had very limited circulation after its first air-
ing. This occurred despite the fact that Villervalle i Siderhavet is very similar
to the Seacrow Island series in several respects (Rydin, 2000: 131f). It is
narratively and structurally similar, telling the story of a family coming to
an island, trying to adapt to the local way of life. It has a similar outlook on
society, the family and children, and it even features quite remarkable sim-
ilarities in the characterization of some of the protagonists and exploits the
visual attraction of the distinctive, beautiful surroundings of the islands in
question. The significant difference actually seems to be the respective set-
tings of the two TV series, a “national” versus a “foreign” setting.

The Seacrow Island setting, then, is manifestly and centrally a setting
for the family vacation. Workers’ right to vacation was legislated in
Sweden at the end of the 1930s. There were concerns that this would not,
in fact, lead to the intended and ultimately productive recreation of the
workforce, but instead to excessive drinking and loitering. Efforts were
made, by the labour movement and employers alike, to foster ideals of a
sufficiently active, recreative mode of vacation, including mild exercise,
fresh air and possibly some development through education. One may
speak of the formation of an ideology and pedagogy of vacation charac-
teristic of the early Folkhem era (cf. Wicklin, 1997: 67). This was exploit-
ed by, and extended into, popular culture, not least in the form of films,
often comedies, telling stories of vacation. Vacation films could in fact be
distinguished as a prominent sub-genre of Swedish cinema, including
some of the most widely seen and discussed films over the decades, from
Pensionat Paradiset (Paradise Inn, Weyler Hildebrand, 1937) in the 1930s
to the Séllskapsresan cycle (the Package Tour cycle, directed by Lasse Aberg)
in the 1980s. These films make fun of - and therefore also negotiate,
define and teach - the do’s and don’ts of various forms of vacationing.

Historically, one of the predominant forms of vacationing came to be
travelling to a vacation home - owned or rented - in the countryside,
preferably by the southern east or west coast of Sweden (Lofgren, 1999:
122ff). Cottage communities expanded, while hotels and boarding houses
emptied. By the 1970s, there were half a million vacation homes in a pop-
ulation of slightly more than eight million Swedes (Lofgren, 1999: 124).
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This is a comparably high number, indicating that cottage culture en-
gaged large parts of the population, and had spread across class borders
to a certain degree. Though still restricted by economic opportunity, the
summer cottage has definitely become one of the culturally dominant
“fantasy spaces” of vacation, in Sweden as well as internationally:

It is a utopia shaped by several kinds of longings. First of all it is the nostal-
gia for paradise lost, the idea of a golden age, when summer life was simple
and affordable, and families took long vacations. Such longings feed on the
many descriptions of “traditional” summer life of wonderful picnics, sail-

ing, straw hats, and white linen dresses (Lofgren 1999: 149).

Seacrow Island has become the description (and fantasy) of cottage cul-
ture in Sweden. When it appeared, it charted the ethos and praxis of con-
temporary vacation life, pinpointing very precisely some of the central
themes of contemporary, “real”, cottage culture: the importance of long-
ing, of comings and goings; the cult of simplicity, and the imperative of
abstaining from modern conveniences; the cult of the cottage itself (its
name, its history, its unchanging appearance); the imperative of becom-
ing as local as possible (cf. Lofgren, 1999: 131-154).

As demonstrated above, this representation of contemporary vacation
life in the early 1960s has a retrogressive thrust on almost every level, an-
choring Seacrow Island in Arcadian myth, in childhood, ideologically in a
pastoral and traditional (vs. modern) set of values and sentiments, formal-
ly in a dated pictorial idiom, both of the latter inflected along the lines of
the discourses of nation and nationalism in the late ninteenth century.

“One of the Most Swedish Things We Have’:
Paradise Regained, Again and Again

Writing in the year 2000, columnist Anders Bjérkman launched an attack
on Vi pd Saltkrdkan for being slow and artistically inept. He starts his icono-
clasm by stating, correctly, that “Tjorven, Bitsman and uncle Melker be-
long to the rank of great personages in Swedish popular culture. Vi pd Salt-
krikan has the status of an unassailable work, considered one of the eternal
re-runs” (Bjorkman, 2000). This attack is testimony to the fact that the
Seacrow Island texts have a continuous reception history spanning more
than four decades.* One of the dominant themes of this reception is the
ongoing nationalization of the texts. In fact, the commentators immedi-
ately picked up on the nostalgia and “Swedishness” of the TV series and
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films, and this became the principal way to frame other noticeable traits
and characteristics. It became a reading strategy, as it were, common to
those in favour of the TV series and films, and their adversaries.

The official opening of Tjorven, Batsman och Moses took place at Swe-
den’s most famous first run theatre, the Réda Kvarn in Stockholm. It was
a grand, well-publicized gala opening. It coincided with, and was a part
of, the celebration of the sixtieth anniversary of Barnens dag (Children’s
Day). King Gustaf VI Adolf was present and met the cast. He was report-
ed, among other things, to have scratched Bdtsman behind the ears. This
reflected the less publicized, but often reported popularity and impact of
the TV series earlier the same year. It also set the tone for the event,
framing the film as something of national importance.

One of the leading critics at Expressen, poet and editor Lasse Berg-
strom, was beside himself with enthusiasm, stating that the film was “the
best family film in the world”. He lyrically described his pleasure as an
adult experiencing that “/. . ./the film’s poetry and scents of summer light
and archipelago reside in the passage between a wintry present and the
land of childhood. Returning to this land in the company of Astrid Lind-
gren is blissful. It is no longer the memory of those long summers of spark-
ling sunlight. We are almost there” (Bergstrom, 1964). In a slightly cooler,
albeit affirmative vein, his colleague at Afionblader noted that “We peak
into a Rousseauan paradise that has preserved the entire set of values of
innocence” (Schildt, 1964). The reviewer in Dagens Nyheter was more crit-
ical, and wrote about Tjorven, Bitsman och Moses: “The Swedish island in
the archipelago is like a dream, and like in a dream, the sun always shines.
One can’t help but wonder whether there are more important dream
worlds for children in 1964” (Holm, 1964). She is even harsher when
treating Tjorven och Skrdllan the following year, criticizing the “/.../ide-
alization of a way of life that became unrealistic a long time ago”. She con-
cludes that the film deals with contemporary reality “clated to an idyll.”
(Holm, 1965). These comments suggest that Seacrow Island was essen-
tially zever thought of as anything other than a nostalgic utopia.

The national theme is ubiquitous. The reviewer at Aftonblader chides
Tjorven och Skrdllan for its “blue and yellow sentimentality” (Borge, 1965).
His colleague at Upsala Nya Tidning praises the cinematography of the same
film for its perfect rendition of “the Swedish vacation paradise” (L.A.
1965). The reviewer at Svenska Dagbladet amasses references to the issue of
nationality in her comments on Tjorven och Skrdllan, talking about Skréllan
as “a folkhem idol”, about Astrid Lindgren as a “national monument” and
about Louise Edlind (playing Malin) as “propaganda for Sweden” (Jolan-
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ta, 1965). The weekly Idun/Veckojournalen headlined their cover story on
Kajsa Dandanell (playing Skrallan) in the summer of 1967: “Skrillan - the
most Swedish summer girl in her third film”. The review of Skrdllan, Rusk-
prick och Knorrhane in the weekly Vi aptly states that the Swedish summer
holiday has become one of the most conspicuous national stereotypes
(along with the Swedish “sin”), picturing Swedes as “a kind of noble sav-
ages who prefer to enjoy Paradise in the archipelago” (Nordberg, 1967).

The continued publicity on the Seacrow Island texts may be analysed in
three separate phases. The first runs throughout the 1960s and into the ear-
ly 1970s. It is characterized by the relative proximity of the original airings
and openings of the TV series and films. The focus is overwhelmingly on
where-are-they-now stories, and of reminiscences of the great love recently
lavished on them, how much “people” rejoice in seeing them again. There
is a sense of taken-for-grantedness in the comments, only the odd remark
on the issue of the continuing relevance of the Seacrow Island texts.

By the late 1970s, there is evidence of the political and cultural turn
of the preceding period. Sd hér gar det till pd Saltkrdkan is viewed as exotic,
as standing out in stark contrast to the current output for children. A col-
umnist in Dagens Nyheter wrote: “No. ‘Seacrow Island’ could never be re-
corded today as children’s television. It shows no social problems in mul-
ti-storey building areas. It does not mirror how the closing of industry
plants affects local communities, and it does not depict the conflicts ex-
perienced by children in a divorce” (Svedberg, 1977). Similarly, Svenska
Dagbladet noted the anomaly of a “sweet and sunny, pretty funny story
about kind people in a nice environment”. There were: “No pointers, no
progressive thoughts, no attempts to activate, no struggle against sex
roles” (Wik-Thorsell, 1977). The columnists mean this as praise. How-
ever, all the familiar references to nation or “Swedishness” are conspicu-
ously absent. I have found no pronounced political criticism of the Seac-
row Island texts in the material surveyed from the late 1970s, but in the
rather polarized political climate of the time, the quotes above could be
perceived as dangerously and flippantly liberal or right-wing. Surely,
many regarded Sd hdr gir det till pd Saltkrdkan as utterly reactionary.s

The sequence of re-runs continued into the 1980s and 199os. In a
where-are-they-now story from 1986, Maria Johansson (Tjorven) made
the perspicacious remark that: “It seems as though the series is supposed
to be part of the upbringing of Swedish children” (Lindstrom, 1986). On
the occasion of the 1991 re-run, Swedish Public Service Television issued
a publicity sheet to the press, launching the series as vintage television:
“Astrid Lindgren’s and Olle Hellbom’s tale of summer vacation/.../has
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become one of the most Swedish things we have.” The newspapers took
the bait, and in 1991 and 1993 (when the publicity sheet was re-issued),
this characterization of the TV series was repeated in some of the articles
covering the re-runs. Thereby, the metamorphosis from appealing chil-
dren’s television to an important part of the Swedish cultural heritage
was completed and codified in the public discourse.

In this third phase of the reception of the Seacrow Island texts, the top-
ics of nostalgia and nation are emphasized. In a fairly typical article from
1991, a journalist describes the twofold nostalgic appeal of Vi pd Saltkrikan.
She remarks that it is quite probable that everyone in the age range 30-35
years has seen the series. This, one might add, is bound to be an underesti-
mation (or, rather, only part of the truth). Owing to the all-age appeal of
the Seacrow Island texts, I would hazard to guess that, by 1991, a very sig-
nificant share of the entire population had memories of watching at least
some part(s) of them. The journalist moves on to reminiscences of watch-
ing the TV series as a child, together with the other kids and mothers in the
neighbourhood, gathered in the home of the nearest owner of a TV set,
drinking lemonade. Over these memories, she layers the memories of the
representation of Seacrow Island: “Vi pé Saltkrakan gave us the image of
a true summer paradise. An idyllic image, to be sure. And at the same time
completely irresistible!” (Valtonen, 1991: 8).

The blending of these idylls (the “real” and the represented) is indica-
tive of a process whereby the original Arcadian space of Seacrow Island
becomes part of Arcadian spaces in individual memories, and thereby an
integral part of the collective memory of the space of childhood shared
by generations of Swedes, and extendable into the future to the extent
that the Seacrow Island texts retain their appeal and continue to be aired
and screened.
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endnotes

1 In the English language material about the TV series and films, Seacrow Island
(Saltkrakan) is often referred to using the more literal translation ‘Salty Crow’,
and in the production sheets from Sveriges Television (Swedish Public Service
Television) the English title of the original TV series is “The Children of Salty
Crow’. I have, however, chosen to use the name of the fictitious geographical
location coined by Evelyn Ramsden in her translation of the book from 1968.

2 Staffan Bjork (1946: 44) suggests that Strindberg’s and Engstrom’s work stim-
ulated the growing interest in vacationing in the archipelago.

3 Taube’s Arcadianism was fairly universal. He found Paradise in different parts
of Sweden and the world. However, his archipelago waltzes with motifs from
the Stockholm archipelago did in fact popularize the image of the Stockholm
archipelago as a peculiarly Swedish Arcadia, as evidenced in: “Calle Schewens
Vals”, “Dansen pa Sunnand”, “Sjosala vals” and “Vals i Furusund”.

4 Thave surveyed a comprehensive sample of reviews and articles published in the
major newspapers in Stockholm (Dagens Nyheter, Svenska Dagbladet, Expressen,
Aftonbladet, Stockholmtidningen), as well as a small sample of reviews and articles
from weeklies and local newspapers.

5 There is clear evidence that the Swedish political left criticized Astrid Lind-
gren’s work generally in the 1970s for being reactionary or politically counter-
productive, from a left-wing point of view.
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Patrick Vonderau

Just Television: Inga Lindstrom
and the Franchising of Culture

lea mattson wants to change her life. Having worked in Stockholm
for years, the young physician plans to settle down in the countryside. In
a response to one of Lea’s ads, Johanna calls, a retiring doctor aiming to
sell her well-established medical practice in the idyllic small town of
Svenaholm. On her way to the appointment with Johanna, Lea almost
collides with a pick-up steered by Mikael Lovand, the manager of a tree
nursery. It is love at first sight. Lea continues on her way only to rescue
another man named Per, who just met with an accident while jet skiing
on Lake Milaren. After having undergone some artificial breathing, Per
falls in love with Lea. Coincidentally, he also turns out to be Mikael’s
little brother and the inept junior partner in the otherwise booming tree
nursery business. Meanwhile, Lea has arrived in Svenaholm and made a
deal with the still youthful Johanna who wants to change her life, too, by
marrying the affluent widower Erik, who by just another coincidence
turns out to be Mikael’s and Per’s father. It already looks as if both
women just hit the jackpot, had it not been for an age-old family secret
suddenly threatening to destroy all these dreams. ..

What first might appear to be almost a parody of the “melodramatic
imagination” in its attempt to bring into the drama of a woman’s exist-
ence the higher drama of moral forces (Brooks, 1991), in fact was one of
the most successful German made-for-television movies of the past dec-
ade. Das Geheimnis von Svenaholm (The Secret of Svenaholm) attracted 7.35

141



H 5

§

b .
W

"
!

f

*W’n ‘

b

!

g

“

Lea Mattson enjoys the Swedish country life: Julia Bremermann (right) in “Das Geheimnis
von Svenaholm”

million viewers on its first transmission in January 2006 and still 5.95
million when it was aired again one year later. Moreover, it did not come
alone, but formed part of an indefinite series consisting of 28 movies so
far, drawing an average of 6 to 8.2 million returning viewers and a market
share of up to 22 percent. Inga Lindstrom, as the programme series is
called, is thus not only firmly established in its Sunday evening prime-
time slot. The series is also highly successful in selling Sweden as a place
of German longing and belonging. With German-speaking characters
named Gudrun Moberg or Olof Sund strolling around fictitious places
like Svenaholm, Lindstrém may even appear to be a colonialist fantasy to
Swedish audiences - as a “magic carpet” provided by a televisual appara-
tus transforming German subjects virtually into “armchair conquistado-
res” (cf. Stam & Spence, 2006: 110). Taking a somewhat less polemic
stance, the present essay proposes to analyse Lindstrom and the apparatus
producing both the series and its consuming subjects in the context of
franchise capitalism.
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Franchising is about licensing; it is based on an arrangement in which
the owner of a concept enters into a contract with an independent actor,
or franchisee (Keane and Moran, 2008). The latter uses a specific model
to sell goods or services under the former’s trademark. Franchise capital-
ism, in turn, is ostensibly all about the recognition of sameness, as it glo-
bally reproduces and replicates Starbucks or Disneyworld as much as
American Idol, Survivor, Big Brother or Dancing with the Stars. Now, Inga
Lindstrim certainly has not been produced with the intention of transfer-
ring a TV programme format to foreign markets. It rather adapts to an
international format that has long been available, that is the Sunday
evening, prime-time television movie (cf. Perren, 2009). In the frame-
work of this format, however, Lindstrim replicates cultural forms and for-
mats of storytelling on two different levels. First, on the level of format-
ting, Lindstrom merely reproduces a successful formula of setting melo-
dramatic love stories with established and younger German performers
on foreign territory. In Germany, this formula was arguably established
by author Rosamunde Pilcher, whose bestselling love stories have been
adapted to and branded for public broadcasting since 1993. Apart from
being an author name, i.e. the pseudonym of German author and screen-
writer Christiane Sadlo, “Lindstrém” then designates a brand of public
broadcasting exoticism just specific enough to be differentiated from pro-
gramme series such as “Rosamunde Pilcher” or “Utta Danella”. Sadlo
had actually scripted televised adaptations of Pilcher’s romances for
Zweites Deutsches Fernsehen (ZDF) before starting to work on the Lind-
strom series in 2003, and the Pilcher formula of setting romance in Corn-
wall clearly paved the way for ZDF’s engagement in the project. From the
perspective of formatting, then, “Sweden” and “England” are inter-
changeable landscapes of desire. Second, Lindstrom also produces same-
ness on the level of transmedia storytelling, that is storytelling across
multiple forms of media that creates a number of “entry points” through
which consumers can become immersed in a story world (Jenkins, 2006).
Lindstrom not only replicates design styles of, for instance, print advertis-
ing campaigns in its pastoral, idealizing references to Sweden, its dieges-
is also ties directly into the world of goods and services, merging media
and consumption experiences. As a brand of public broadcasting enter-
tainment, “Lindstrom” has in fact been explicitly exploited for regional
place promotions in the Swedish province of S6dermanland, where most
of the Sadlo stories have been set. In the remainder of this essay, I will
briefly study Lindstrom’s role in the franchising of culture by focussing on
those two levels.
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Branding Happiness

Over the past decades, German public broadcasting has certainly not
been at the forefront of the international format trade. Inga Lindstrim is,
in fact, rather symptomatic of the working of the partially privatized
German television industry, which has long been known as the biggest
European importer of formats. In Germany’s “dual system”, format
development is carried out by private players rather than public ones.
SevenOne International (the sales house of ProSiebenSat1), for instance,
was reported to have brokered deals for about 6o percent of all interna-
tional versions of German shows launched between 2006 and 2008
(Frapa Report, 2009). It comes as no surprise, then, that Lindstrim caters
to a model of television entertainment deemed outdated in most other
countries, the made-for-television movie. In order to understand the
series’ specificity, one first has to have a closer look at this format.

In the US, television’s economic, cultural and institutional roles have
shifted markedly from the classic network era into the present digital age.
This shift has been closely observed by industry players worldwide, given
Hollywood’s high level of corporate integration and international reach
(cf. Scott, 2005). One indicator of that change is precisely the made-for-
television movie. With the networks’ authority waning over recent years,
broadcasters in the US have been focussing more on upscale, quality audi-
ences and tent-pole programming, i.e. reality shows and edgier fictional
content (Perren, 2009: 162-164). New fictional series have been testing
the boundaries in terms of sex, violence, and language, thereby addressing
an audience of younger viewers (and young professionals) who are highly
desirable to advertisers. The made-for-television movie, on the other hand,
has been viewed as unfit for coping with this development for a number of
reasons: due to its targeting of less attractive demographies, the diminish-
ing profit margins for the independent production companies involved,
and the difficulties in recycling the movies on other platforms (Perren,
166). As a consequence, made-for-television movies as a genre have been
associated with taste cultures that are out of touch with today’s dynamic
media environment. According to Alisa Perren, both the genre and its
audience became marginalized as the formula of soft, reassuring, and in-
distinctive television entertainment increasingly wore off (Perren, 168).

While made-for-television movies have all but disappeared from the
US networks since 2003, they allegedly saw an upswing in German public
broadcasting when Lindstrim appeared at about the same time. So how
does this particular series of German made-for-television movies relate to
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international trends in format development? One obvious answer to this
question would be to point to the Swedish television market, which despite
its similarities in terms of institutional history would no longer valorize
Lindstrom’s romantic escapism as a form of “quality television”. While
Swedish television’s institutional “audience image” (Gans, 1957) depicts
viewers as having similar interests in the tent poles of live programming
and the experience of participation associated with formats such as Idol or
Survivor, conclusions drawn in production and programming differ mark-
edly between Sweden and Germany. Lindstrim here becomes a case in
point, as the series’ implicit audience collides with Swedish viewers’
assumed demands for credibility in terms of genre and original language.*
In its specific realization of the made-for-television movie, then, Lindstrim
indeed reflects not only a distinctive taste culture hardly acceptable in the
very country it diegetically refers to, but the programme series also prima-
rily reflects the present state of the German “televisual apparatus”.

Since 2003, Inga Lindstrim has been produced by Roland Miihlfellner
for Bavaria Fernsehproduktion, which oversees all of Bavaria’s Munich-
based TV production activities. Bavaria Fernsehproduktion is one of the
many TV companies of the Bavaria Film entertainment group. Over the
course of six years, no vital changes have been made to the original Sadlo
formula, apart from a small, probably passing experiment with comedic
subplots in one of the 2009 episodes. Each year, five 9o-minute movies
are turned out, with a TV release in winter, spring or autumn guarantee-
ing interest in the attractions allegedly offered by the Swedish summer
(cf. Levinson and Link, 1983: 74-76). In terms of production values,
Lindstrom regularly employs veteran TV performers such as Karin Dor
or Reiner Schone side by side with “blonde, pretty Sweden girls [ Schwe-
denmidels] from Germany”, among them “shooting stars” like Julia
Bremermann or Bettina Zimmermann.> Most of the shooting has taken
place in Sweden, and the use of sets at the “original location[sic] in the
Sérmland region around Mariefred and Nykoéping has not only proven
to save costs, but also largely contributed to the intended “authentic”
movie look and feel of the series.? Yet the choice of the movie format and
the constancy of its formal realization cannot be attributed to quota or
Bavaria’s production strategies alone. It rather reflects the institutional
conditions of TV production in Germany. For Lindstrim has been com-
missioned as a programme series by ZDF, with line producer Alexander
Ollig and programme director Claus Beling being in charge. Production
decisions firmly rest on ZDF, which in 2007 even took over 50 per cent
of Bavaria Fernsehproduktion. The latter’s parent company Bavaria Film
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is already owned by fellow public broadcaster ARD, and the annual rev-
enue of the Fernsehproduktion unit with its 75 million euros (about 3 per
cent of the total German TV market) grants additional benefits to public
broadcasters in Germany’s dual system. With a combined annual budget
of some $7 billion Euros, and through companies like Bavaria or Studio
Hamburg, ARD and ZDF outweigh commercial rivals (Meza, 2007).

The consistency of the Lindstrom formula, then, relies not least on anti-
competitive moves and a fee financing system that allows German public
broadcasters to sidestep the risks of independent commercial production.
In this view, the Lindstrom made-for-television movies are indicative of a
risk-averse production environment and the mutual interdependence of
market structure and innovation in television industries (e.g., DiMaggio,
1977; Miller and Shamsie, 1999). Certainly, the Sunday evening prime-
time formula has recently been slightly rejuvenated to the effect of intro-
ducing “modern romance” to the already available portfolio of Lindstrim,
Utta Danella, Das Traumschiff, or Kreuzfahrt ins Gliick. Yet this "moderniza-
tion” just resulted in adaptations of more kitsch queens such as Dora Heldt,
Katie Fforde or Joanna Trollope, in some extra “fresh talent” and more
“most fascinating places”, among them South Africa and Long Island. As
Birte Dronsek, responsible editorial manager, sums up the ”face-place-ro-
mance” formula: “The ZDF Sunday evening movie carves out an alterna-
tive space to which one eagerly returns in order to feel happy.”+ To under-
stand that particular brand of “happiness” and the sewse of place it pretends
to build on, one needs to take a closer look at Lindstrim itself.

All of Inga Lindstrom’s 28 episodes so far resemble each other quite
closely. As made-for-television movies, they offer suitable viewing for the
whole family, B-level stars, and a predictable storyline without cognitive
or emotional challenges. There are no narrative arcs across episodes or
even seasons, as every episode sets a new story with different characters
in that same diegetic universe called Sweden (cf. Mittel, 2006). In marked
contrast to the current hype surrounding niche-targeted, prime-time
drama serials produced by US cable broadcasters, Lindstrim appears to be
“just television (Perren, 2009: 168): too indistinctive to be long remem-
bered and very easy to understand and follow. The narration eludes any
form of reflexivity and conceals narrative discourse in order to focus the
viewer’s attention on the storyworld, or more precisely: character rela-
tionships. The “multiplicity principle” allows for the minimization of
expository information by drawing from a large repository of melodra-
matic stock situations and characters (Thorburn, 1976). With story
premises often getting involuntarily close to parody - a woman unex-
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pectedly inherits a light house in Die Frau am Leuchtturm (The Woman at
the Light House, 2004), for instance — the dramaturgy employs a set of a
few returning devices. As in the example mentioned at the very begin-
ning of the essay, conflict is mostly from the result of past, unresolved in-
cidents and only revealed partly, later to be resolved by the female pro-
tagonist in the context of a present life-changing situation. Conflict thus
only serves to delay an expected positive outcome, which regularly brings
closure to two intertwined plot lines, one involving a good man, the other
the good (or even better) life. Stories unfold slowly as part of a classic
dramatic structure and against the background of conventional opposi-
tions such as town vs. city or father vs. son/mother vs. daughter, while
the storyworld is kept small enough to motivate chance encounters at any
time without the loss of narrative probability, consistent with the needs
of television’s narrative economy.

Thus firmly set within the conventions of TV melodrama, Inga Lind-
strom nevertheless modifies this programme type through its understand-
ing of viewer psychology. It is precisely the series’ take on its audience that
allows us to explain the functionality of Sweden as a convenient backdrop.
Lindstrom aims at appealing to viewers in search of Sunday evening “hap-
piness”, and this directly reflects back to the series’ appropriation of melo-
dramatic conventions. For melodrama has traditionally connoted, in Peter
Brooks’ terms, “extreme states of being, situations, actions; overt villainy,
persecution of the good, and final reward of virtue; inflated and extrava-
gant expression; dark plottings, suspense, breathtaking peripety” (Brooks,
1991: §8) — none of which form part of the Lindstrim experience. The latter
omits strong emotionalism and overtly moral polarization by situating the
story precisely in a territory unlike the harsh worlds of conventional melo-
drama. As scriptwriter Julia Neumann explains, writing Lindstrom episodes
is done without a “format bible” or a pre-defined storyline, but rather re-
quires rule of thumb knowledge of what she calls a “dramaturgy of reassur-
ance” (“Beschwichtigungsdramaturgie”).s In this context, Sweden stands
for a world not of heightened emotional intensity, in which both physical
and moral strength are constantly tested, but rather a world in which mor-
al virtues are permanently confirmed. If the melodrama in general is all
about the socialization of the deeply personal, then Sweden’s intended
psychological function as narrative setting is to represent a social world in
which the personal and the social always already overlap: The way one lives
in the ordinary world and the moral drama implicated by and through
one’s existence become identical. Consequently, Lindstrim shows social
types that offer subject positions for working through a consensus of gen-
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dered acceptable behaviour.® Fictional reference to “Sweden” is, thus, part
and parcel of the series’ basic affect management, although fiction is by no
means the only source this reference is taken from. The Lindstrim version
of Sweden even openly collides with the country’s presence in another
highly popular, but by far darker format of German television entertain-
ment, Mankells Wallander (from 2006). Instead of treating Lindstrom’s set-
ting as a way of representing Sweden, I would therefore suggest that we
understand the “Swedishness” evoked by the series as signifying sensory
pleasure as such. Over the past sixty years or so, German audiences have
become familiar with Swedish people, lakes, forests, coastlines and sum-
mer cottages and learned to recognize them as pleasurable; for the target
groups of Lindstrom, these images are expected to fulfil a “signal function”,
implying the promise that the story will be, in effect, sensuously pleasant
and reassuring (cf. Ang, 1991: 476). Yet as indicated above, the repository
from which such images are taken extends beyond the mere televisual (or
even audiovisual); it comprises consumer goods like cars (Volvo) and
furniture (Tkea), food, the services of the tourism industry, and even chil-
dren’s literature (Lindgren).” If Lindstrom aims at evoking pleasures of re-
assurance, then it clearly does so with regard to viewers as consumers.
This brings us to the second level of this argument, the level of trans-
media storytelling. Lindstrom has in fact created multiple entry points for
immersing consumers in its storyworld and vice versa. On the one hand,
the series has been accompanied by a broad variety of merchandise, includ-
ing books, CDs and DVDs. For instance, the ZDF merchandising division
(ZDF Enterprises) has released four DVD box sets of the “Inga Lindstrom
Collection” with a total of twelve episodes, a photo book (Enchanting Swe-
den - On the Trail of Inga Lindstrim, authored by ZDF’s programme director
Claus Beling),? a large number of Lindstrom novels and audio CDs with TV
performers reading those novels.? On the other hand, viewers of Lindstrim
also have been strategically immersed into Sweden’s world of goods and
services. As a brand, “Lindstrém” has been used for cross-promotions with
the Swedish tourism industry, most notably Visit Sweden, Visit Nykoping,
Sormlands turismutveckling AB and eleven Sédermanland municipalities
joining forces under the umbrella organization “Inga Lindstréom Coun-
try”.*° Initiated by Josefa Hoglin, coordinator of tourism at the municipal-
ity of Nykoping, this collaboration has been established in order to profit
from movie-induced tourism, as reports indicated that ZDF’s Rosamunde
Pilcher was leading large numbers of German tourists to Scotland and
Cornwall.'* A variety of marketing approaches have subsequently been
directed at potential German tourists, most notably a website entitled
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“Inga Lindstrom auf den Spuren® (“Following Inga Lindstrom”, ingalind-
strom.se). This website mainly consists of a map listing towns and build-
ings that have been used as “original locations” in particular episodes, such
as Mariefred, whose town hall served as a police station in Aufden Spuren
der Liebe (Following Love, 2004). Apart from places that were used in the
Lindstrom movies, the map also contains a number of less explicitly movie-
related sights and tourist venues, among them Trosa Stadshotell or Tax-
inge Slott. That is, Lindstrom has been used as a reference demonstrating
that Sédermanland is indeed worth visiting, thus literally re-mapping this
province as a more distinctive and ultimately “Swedish” region. Because
Sormland had not been regarded as a central region for tourism prior to
the Lindstrim movies precisely owing to its unspecific landscape (Gothlin
and Holmstrém, 2009), one might indeed speak of transmedia storytelling
and the emergence of a new aesthetic that engages consumers in the pro-
duction of experience (cf. Jenkins, 2006: 93ff).*?

Making Culture

Franchise capitalism involves processes whereby cultural forms are repro-
duced and replicated, creating economic value and arguably also cultural
likeness. In this sense, ZDF’s investment in the made-for-television mov-
ie may be seen to contribute to the making over of everyday life globally.
Not so much due to its reduction of countries to generic backdrops, but
rather because of the strategic conjunction of fiction and tourism, the
expected outcome of which lies exactly in a muddying of regional specif-
icity — tourists exploring Sweden by “following Lindstrom” are expected
to transpose the generic likeness of melodramatic fiction onto the ex-
perience of regions as different as Sérmland or Cornwall. According to
cultural critics, this may lead to a “kind of diversity within a certain kind
of homogeneity” (Mitchell, 2000: xvi). Lindstrim seems to support this
view, as both the series’ form and its adoption by the Swedish tourism
industry are working towards making “culture” accessible. The process
of making culture is the work of institutions such as television; it is here
that the work of making culture is enacted and through which the work
it accomplishes is performed (Bennett, 2007: 34). Thus, analysing the
work of making culture means attending to processes of classification
and ordering to which varied practices are subject and through which
their “culturalness” is conferred on them. In Tony Bennett’s view, cul-
turalness “involves the production of specific relations between the ob-
jects and practices that are thus brought together” (Bennett). Under-
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stood as a set of procedures, designs, management approaches, and serv-
ices, the process of franchising culture then extends the work of culture to
the degree that things, texts and humans are made economically valuable
in the ways they operate on and in relation to each other through the
likeneness that has been historically produced between them.

It certainly would be one-sided to describe the franchising of culture
as a linear process whereby Otherness is devaluated or, on the contrary,
sameness is experienced as simply reassuring (cf. Keane and Moran,
2008). What the Lindstrim case demonstrates, after all, are a number of
contradictions and tensions indicative of the process of franchising cul-
ture. Both the series and the regionally induced movie tourism in S6rm-
land are based on easy accessibility in terms of price, intelligibility, and
“culturalness”. Thus, the accessibility of Lindstrim is mirrored in the easy
access to the region, which is provided by Ryanair at Skavsta airport since
April 2003. Ryanair’s presence at Skavsta and the possibility of re-chan-
nelling existing tourist flows from the airport into the region were in fact
the very starting point for the “Following Lindstrom” initiative (G6thlin
and Holmstrom, 2009). Yet the process of engaging viewer-consumers in
the creation of the Lindstrom experience also entailed entities hitherto
understood to be incommensurable. How does Lindstrom’s social world
of mild antagonisms and subdued passions match the pleasures expected
by Ryanair’s target demography, for example? How is the psychological
and moral setting of Lizndstrém to be translated into consumption deci-
sions? And how does the Lindstrim audience’s alleged interest in re-expe-
riencing the same landscapes, stories and emotions over and over again
relate to tourism’s need for constantly promising new and distinctly dif-
ferent experiences? Both ZDF’s Lindstrom and the Nykoping marketing
plan refer to a viewer-consumer’s agencement, preformating the space of
consumer’s choices in close interaction with them (Callon, 2008: 36).
This space of “distributed calculation® (Callon), however, encompasses
too many variables to be easily steered by any individual agent involved.
The franchising of culture, then, will remain a more open process than
the narrative order of Lindstrim’s melodrama implies.
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endnotes

10

11

12

Interview with Géran Danasten, programme director for SVT, 28 September
2009. Lindstrim has not been airing in Sweden regularly.

Press releases, Bavaria Film, Produktionen der Bavaria fiir das ZDF (2006,

2008).

Ibid.

Press release, ZDF — Verzaubern erlaubt! Neue Reihen am Sonntag versprechen mod-
erne Romantik, 18 September 2009.

Interview with Julia Neumann, scriptwriter for the Lindstrim episode “Die
Tochter des Admirals” (2009), 5 October 2009.

According to Neumann, this especially reflects on the conventional set-up of
good and bad male characters.

For this, studying Bavaria’s press releases is most instructive, see www.bavaria-
film.de (10-10-09).

Claus Beling: Bezauberndes Schweden — Auf den Spuren von Inga Lindstrom.
Cologne: Egmont, 2009. This book arguably “provides an in-depth look at the
individual landscapes peculiar to each region in a way more commonly seen in
travel guides. The author has photographed places that served as film locations
for the German TV adaptations of Inga Lindstrém’s novels, but other places
not featured in the TV films can also be seen in the book” (publisher’s descrip-
tion).

For more merchandise, search shop.zdf.de (10-10-09).

The collaboration included Nyképing, Oxelosund, Trosa, Flen, Stringnis,
Mariefred, Eskilstuna, Nynishamn, Séderkoping, Norrképing, Orebro and
Arboga.

Cf. Olof Hedling’s paper in this volume and the literature on “movie-induced
tourism”, e.g. Busby and Klug, 2001; Reijnders, 2009; Hudson and Ritchie,
2006.

Numbers of visitors are reported to have increased since 2007, bringing in ten
per cent more hotel overnight stays, an increased number of day visitors and
increased tax revenues.
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Cecilia Morner

Film in Falun - Falun on Film:
The Construction of An
Official Local Place Identity

in some current studies on geographical identities, local identity
is theorized as something different from national or regional identity.
While national and regional identities are regarded as constructed and
available through mediation only, local identity is assumed to occur with-
in the everyday life of a particular community (Aronsson, 2004: 133).
Local identity is thus thought to be lived, rather than understood and ex-
perienced through various kinds of representations. Yet local identities
may be more or less consciously constructed into representations as well,
not least through visual media. Furthermore, even if that which is regard-
ed as the local identity of a specific place is indeed part of the lives of
some inhabitants, it is not likely to be shared by everyone living in the
same geographical area.

The present article deals with the construction, through visual media
and media events, of the official place identity of Falun - a Swedish town of
approximately 35,000 inhabitants situated “in the heart of Sweden”.* Falun
will be used as a case study of how an official local place identity is con-
structed through films, public film screenings and exhibitions, and it will be
argued that the construction rings true for some of the town’s inhabitants,
but remains incomprehensible or, at least, unattractive to others.

There are several constructors of Falun’s official place identity. I will
focus primarily on one of the most active ones - at least when using
visual media as a means of construction is concerned — namely Dalarna’s
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Museum (Dalarnas Museum), the county museum. I will begin with a
brief survey of some theoretical concepts that concern place identity and
the ideology of place, and an equally brief presentation of my method.
This will be followed by a presentation of Falun and the people who, so
to speak, have licence to construct the town’s official place identity, and
a short account of the most current myths involved in the construction.
I will then illustrate this construction by discussing a couple of local
films, three DVDs produced by the museum and public film screenings
as well as other activities at the museum.

Methodology

Today’s sense of place identity — of that which the inhabitants of a par-
ticular location may be attached to - is said to be based on the history of
place in combination with contemporary changes (McDowell, 1999:
97).> Like cultural heritage - i.e. the mediation of history and changes
- local place identity corresponds to local needs (Aronsson, 2004: 209,
Turtinen, 2000: 12). Local place identity is not, as some would maintain,
necessarily based on shared language, appearance, habits, culture, per-
sonalities and so on, or on shared citizenship or the willingness to con-
form to certain laws and protect national borders (Osterberg, 1998: 14~
15), but rather on the more or less temporary needs to which globali-
zation gives rise.

It goes without saying, however, that needs vary among inhabitants
of a local place, as different things make sense to different people in dif-
ferent ways, depending on personal history, life style and so on. Virtu-
ally any geographical place is contested and bound by power relations
that determine who is “in” and who is “out” (Massey, 1994: §), and a par-
ticular official local place identity is not likely to please or even be recog-
nized by all of the place’s inhabitants. Rather, an official local place iden-
tity is constructed for the purpose of gaining or maintaining power over
other potential place constructions, and to attract groups and individu-
als, such as new inhabitants and visitors, who do not yet recognize a par-
ticular place identity. Furthermore, while some constructors of place
identity may be motivated by temporary needs, others, not least muse-
ums, are inclined to be more conservative, clinging to what is assumed to
be a more “pure” and “appropriate” identity, and using history rather
than contemporary changes as their major lodestar.?

Inhabitants’ idea of their own space — the ways in which they con-
struct it as a place and distinguish it from the rest of the world - is said to
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be important to the understanding of a particular local identity (Jonsson,
1998: 31). Yet in order to ascertain an official local place identity, we have
to look for the people who have the power not only to do the construct-
ing, but also to make the construction visible and accessible to others. By
studying authorized mediations of cultural heritage - such as those tak-
ing place at Dalarna’s Museum - it is possible to reveal what representa-
tives of early cultural studies would have called a place’s preferred iden-
tity (in accordance with, for example, ‘preferred meaning’, Hall, 2003:
228), i.e. an identity that is communicated at a hegemonic level and is
promoted as the correct one, regardless of whether or not it corresponds
to the sense of identity shared by the majority of inhabitants.

In what follows, I will focus on what film scholar Peter Billingham
calls the geo-ideological inscriptions of the objects of study. Billingham uses
the geo-ideological - a concept similar to Michel Foucault’s heterotopia
- to highlight the dialectic of literal notions of place, on the one hand,
and the ideological markings of these places, on the other hand, i.e. the
more or less intended connection of places to certain ideas and symbolic
values (Billingham, 2000: 4-5). The method was designed to be used in
ideological interpretations of cities in television dramas such as “Cops”,
“Tales of the City” and “Queer as Folk”, but the focus on geo-ideological
inscriptions seems to be appropriate for other kinds of visual representa-
tions as well, such as in the present case, for representations that have
been selected and produced to construct and maintain a certain interpre-
tation of that very place.

In order to illuminate the construction of the official place identity of
Falun, I will point out and analyse the geo-ideological inscriptions in a
drama documentary about seventeenth century Falun, a documentary
which deals with the last miners in Falun in the 1990s and three DVDs
containing films, slide shows and, in one case, a quiz about the town.
Last but not least, I will comment on the official place identity commu-
nicated at four public film screenings at Dalarna’s Museum, two of which
took place in 2007 and two in 2008, as well as some other observations
of geo-ideological inscriptions of the town. Thus, I will analyse both visual
media and media events. The geo-ideological inscriptions will be related,
in turn, to the myths of two other geographical areas: Dalarna and
Bergslagen. Whereas Billingham focuses directly on the geo-ideological
inscriptions of particular locations, I will expose two different “layers” of
geo-ideological inscriptions of one and the same place, arguing that the
inscriptions of the two larger territories are re-used in the geo-ideological
inscriptions of the town.

Olmin falun —falun on OIlm — 155



Falun

Falun is the political, administrative and educational centre of Dalarna,
one of the 21 counties in Sweden. Among other things, the city is home
to the county governor and the greater part of Dalarna University Col-
lege (Hogskolan Dalarna). In many respects, it is a typical Swedish bour-
geoisie town (especially in comparison to its “red” neighbour, the town
of Borlinge, with its conspicuously large steelworks and paper mill). In
addition, Falun is the host of the annual Swedish Ski Games and the
hometown of “The Battle”, an international snowboarding competition,
which mark it as a place for sports.

This is of only minor interest to Dalarna’s Museum and other con-
structors of Falun’s official place identity, however. The local tourism au-
thority — Visit Falun - mentions the town’s sports facilities on its web-
site, but what really seems to count in the overall hegemonic construc-
tion are rather the city’s history and its location in two different, partly
competing regions: Dalarna and Bergslagen. The emphasis on Falun’s
historical significance is connected with the fact that Falun was declared
a World Heritage Site in 2001 by UNESCO for the town’s well-pre-
served mining area. A special council - the World Heritage Council -
was founded in Falun in 2002. Along with representatives from Dalarna’s
Museum and Visit Falun, the council includes representatives from the
Stora Kopparberget Foundation (Stiftelsen Stora Kopparberget) - the
foundation that owns and runs the now defunct Falun Mine, as well as
related properties - the local government administration in Falun (Kul-
turforvaltningen), Falun World Heritage Association (Virldsarvet Faluns
Vinforening), and others. In co-operation with the Association for
Liberal Education in Falun (Humanistiska foreningen i Falun) and the
local library, among others, the council strives to market Falun as a his-
torically vital town that is worth a visit for anyone who cares about the
past, and to keep it on UNESCOs prestigious list of world heritage sites.
This ambition affects the construction of place identity: Falun is presented
above all else as old (Morner, 2008: 360).

The Myths of Dalarna and Bergslagen

While I argue that the official place identity of Falun is founded on history
rather than contemporary changes, I assume that its construction is based
on myths as well as historical facts in order to correspond to a contempo-
rary idea of local history (Isacson and Silvén, 1999: 7; Lowentahl, 1996: 3;
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Nora, 2001: 365-389; Timothy and Boyd, 2002: 87). Both Dalarna and
Bergslagen are used to construct an old-fashioned sense of Falun in visual
media. Dalarna (literally “the valleys”) has been an icon of Swedish folk-
lore since the end of the nineteenth century, when wealthy people from
Stockholm and other cities went north to enjoy the fresh air, the spectacu-
lar landscapes and the “authentic” life of peasants as well as the Sami peo-
ple in the northwest part of the county.# This early example of national
mass tourism has developed into a global phenomenon that takes place
mainly northwest of Falun, around Lake Siljan, in the picturesque towns
of Leksand, Mora, Orsa and Rittvik, and alongside the Dalilven river.
Today’s international tourists are primarily advised to visit these areas,
where they are said to be able to experience genuine midsummer feasts,
local handicraft and beautiful scenery (Discover Dalarna’s website 30-09-
09). Located about 50 kilometres east of Lake Siljan, Falun is a bit off the
tourist track, but it can claim its share of the Dalecarlian folkloristic charm
and cultural prominence thanks to artists Carl and Karin Larsson’s (1853-
1919; 1859-1928) so called folk-art home in the village of Sundborn out-
side the town - a destination that is also recommended on tourist web-
sites.S As I will show, the construction of Falun’s official place identity in-
cludes geo-ideological inscriptions of not only the Larsson family, but also
other traces of typical Dalecarlian phenomena.

Bergslagen (literally “the mountains’ laws”) adds a different flavour
and is used to an even greater extent. This region is not an administrative
division, but is rather defined by the historical importance of mining and
the metallurgic industry (mainly iron, copper, lead and silver) in an area
that includes parts of five different counties: Dalarna, Givleborg, Vist-
manland, Virmland and Orebro. The geo-ideological inscriptions in the
visual representations and overall discourse of Falun do not have a great
deal in common with the far-from-prosperous Bergslagen of today, how-
ever. Due to the closing of mines and smelteries, today’s Bergslagen is
struggling to construct a new place identity in an attempt to keep its in-
habitants from moving away, to attract new ones and to develop the re-
gion as a tourist destination (Jakobsson, 2006: 17-42). Marketed as
“mystic — popular - creative” (Bergslaget’s website), today’s Bergslagen
does not yet have a clearly defined identity, and has therefore not devel-
oped the strong connotations needed for successful geo-ideological in-
scriptions. Nor is the idea of the “bruksanda” - a particular mentality
that is supposed to have governed social and economic relationships
within the mining industry, especially during the first half of the twenti-
eth century’ - used in the construction of Falun’s place identity. Rather,
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it is the Bergslagen of the seventeenth, eighteenth and early nineteenth
centuries that proves to be useful — a period that, according to the myths,
belonged to strong, hardy and self-sacrificing miners, the “bergsmin” or
“mountain men”, i.e. the head miners who held shares in the mines and
who supervised the miners’ work, as well the handful of male geniuses
who developed the mining industry.

As I will demonstrate, it is a combination of the warm and inviting
myths of Dalarna, on the one hand, and the wild and “masculine” myths
of Bergslagen, on the other, which gives rise to a contemporary official
place identity for Falun through visual media and media events.

The Geo-ldeological Inscriptions of Falun

What is most striking about the geo-ideological inscriptions that con-
struct the official place identity of Falun, then, is the combination of the
gentle myths of Dalarna and the harsh myths of Bergslagen. Yet equally
striking is the focus on skills.

Dalarna contributes to the construction of Falun’s place identity by
supplying a connection with art and artists. For example, the fact that Carl
Larsson, perhaps the best-known and most popular of Swedish painters,
spent winters in Falun with his family at the turn of the past century is
used to the town’s advantage. His paintings can be seen everywhere in
shops, including the one at Dalarnas’s Museum, on postcards, trays, place-
mats, etcetera. It should be noted that Dalarna’s Museum is supposed to
cover the county as a whole and that Carl Larsson’s inclusion in the county
museum does not necessarily connect him to Falun in particular. How-
ever, because Larsson lived in Falun it is only natural that he is used in the
construction of the town’s place identity. Another example is Einar
Norelius (1900-1985), a notable illustrator of Swedish folklore stories as
well as folklore stories from other countries. The DVD Falukrinika 111
(Chronicle of Falun IT1, 2008 contains a documentary about him. Norelius
was born in Falun and spent most of his life in the city and the nearby
village of Bjursas, so his appearance in the DVD is not surprising.

Perhaps more surprising is the fact that the 1909 Nobel Prize-winning
author Selma Lagerlof (1858-1940) is used in the marketing of the city
(Morner, 2008: 360-361) as well as in the construction of the town’s place
identity. Lagerlof is usually associated with the estate of Mérbacka in the
county of Virmland, west of Dalarna, where she grew up and where she
spent her final years. Yet, Dalarna’s Museum goes to great lengths to con-
vince us that Lagerlof — who lived in Falun for several years — should be
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Construction of Falun’s place identity through art: Painting by Einar Norelius (10001085
shown in Falukrénika Il (Chronicle of Falun, 2008).

associated with this town instead. For example, in a computer-generated
imagery (CGI) section of the DVD Falukrinika I (Chronicle of Falun I,
2005), the curator of Dalarna’s Museum argues in a voiceover that because
Lagerlof had her breakthrough as a novelist in Falun, and because this is
where she spent her most productive years, Falun and the Dalecarlian
nature must have been vital to her success (Morner, 2008: 360-361).
Another example is an entire room at the museum that is devoted to
an exhibit on Lagerlof and contains a reconstruction of the study where
she wrote such works as Nils Holgerssons underbara resa genom Sverige (The
Wonderful Adventures of Nils, 1906-07). The fact that the original study
was located in her manor house in Falun is strongly emphasized and even
mentioned in a brief presentation of the museum in English on its web-
site. In addition, the museum’s drama teacher occasionally plays the role
of the famous writer, as, for example, on the hundred-and-fiftieth anni-
versary of Lagerlof’s birth in 2008. Furthermore, the very first question
on the “Falun Quiz” in the DVD Falukrinika II (Chronicle of Falun II,
2007) is: “Vilket &r fick Selma Lagerlof nobelpriset i litteratur?” (“In
what year did Selma Lagerlof receive the Nobel Prize?”, my translation).
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Vilket ar fick Selma Lagerlof Nobelpriset i litteratur?

A: 1909 C: 1923

B: 1914 D: 1940

“In what year did Selma Lagerl6f receive the Nobel Prize?’: The “Falun Quiz” in Falukronika
Il (Chronicle of Falun 11, 2007).

Given that the subject of the DVD deals with Falun exclusively, the quiz
clearly connects the celebrated author to the town.

Lagerlof could be interpreted as, for example, a cosmopolitan travel-
ler or a strong-headed libertine who had at least a couple of passionate
lesbian love affairs, as is done in a dramatized mini series produced by
Swedish Television Ltd (Sveriges Television AB) and entitled Selma,
which was aired on television in 2008. Yet Dalarna’s Museum has chosen
to represent her in a way that fits into the overall idea of Dalarna as a
place of folklore, local enthusiasm and innocence. She is presented as the
children’s Lagerlof; a storytelling ‘grandma’ inspired by the fairy tales and
myths of the region, who expresses a deep love of the local natural sur-
roundings. She is depicted as perhaps somewhat mysterious and secre-
tive, but also loving and kind. For example, according to the programme
of the hundred-and-fiftieth anniversary celebration of Lagerlof’s birth
on 23 November 2008, coffee was served with “Aunt Lagerlof’s short-
bread” (“Kaffe och Tant Lagerlofs mordegskakor”). The fact that the
regional characteristics used to inscribe Lagerlof in Falun via Dalarna fit
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into the overall idea of many other regions — and that Lagerlof’s genius
was originally explained by her affinity for Virmland (Nordlund, 2005:
41) — is concealed from us.

The wish to link Lagerlof to the nature of Falun is apparent in the
DVD Falukrinika I. In a section about the novelist’s different homes in
Falun, excerpts from some of her letters (she wrote daily to friends and
relatives) are read by the museum’s drama teacher in a voiceover. The
passages selected give us the impression that the view from her window
was of utmost importance to Lagerldf and that she preferred to be out-
doors, among the flowers in her garden. This view of Lagerlof (or “Selma”,
as she is usually referred to in narratives about the city’s significance to
her) is repeated in a booklet about the novelist’s years in Falun, which
was published in 2008 by the Falun local government administration
(Alexanderson, 2008). As a result, at the same time as Lagerlof adds
lustre to the town through her international success (Morner, 2008:
360), she is paradoxically used as a Dalecarlian geo-ideological inscrip-
tion in the representation of Falun.

Other geo-ideological inscriptions are combinations of Dalecarlian
myths and the myths of Bergslagen. One example is a film, produced in
2003-2004 and shown and sold at the Mine Museum in Falun, entitled
Kopparbergets folk (People of the Copper Mountain, Mats Carlborg and Ritha
Eriksson, 2004 ), a 20 minute-long educational film intended to raise in-
terest in the lives of miners in seventeeth century Falun. It was filmed us-
ing CGI with actors in a blue screen studio, and the sound track contains
new music with an unmistakably Dalecarlian touch, composed and con-
ducted by Hallbus Totte Mattsson, a well-established, contemporary
multi-instrumentalist folk musician who lives in Falun. The film has no
obvious story format, but consists of “snap-shots” of the miners’ hard
living conditions. This message is conveyed through monochromic im-
ages of a barren, smoky landscape, through rhythmical but melancholy
music and through the ragged clothes and dirty, miserable faces of the
actors: it is obvious that the lives of the miners and their families were
anything but glamorous. The film suggests that these people where
determined and tough. The characters address the viewers directly in
Dalecarlian dialect, and in a contemptuous as well as boorish manner. A
woman talks scornfully about the foreign gentlemen who administrate
the mine, and a coughing and laughing man tells about a miner who
could not find his way home in the smoke and ended up with the wrong
woman, who, for her part, could not tell the difference between this man
and her own husband because they were equally dirty.
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Det ar sa mycket konstigt folk som Ifom
Det ar fina herrar fran frammande lander.

“Strange people arrive here. They are gentlemen from foreign countries”:
Kopparbergetsfolk (People of the Copper Mountain, 2004).

Another male character, sitting in a dark inn, tells a story about a min-
er who beat a bailiff and was punished by having to run the gauntlet. The
latter is expressed visually while the man continues speaking in a voiceo-
ver. Allin all, the film creates an impression of a bunch of dirty, cursing and
drinking miners. On the other hand, we are told by an anonymous voiceo-
ver that the miners did not allow themselves to curse or behave badly while
working in the mine. This was primarily due to their belief in a supernatu-
ral female being who was supposed to rule the mine and was easily offend-
ed,” but also because it was important to be quiet in order to avoid cave-
ins. We are also told that the work in the smelteries was complicated and
took years to master. Thus, the miners are not represented solely as an ob-
stinate mob, but also as a serious and skilled group of workers.

The latter aspect is repeated in Portritt av sju gruvarbetare i olja (Oil
Portrait of Seven Miners, Mats Bjurbom and Torbjorn Lindqvist, 2004) —a
film that has been broadcast on Swedish Television once and shown
repeatedly at film screenings in Falun, for example at the local library
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Ska du dra olyckan 6ver oss?
Nu ar du tyst!

“Be quiet!”: Kopparbergetsfolk (People of the Copper Mountain, 2004).

during the documentary film festival Nitra on 7 November 2008. This
film, which contains strong connotations to Bergslagen, tells the story of
the creation of a portrait by painter Lisbeth Lind Boholm, which hangs
in the Falun Mine Museum. The portrait was the film directors’ idea.
Eleven years after the mine had closed down, Mats Bjurholm and Tor-
bjorn Lindqvist gathered seven former miners to capture a portrait of
“the pride of the miners and their memories of the harsh job in constant
darkness, which gives rise to a feeling of solidarity and comradeship that
is rare above ground” (from the programme of a public screening of the
film — my translation) at the same time as the same miners were immor-
talized by Lind Boholm. The film includes interviews with the miners in
which they express their sense of emptiness and loss of meaningful em-
ployment following the closure of the mine. One of them is filmed on
duty underground, thus further emphasizing the difficult and dangerous
life as well as the skills of the miners.

The importance of the miners — and thus the identity of Bergslagen
— has been further emphasized at some public screenings of older, local
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documentaries at Dalarna’s Museum. The films shown vary, but many of
them depict different mining and smelting processes. One example is Ez
hytta och en smedja (A Smelting-House and a Smithy), which was originally
shot in 1918 by Bristol Wickstrom with some additional parts shot by
Bristol Wickstrom and Gustav Boge in 1926-27, but which was re-edited
in 1956 and provided with a new soundtrack by Dalarna’s Museum and
the local government administration in 2002. At a public screening on
18 March 2007, the film presenter repeatedly called attention to the skills
of the workers in the films — a fact that was met with considerable approval
by the audience.

The approval is noteworthy. There were approximately 40 people in
attendance and the atmosphere was familiar: the presenter addressed
members of the audience by their first names. Knowledge of different
smelting techniques as well as of the various places outside Falun that are
mentioned in the film seemed to be taken for granted. No one objected,
and it seemed that the audience had previous knowledge of every detail
shown in the film. It could be argued that the people who attended the
screenings were interested in the smelting techniques and that the friend-
ly discussion that took place between the presenter and the audience had
nothing to do with the construction of Falun’s place identity. Yet it is
obvious that it is precisely the geo-ideological inscriptions that matter,
and that the aim of showing and watching films is related to a strong wish
to confirm and discuss Falun as an important site of hard work in mines
and smelteries. Thus, it seems that this particular film screening contri-
buted, either consciously or unconsciously, to the promotion of a partic-
ular image and characterization of the town.

Something similar has occurred during other public screenings at
Dalarna’s Museum. On 21 October 2007 and 8 November 2008, the
DVDs Falukrinika IT and I respectively were released. These films do not
exemplify the myths of Bergslagen, but rather Dalecarlian myths. The
routine before, during and after the screenings was similar to that at the
screening of A Smelting-House and a Smithy. The audience enthusiastically
discussed the importance of the DVDs, and most of them seemed to be
familiar with their content even before having seen them. Furthermore,
at a public screening arranged by the Association for Liberal Education
in Falun on 9 December 2007, of some of the films included in a DVD
packed with geo-ideological inscriptions of both Dalarna and Bergslagen,
produced by Dalarna’s Museum and entitled Dalarapsodi (Rhapsody of
Dalarna, 2004), the president of the association praised the curator of the
museum for his insistence on highlighting the history of Falun on film.
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Once again, everyone in the audience agreed. Generally, there seems to
be a strong desire for visible evidence of Falun as a mixed zone marked
by the two regions.

On the other hand, there are examples of geo-ideological inscriptions
that are not approved of at all. A rather stunning case is the screening of
Kibbutzen i Falun (The Kibbutz in Falun, Torbjorn Allard, Mats Carlsson
Lénart and Bjorn O Henriksson, 2008) - a film about a kibbutz that was
founded in Falun in 1939 — on 9 November 2008 at the museum as part
of the regional documentary film festival Nitra. A large part of the audi-
ence (unlike the film’s producer, who was present at the screening) fo-
cused on the history of Falun - what it looked like in the late 1930s and
early 1940s; who was living where and so on - rather than on the fates of
the young Jewish children who found a temporary refuge in the town
while fleeing the Holocaust. Thus, it seems that a narrative of refugees is
a geo-ideological inscription that is not desirable.

The Subjects of Falun’s Of' cial Place Identity

In order to understand the preferences of the film screening audience and
their affinity for visual media content that communicates the official
place identity of Falun, we should consider the fact that it is more or less
the same individuals who attend virtually all public screenings of local
documentaries. Most of them are in their late 6os or older and the
majority are men.® Most of them are members of the Association for Lib-
eral Education in Falun or Falun World Heritage Association, or both.
Thus, most of them have strong attachments to the constructors of the
official local place identity, and all of them share the preferences of the
constructors. One might say that they have been formed for several years
to watch and perceive the town of Falun in the same way: as a place of
historically essential value because of its close ties to the folklore of Dalar-
na and the mining skills of the men of Bergslagen. In other words, the
DVDs and film screenings, along with other official visual representa-
tions of Falun, primarily address the initiated - those who interpret the
geo-ideological inscriptions in a preferred way simply because they are
allied with the constructors. This initiated group generally form a rather
small - smaller than the about 20 per cent of inhabitants who are expect-
ed to be interested in culture and local history (Aronsson, 2004: 155) —
but tight informal “expert panel”, which has a tie of mutual dependence
to the authorities. The constructors of Falun’s official place identity serve
the needs of this panel at the same time as the panel’s approval is vital to
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the constructors’ on-going confirmation of the place identity through -
among other things - visual media and media events.

This, in turn, suggests that the official place identity of Falun present-
ed through visual media may only ring true for a few inhabitants — and
that the town probably has many other, competing identities that do not
have access to the public sphere, at least not to the same extent as the he-
gemonic identity does. There are many reasons to respect the efforts to
promote Falun as a place of historical significance. The accumulated
knowledge of local history found at institutions such as Dalarna’s
Museum is profound and indisputable. The county museum as well as
the mine museum co-operate with the local schools in an effort to devel-
op an interest in local history among children and youth. The local papers
also contribute by publishing articles about Falun’s history. For example,
each issue of the weekly Firgstarka Falun (Colourful Falun) contains an
article, written by a staff member of Dalarna’s Museum, describing the
history of a certain part of town, and the Falun World Heritage Associa-
tion organizes an annual festival, “Falun D4” (“Falun in the Past”), which
is intended to give the city’s inhabitants and tourists alike an opportu-
nity to experience the history of Falun.

Yet this is nonetheless a construction of an official local place identity
that likely does not mean anything to most of the people living in Falun
today.
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endnotes

1 The expression “in the heart of Sweden” is used in the marketing of several ge-
ographical realms. Falun and Dalarna are included in the “heart” which is situ-
ated west of Stockholm (Heart of Sweden’s website), but also in a much larger
“heart” that includes both Stockholm in the east and Gothenburg in the west
(visit Sweden’s website).

2 T use “place” as opposed to “space” (the three-dimensional aspect of experi-
ence), where place is as something that is constructed, contested and bound by
scale. See for example Linda McDowell (1999) and John A. Agnew (1987). Ag-
new divides place into “location” (the actual, three-dimensional “where”), “lo-
cale” (where people are living) and “sense of place”, which is the shared, expe-
rience-based emotional relations to certain places.

3 This difference is similar to the classical divide between preservation and
exploitation in cultural heritage management. See, for example, Ho and Mc-
Kercher, 2004 and Prideaux and Kininmont, 1999.

4 Long before that, Dalarna was regarded as a model for the whole nation, and
the people of Dalarna as the carriers of the true Swedish national character. See
for example Gustav Nisstrom’s critical analyses of the construction of Dalarna
from 1937 and a more recent article about Dalercarlian women in Swedish
iconography by Ella Johansson, 2008.

5 Carl Larsson-girden - the home of Carl and Karin Larsson - became famous
through Carl Larsson’s illustrations of its interior, which were published in a
book entitled E#z hem (Our Home) in 1988.

6 “Bruksandan” is a concept that was coined in the 1970s and that has been
investigated, analysed and criticized over and over again, for example in sev-
eral articles in Bergslagsidentitet i forindring: En forskningsresa i tid och rum, eds.
Sune Berger, Mats Lundmark and Thord Stromberg.

7 The supernatural being is usually referred to as Gruvfrun - the Mine Lady -
however not on this DVD.

8 The fact that most of the individuals who attend the public film screenings of
historical films are men contradicts a general assumption that the average
“cultural consumer” is a woman. See, for example, Aronsson, 2004: 153.
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Asa Jernudd

Cinema, Memory and
Place-Related Identities:
Remembering Cinema-Going
in the Post-Industrial Town
of Fagersta in Bergslagen

the present article is based on the conviction that cinema-goers
have the potential to bring new knowledge to, comment on and nuance
official historical records concerning discursive, social and experiential
aspects of film viewing and cinema culture. Oral cinema memory tends
to be anecdotal, temporally organized in fragments or flashes, yet this
kind of narrative is insistent on situating the anecdotes and the stories
spatially (Kuhn, 2002: 11, 17). Cinema memory is largely about local and
social experience (cf. Pedersen, 2009; Huggett and Bowles, 2004; Kuhn,
2002; Huggett, 2002). The following text will concern how senior citi-
zens talk about cinema and related memories and how, in the process of
reminiscing, local and regional identity is constructed.’

The people I have interviewed have spent most of their adult lives in the
small town of Fagersta in Bergslagen. As in other regions of Sweden and
Europe dominated by a single industry, in this case steel production, its
senior inhabitants have lived through periods during which the region’s
material and symbolic economy have changed in several phases. Bergsla-
gen is today a post-industrial region situated in the middle of Sweden,
which is in the course of restructuring its economy and regional identity
by promoting experiences and symbols related to cultural heritage (Jakob-
sson, 2009). The interviewees in this project lived in Fagersta when the
town’s steel industry thrived, through the crisis in the 1970s as well as
through the following adjustment to a new tourist-based economy.
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The cinema is a polyvalent or multifunctional space - its heterogeneous
spatial qualities are perhaps best captured in the concept “heterotopia”
(Foucault, 1986; Hansen, 1991: 107). The cinema is also a public place
where the social is played out in the routines of everyday life in a commu-
nity (Sjoholm, 2003; Kuhn, 2002; Huggett, 2002), and as such always
embedded within a larger set of ethnic, social, economic, technological and
ideological conditions. It is also a space in which identities can be set in
motion through reflections of self and through encounters with others
(Appadurai, 1996: 33-36; Bailey, 2005: 42—-44). The purpose of the present
study is to explore how the three cinemas in Fagersta play with notions of
self in relation to the local community and predominant images of region-
al identity in the memory narratives told by senior citizens in the town.

In Fagersta, the cinemas were run by local exponents of two of the
three major, popular, voluntary, non-governmental movements in Sweden:
the temperance movement and the labour movement (the third move-
ment being the Free Churches). The majority of historical cinema ex-
hibition in small town and rural Sweden probably took place under the
auspices of the societies and lodges of these two movements, yet little is
known about the cinemas’ social function and significance.?

Exhibition thrived throughout the country, in urban as well as rural
settings, up until the 1960s when attendance radically dropped due to the
spread of television, the advance of a new, more family-oriented lifestyle,
more diversified (teenage oriented) leisure activities, increased mobility,
etcetera — a story in no way unique to Sweden (Furhammar, 1998: 249ff;
Spigel, 2001). The concurrent crisis in the cinema exhibition sector hit the
small town and rural areas especially hard, and continued into the 1990s
(SFI Annual Report, 1991/92; Heurling, 1993: 21). In urban centres, the
crisis could be met by replacing single screens with multiplexes and, as of
late, with an increased concentration of ownership. Needless to say,
cinemas in small towns and rural areas did not have these options. During
the past decade, however, the exhibition sector seems to have stabilized,
as measured by the relatively consistent number of screens in rural as well
as urban settings (SFI, Annual Report. Facts and Figures 2008).

A total of fifteen Fagersta residents, six women and nine men, were
interviewed for the study. The interviews were designed and performed
as informal and open events, and they took place in the interviewees’
homes, at Folkets Hus Bio and at Sveasalongen. An interview guide with
roughly twenty questions was used as a starting point and reference dur-
ing the interviews. Depending on the dialogic dynamics of the interview,
the conversations could turn in unexpected directions and vary in length.
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Some were conducted on a one-on-one basis, others were with both
spouses present and in one case the interview was a family gathering of
four with two (both elderly) generations represented.

Some methodological distinctions need to be made before the results
can be presented and discussed. To begin with, it should be said that
contradictions and misrecognitions often occur in memory texts. How-
ever, the concern here is not with historical truth; the present focus is on
articulations of collective forms of topographically defined identity. All
personal utterances are also expressions of social discourse, and in oral
historian Alessandro Portelli’s words, they are “made up of socially
defined and shared discursive structures (motifs, formulas, genres)” (Por-
telli, 1997: 82). Film historian Jackie Stacey offers another way of looking
at this by acknowledging that (re)constructions of the past are always
created from the perspective of the present and “will have been shaped
by popular versions of (the past) which have become cultural currency
during the intervening years.” (Stacey, 1994/2003: 63) As a consequence,
memories commonly adhere to “publicly acceptable narrative structures
and discourses” (Huggett, 2002: 219) and it is also important to
acknowledge that they will also be a product of the expectations brought
to the interview by both the interviewer and the interviewee (Portelli,
1991: 29-31 quoted in Huggett, 2002: 137).

Images of Bergslagen and the Construction
of Local Identity

7 cultural

In a recent study on the image construction of “Bergslagen
geographer Max Jacobsson argues that, since the structural transforma-
tion beginning in the 1970s, three different but interlinked images pre-
dominate in research, policy and other documents related to the region’s
development. The images refer to “The Historical Bergslagen”, “The
Region in Crisis” and “The Region of Experience”. “The Historical
Bergslagen” is tied to the iron mining and steel production that has a
long history in the area. “This image is strongly associated with the pros-
perity of the region, and with a working-class identity based on men’s
work,” Jakobsson contends (Jakobsson, 2009: 154). It is a heroic history
of man’s triumph over nature and the labour involved in the mining and
production of steel in the region.

“The Region in Crisis” is an image based on the closing of the indus-
tries in the region beginning in the 1970s, which led to high levels of un-
employment and the depopulation of many towns. Regional develop-
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ment plans launched in the 1980s to overcome the crisis suggested pro-
motion of the historical image as a key to reconstruction. There was,
however, a problem with the plan. During the prosperous industrial
period, a single company could dominate not only the economic, but also
the social and cultural life of a town. Society was organized in a strict
hierarchal order, centred on one company’s undisputed power. Accord-
ing to regional development documents of the 1980s, a socio-culturally
imposed mentality shaped by historical society in Bergslagen lingered
and hampered progress and change. This particular mentality is referred
to as “bruksanda” and is translated by Jakobsson into “single company
town spirit”. It was blamed for obstructing development by sustaining
patriarchal structures, passivity as opposed to creativeness and a negative
attitude towards formal education (Jakobsson, 2009: 154).

Since the 1990s, large-scale development programmes have been
launched with the objective of creating a more positive regional identity
based on commercial exploitation of Bergslagen’s cultural heritage and na-
ture areas. This new identity is taking form in conjunction with the expan-
sion of tourism and the image of Bergslagen as “The Region of Experience”.
Jakobsson’s empirical evidence of the new identity rests on the example
from one town, Avesta, and his conclusions are not very clear when blown-
up to regional scale, yet claims can be made that a transformation is going
on involving an arrest in the crisis and an evolution towards a new, more di-
versified social structure and economy based on cultural heritage tourism.

Local identity is constructed in relation to community, place and the
social. In the context of the present study, local identity is of importance
to the memory narratives and is addressed in the discourse concerning
the cinemas social and ideological superstructure, where the cinemas
were located in the town, and in the relations between the cinemas.

Fagersta and Its Cinemas

Fagersta has existed as a town for only half a century. Going back several
centuries, there have been three iron mills operating in the area, in Selma,
Fagersta and Vistanfors. Vistanfors was an old parish, a community cen-
tre in the area. The operation in Fagersta expanded in the nineteenth
century and overtook the two other mills. In 1873, The Fagersta Steel
Company (Fagersta Bruks AB) was formed, and it soon became Sweden’s
largest iron mill. Fagersta Steel owned the land around its industry, built
housing for the workers and encouraged workers to build their own
homes on this land. The company community expanded, and by 1944
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In 1011 Véstanfors was a community centre which diminished in importance beginning in
the mid-twentieth century with the expansion of Fagersta Bruks AB.

Vistanfors and Fagersta together reached a population of 10,000. The
two communities merged and were granted town privileges. Fagersta was
the name granted to the new town. The community centre shifted from
the old parish of Vistanfors to the new industrial centre of Fagersta -
thus marginalizing the old parish.

As mentioned earlier, three cinemas figure in the history of Fagersta.
Two cinemas were run by different, local lodges of the temperance move-
ment. Sveasalongen belonged to The Independent Order of Good Tem-
plars (IOGT) and Templarbion to Nationalgodtemplarordern (NTO), a
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Christian branch of the movement (the two organizations merged into
IOGT-NTO in 1970 and today belong to the International Organization
of Good Templars). Despite their associational affinity, the two cinemas
did not cooperate in any way. Besides screening films, the venues served
as recreational centres for the members, offering a range of other activi-
ties. In the 1940s, a central organization was formed, Vira Gdrdar, to
support the temperance lodges throughout the nation with their activities
and venues. Vara Gardar centralized the distribution of film within the
movement’s cinema network (Lindberg, 1993).

Templarbion was situated near the modern centre of Fagersta. It started
its cinema screenings sometime in the 1940s, and they came to an end around
1986. The cinema is rather anonymous in the memories recounted here.

Sveasalongen was situated in the centre of the old parish of Vistanfors.
According to the society’s historical records, itinerant film exhibitors rented
the IOGT venue in the early twentieth century for public, commercial
screenings, and in 1910, when the lodge built a new venue, it was construct-
ed to function as a cinema. In 1922, the local lodge started cinema exhibi-
tion and kept it going until 1986 or 1987. When the lodge commissioned a
new building in 1992, cinema was not part of the architectural plan.

The third cinema belonged to the local People’s Park and Community
Centre and was situated near the community of Fagersta. The history of
the People’s Park and Community Centres is rooted in the emergence
and expansion of the Labour Movement around the turn of the twenti-
eth century. As the Labour Movement became more organized, the need
for premises in which to gather became immanent. Throughout Sweden,
community centres were built for political, recreational and educational
purposes. Enclosed parks were also constructed to similar ends. Running
a cinema was a way to attract people to the venues and, in the initial
decades, an important source of income. Currently, around 500 cinemas
are in operation within the National Federation of People’s Parks and
Community Centres. The organization is in the process of digitalizing
the cinemas; around 50 community centres (and one temperance lodge)
have installed digital equipment for exhibition. In Fagersta’s heyday, the
local People’s Park and Community Centre included a restaurant, out-
door and indoor dance halls, indoor and outdoor theatres - and a cinema.
The restaurant and indoor dance hall were sold off in the 1980s, as was
part of the park. Film, however, has been screened regularly in Fagersta
Folkets Hus Bio since 1911, and its cinema was still in operation at the
time of the interviews.
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Three Social Groups Interviewed

The interviewees are organized into three groups roughly corresponding
to the three groups naturally formed through the different strategies used
to approach the people for the study. The groups represent different ways
of talking about their memories of cinema and cinema-going and reveal
a variety of identities as well as ideological, social and cultural tensions
within the local community. The first group was made up of teachers.
The second group consisted of a handful of members of a local temper-
ance lodge that had worked and lived at Sveasalongen. The third group
joined former workers at the steel company.

The first group has a special relationship to film, as they have each
produced a collection of amateur films that have been made public
through deposition in a regional archive. They are teachers and men,
born in the 1930s, and they had all worked in the Secondary Schools of
Fagersta from the beginning of the 1960s through the 1990s. Two wom-
en, one a teacher in Primary School by profession and the other a phar-
macist, partook in the interviews together with their husbands in this
group. The interviews were co-conducted with a fellow researcher, Cecilia
Morner, who posed questions concerning their private film production.
We had both seen the interviewees’ amateur film collections prior to the
interviews, which created a keen sense of familiarity and greatly eased the
conversation flow.

The teachers disclosed an interest both in cinema and in narrating
their memories of cinema-going. They recalled their life stories, which
brought them to Fagersta in the early 1960s after which cinema-going
was one activity among others in what was presented as a stimulating,
local, social and cultural milieu with fellowships, associations and clubs,
not least a nationally renowned amateur theatre, Norrby Teater. They
settled in at work, into their new homes and family life; the women
worked fewer hours in their professions when their children were young.
One of the teachers spoke of a sustained interest in film and continued to
go to the movies throughout his life, but it was more common that the
anecdotes about cinema-going were concentrated to memories of child-
hood, the time of youth and of being a student - before family life, a pro-
fessional career and TV obstructed the flow of cinema-going memory
narration. It is likely that the teachers’ predisposition to organize the
memory narration more or less chronologically, in life story form, was
encouraged by their knowledge that my co-interviewer and I had seen
their respective collections of amateur film.
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The second group was approached by way of the local proprietor of
Sveasalongen. I conducted a focus group interview with four members of
IOGT who had worked at Sveasalongen with cinema exhibition. The
group included a woman in her eighties who had worked as the caretaker
at Sveasalongen from the 1960s to the 1990s (which also meant she lived
there), her son and daughter-in-law. The fourth subject was the current
caretaker at Sveasalongen.

The people in this group were exceptionally involved in cinema, if not
personally interested in film, and offered an exhibitor rather than a con-
sumer perspective on a local cinema. A strong identification with Vistan-
fors, where Sveasalongen was situated, as opposed to Fagersta was anoth-
er issue that differentiated the narration in this group from the others.
They were less inclined than the teachers to organize their cinema mem-
ory narration in terms of recounting life stories. By and large it was an in-
terview that was more dispersed in its topics and fragmentary in form,
which can perhaps be explained by the larger number of people present
(4) who were all very familiar with each other. On the other hand, this in-
terview revolved more exclusively around one cinema, Sveasalongen, and
the interviewees’ experiences of this particular venue. The men and wom-
en in this group had worked in their professional lives as a caretaker, lorry
driver, social assistant, and as secretary at the Fagersta Steel Company.

Through the proprietor at Folkets Hus Bio and by approaching people
during one of my visits at the cinema, I came into contact with a handful
of people who all had spent a fair part of their professional lives as work-
ers at the steel company. In this group it is clear that cinema-going was
only one, and not necessarily the preferred, leisure time activity of the
interviewees. Remembering and telling stories of playing or listening to
jazz music and of going dancing were more pertinent to these people
than talking about cinema-going. Frequently, cinema-going was anecdo-
tally interwoven into narratives in which these other activities were more
prominent. The narratives were not obviously life story chronologies, as
was the case in the memory talk of the teachers; they were more anec-
dotal, the conversation less personal and in several, though not all, cases
a nostalgia was expressed in the sense of offering past/present compari-
sons in which the past was glorified. The people in this group had been
either a cleaner, shop assistant or had worked at the Fagersta Steel Com-
pany with mechanical repair work, construction or as a clerk. One of the
men had been politically active in the Social Democratic Party and had
been a board member of the local People’s Park and Community Centre
committee. One of the women currently held a position in the more left-
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wing party, Vinsterpartiet and was, at the time of the interview, chair-
woman of the People’s Park and Community Centre committee.

In a historical perspective, the venues Vira Girdar and the People’s
Park and Community Centres did not only dominate the exhibition of
film in Sweden outside of the urban centres. Indeed, the voluntary, non-
governmental movements provided what meeting halls, social and cul-
tural activities there were in the smaller towns and communities in the
early decades of the twentieth century and as the Swedish model of a wel-
fare state emerged in the 1930s. A male steel worker recalls how he, as a
child, would visit any and every happening at the local religious and oth-
er societies: “... one was starving for culture!” He attended all the film
events and even went to the meetings at the Salvation Army, “... only
because there’d be something moving on the stage.” One of the elderly
women interviewed told a similar story: “... there wasn’t very much for
youngsters to do (...), one went to the Salvation Army to sing on
Wednesdays and then we went to the cinema Saturdays, yes, one had to
be content with this, if one could afford it at all.”

Despite the common practice of cinema exhibition in these venues
and the centrality of these venues in everyday life and leisure, the task of
assessing a regional identity on the basis of cinema memory is compli-
cated, because there is nothing that in an obvious way ties cinema-going
to Bergslagen as a region. The connections between Bergslagen, cinema
and memory will here be discerned by comparing the memory narration
to predominant images of Bergslagen and by observing how social de-
marcations are expressed.

The Group of Teachers

Among the group of teachers, their professional life and leisure time were
spoken of as engaging, fun and interesting. One couple told a joint story
of what it was like when they moved to the region. They had recently
graduated, were newly wed, and came to Fagersta to work. In their story,
they reveal an anxiety over what Fagersta would be like in comparison to
the university town of Uppsala, from which they had moved:

[W]e arrived here in 1960, from Uppsala and we agreed we’d stay for a year,
I mean you can’t possibly stay here. It was really beautiful and nice and all
that but no, to come from Uppsala and there were lots of cinemas there, if
one only considers that part of it, and then you arrive here and [...] and

then we had children and [ .. .] but we had a large and active social life mainly
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through our professions. And Rotary and Odd Fellow and you know we en-
tertained a great deal at home [...].

The social relations in Fagersta are brought to the fore of the conversa-
tion in the following way, confirming the claims of hegemonic discourse
concerning the regional identity of Bergslagen:

[S]ocial relations were more or less defined by the workplace, and this was
why, this is how this kind of ‘single company society’ is a bit strange, it is some-
how kind of segregated. The company with the boss, the executives and all of
those, the clerical workers, they formed one community and the school with
its teachers and other staff formed another separate community and then
there was the public officials who probably formed their own community as

well and there was very little communication across the communities.

The couple often frequented the cinema in Uppsala, before moving to
Fagersta, and they became members of the local film club that operated
in the early 1960s at Fagersta Folkets Hus Bio. In line with the claims
already made about Fagersta being a segregated society also in social and
cultural aspects, the film club is described as a teachers’ club. In further
support of the dominant image of Bergslagen as a socially segregated so-
ciety, the local amateur theatre in Fagersta is depicted as socially divided
in its heyday in the late 1960s and early 1970s:

Norrby Teater was quite famous [ ...] we were different groups, one was a
socio-political theatre and then there was our group. We played comedies,
Strindberg, Edward Albee and the like, and they called us zhe bourgeois group.
We had nothing in common, we didn’t cooperate at all. [ ...] They thought
of us and our choice of plays as being so banal [ . ..] whereas we regarded the
plays of Strindberg as being rather substantial.

The teachers speak of the current cinema situation in Fagersta and their
own rare visits to the cinema as a sad affair. Television is blamed for the
audience fall out, and having children and a career are offered as more
personal reasons for not going as often after the 1960s as they had earlier
in life. However, the opera performances at Folkets Hus Bio that are
broadcast from the Metropolitan in New York are spoken of as extraor-
dinary, wonderful events: “It’s so wonderful, you don’t think it’s possi-
ble!” Technological aspects of the performances are hailed and the event
is described as a genteel performance much appreciated by the teachers:
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When you arrive they have rolled out a red carpet, there are round tables,
you stand around and drink and talk, cocktail snacks, proper lighting, cof-
fee during the break and so forth. There is a more festive framing of the
event and it of course gives the impression of something over and above the

ordinary. And the performance itself, it is in my opinion fantastic!

The image of Bergslagen as a prosperous society based on the hardships of
male labour in the steel works is entirely lacking in the interviews with the
teachers. A region in crisis can be envisioned between the lines through
the nostalgic focus on the prosperous 1940s up until the 1970s, a time pe-
riod in which the teachers were socially and culturally active and content
with life in Fagersta. The 1970s, 1980s and 1990s constitute a void space
in the teachers’ cinema memory narration. Television is mentioned as a
drawback for cinema, as well as having children, but little else is said about
this period. Concerning the current situation, the digital investment at
Folkets Hus Bio is spoken of as having revived a few of the teacher’s inter-
est in cinema-going, perhaps indicative of a changing social identity.

Sveasalongen

A heroic image of male labour in the steel works also does not surface in
the focus group interview with the Sveasalongen crowd. However, a dif-
ferent story of the historic hardships of labour and childcare was told by
the elderly woman who had worked as a caretaker at Sveasalongen for 25§
years, having inherited the job from her husband when he died in 1967.
She lived at her workplace with her three children. As she describes her
story, she took on any and all chores at the house, including working with
cinema exhibition. Work, family and leisure were intertwined, which
implies that she worked all the time: “And it was tough all right and hard
but I don’t think back and remember it as something repugnant, no, no
- then.”

A different perspective on the social segregation in the society was
offered by a man in the Sveasalongen group, and was affirmed by the oth-
er interviewees in the focus group interview. The man grew up living at
Sveasalongen in Vistanfors and was not only born into the temperance
lodge but was also a child of the lodge’s cinema. He made it very clear
that there was a boundary between the old parish of Vistanfors and the
community of Fagersta where the Fagersta Steel Company was estab-
lished. He referred to the ‘single company town spirit’ in his explanation
of this demarcation.
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Vistanfors is described as its own contained community, as is Fager-
sta. His family and friends were here in Vistanfors, he said, and “one was
almost ashamed if one had to go to Fagersta”. Another interviewee
described the schism in the following way:

Fagersta and Vistanfors were two separate entities really, though every-
thing is Fagersta, is called Fagersta, but Vistanfors is the old part. You see,
the company had its people, the people who worked at the company and
lived close to the company and on ‘the other side’ as it was called. That’s
where the company big shots worked, the cream of society, and you stuck
with your side, and at the time it was hockey over there [...] and down here
it was floorball, and people down here they stayed here in Vistanfors.

It was all right to travel to towns situated at quite a distance from Vistan-
fors, such as Norberg or Avesta, to visit the cinema if there was a movie
showing that you wanted to see. If the same movie was showing at Fag-
ersta Folkets Hus Bio, the cinema that catered to the workers at the steel
company, you wouldn’t go: “you would rather watch an old Western in
Vistanfors”. In other words, the Sveasalongen group not only identified
with the old parish of Vistanfors, they placed it outside of the boundaries
demarcating the historic image of Bergslagen (represented by Fagersta
and Folkets Hus Bio in his story), which was identified as characterized
by the steel industry and the “single company town spirit”. One of the
women recalled how her husband totally identified with Vistanfors and
floorball. He had moved to Vistanfors to work at the steel company, but
“he would never in his life set his foot anywhere else but at his workplace
in Fagersta.” Another interviewee picked up on this and explained: “Eve-
ryone who lived in Vistanfors, they also worked for the company, but you
transported yourself to work and you put in your hours, after which you
went home. You didn’t go on any excursions in town.”

How then were Vistanfors and Sveasalongen as place/s different from
Fagersta and Folkets Hus Bio? One way of assessing their self-image is to
look at how the group speaks of the audience at Sveasalongen cinema,
especially when something happens in the story that upsets the social
codes. The soft porn era of the 1970s offers such an opportunity. Accord-
ing to the interviewees in the focus group, the audience at Sveasalongen
was, generally speaking, middle-aged and composed of workers. One ex-
ception was noted during the 1970s, when soft porn films were common
at cinemas throughout Sweden, also at Sveasalongen. These films attract-
ed a new crowd of middle-aged men who otherwise were not frequent
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cinema-goers; this was reported in a slightly amused manner. When the
soft porn films started to appear, protests were heard from the elders in
the lodge. As one person in the group recalls, “we weren’t supposed to be
showing such filth, oh no, we were supposed to show wice and Swedish -
whatever we thought of it, we had no choice really, and they were you
know Danish, and they weren’t the worst you had seen either, but they
did attract a certain clientele [ .. . ]” According to the group, the only films
that were censored locally were those that in an obvious way violated the
ideology of the temperance movement — films that glorified drugs such as
alcohol or LSD.

The temperance members in the focus group interview reveal ten-
sions within the region as well as within the working class in their
outspoken refusal to identify with the predominant historical images
associated with Bergslagen and in their insistence on offering an alterna-
tive. This also involved the construction of new and different images. For
example, the traditional image of the male steel worker was not identi-
fied as the hero who made the town and region prosper, in their memory
narration. Instead they singled out the work of immigrants as represent-
ing the true motor and backbone of the industry:

It was thanks to the immigrants who came here, many Finns and many
arrived from Austria. They were loyal and hardworking people and man-
aged to get the steel works going because they were willing to take all the
dirty jobs. But they were grateful for what they got and they were amazing
[...] yes, I worked for a year at the company too, and they were unbeliev-

ably hard workers.

The Sveasalongen group identified with an image that was counterpro-
ductive to the historical image of Bergslagen as well as to the ‘single com-
pany spirit’ associated with it. They idealized an historical image of Vistan-
fors that existed in a period before Fagersta Steel expanded and overtook
the area, before the town of Fagersta was founded. They more or less agree
that the ‘single company spirit’ has disappeared today and Vistanfors is
spoken of as a defeated wasteland, at least as an abandoned parish deprived
of its soul as depicted in the following phrase: “Now all the shops have
been closed and there are only pizzerias left in this town [...]”".

The description offered by the focus group interviewees of how the tem-
perance lodge came to the decision to close the cinema at Sveasalongen is
a story of crisis, which is parallel to the larger economic crisis in the region,
yet the memory narration does not tie into the more comprehensive, struc-
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tural context. The story of the closing of Sveasalongen is its own contained
subtext within the larger framework of a region in crisis. According to the
prime narrator of this story, the decision was taken in 1986 after years of
catering to a diminishing audience and consequent economic deficits. A
twofold explanation is given: 1/ technological innovations of home viewing
systems that compete with the cinema and 2/ the uninteresting film reper-
toire at Sveasalongen, which in turn was explained by the organization of
film distribution in the temperance cinema circuit. Since the 1940s, there
has been a network of film distribution wizhin the central organization Vira
Gdrdar. Sveasalongen was one of five temperance cinemas in the larger area
(including cinemas in Hallstahammar, Norberg, Skinnskatteberg and the
two in Fagersta), and often had to wait for the popular films to be screened
elsewhere before they came to Sveasalongen, which affected the films’
status and audience appeal. Fagersta Folkets Hus Bio, however, had the
advantage of dealing directly with the film companies.

The Steel Workers

As was the case with the teachers, the memories of specific films and cin-
ema events were concentrated to the youth or young adult years also for
the people interviewed in this group, and thereby the period associated
with the historical image of Bergslagen was evoked in a nostalgic albeit
indirect way. The tales from the 1940s through the 1960s reveal these to
be happy times, with dancing, courting and cinema-going. The men in-
terviewed preferred not to focus on the working conditions at the steel
company. However, from a different ethnic and gender perspective, a
woman from the group of steel workers who is born and raised in Finland
told a story about hard work and its consequences for someone in her
position. She spoke of the social and cultural exclusion from local society
that she experienced as one of over a thousand Finnish immigrant work-
ers in Fagersta in the early 1960s. This was due to language differences.
She described how difficult it was to learn Swedish at a workplace where
your fellow workers were all Finnish immigrants and when you had no
leisure time what so ever being a young and poor family of newly arrived
immigrants:

Yes, yes, it did take a very long time [to learn Swedish] because it was often
the case that the man worked during the day and the woman worked in the
evening and they only met in the doorway and never got the opportunity

to go someplace to learn Swedish in this way and often your workmates in
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Finnish [sic!] so you rarely heard... in the shops you could hear a little
Swedish. [...] I was at least for ten years in a kind of void [...].

Again an image of hardworking immigrants who arrived in Fagersta after
the Second World War is evoked. Alongside the recollection of the hard-
ships of the widow who for 25 years worked as a caretaker at Sveasa-
longen while raising three children, it also offers a counter-image to the
dominant and biased historical one that represented only male workers.

Concerning the image of Bergslagen as a region in crisis, the group of
teachers interviewed let the crisis pass in silence. A possible interpretation
of their disregard for this issue is that they simply were not very affected
by the structural transformation. They had settled into a socially active
and highly segregated, family- and work-oriented lifestyle and were not
economically or socially threatened by the economic changes. In the
Sveasalongen group, on the other hand, the effects of the economic reces-
sion can be glimpsed in the subtext of the narrative recalling the closing
of the cinema at Sveasalongen. Changed leisure habits due to technologi-
cal innovation and dissemination are evoked to explain the local cinema
crisis, as are the organization of film distribution and the difficulties for a
temperance cinema in a small town to access popular films. The closing of
the cinema was represented as a tragedy. Yet because the focus of the nar-
rative is on issues with more general bearing, it is difficult to connect to a
specific regional identity tied to an image of Bergslagen in crisis.

The interviews with the former steel workers, however, offer examples
that are pertinent to an image of Bergslagen in crisis. A recurring motif in
their memory narratives was the closing down of the dance hall at the
local People’s Park and Community Centre in the 1980s. One couple joy-
fully reported how they would jump into a car or on a bicycle and take off
with friends to dance halls and parks in the region, to Vad, Norberg,
Skillsberg and Séderbirke. They had enjoyed dancing very much and con-
trasted their gay memories from their youth in the 1940s with the situa-
tion in the 1980s, when dances with live music were replaced by discos and
the dance hall at Fagersta People’s Park and Community Centre was shut
down. In another interview, the closing of the dance hall was explained as
being a result of the long-standing local political animosity between the
left-wing party and the Social Democrats, hence turning the issue into a
local and ideological rather than a regional and economic one.

This local political quarrel concerning the Fagersta People’s Park and
Community Centre was also brought up by the woman who represented
Vinsterpartiet, the left-wing party that governed the municipality at the
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time of the interviews. She spoke of an ongoing debate concerning
whether or not Folkets Hus Bio should be closed all together to make
room for a public house in the town centre. Such a public house had the
advantage of not being historically affiliated with a specific political par-
ty in the way the People’s Park and Community Centre is tied to the
Social Democratic Party. It would represent a new local identity in the
making, perhaps better adjusted to the new regional one.

One of the other interviewees, a man who had been active in the local
Social Democratic Party, also referred to this debate. He claimed that it
was not likely that such an idea would be carried through. Even if the cin-
ema at the community centre shows a continuous economic deficit, “no
politician with self-respect would want to close down the cinemal!”
Recent investments in the digitalization of the cinema and the installa-
tion of a new sound system can be understood, in light of the debate, as
astrategy of resistance and survival. The man went on to explain: “Broad-
casts from the Metropolitan and also from the Opera hou - they will be
broadcasting from the opera house [in Stockholm ] now as well, so it will
be even more difficult to get rid of it. So this is what I can contribute
concerning the cinema in this context, that the cinema here, it is really
valuable.”

One consequence of the digitalization of Folkets Hus Bio, noted by
the same interviewee, involves the changing cultural identity that the
opera screenings signify in terms of their middle-class, rather than work-
ing-class, appeal. ”[...] opera, it isn’t 2 mainstream kind of entertain-
ment in this town. [ ...] You know every single soul who comes here, who
attends the opera and goes to the jazz concerts, it’s the same people. [ ... ]
There are not many workers and that kind of people [...]”

The apprehension of the left-wing party to take action despite its ide-
ological conviction on this issue can be explained by the strong symbolic
value that the People’s Park and Community Centre has in the local
community, especially its cinema! Representing the prosperous era of Fag-
ersta, an historical image associated with the hardships endured by the
male steel workers to which the cinema catered, the continued existence
of the cinema guarantees the continued existence of a local identity, a
public sphere of sorts, whether the cinema has an audience or not. If the
People’s Park and Community Centre is shut down, if there is no cinema
left in town, the message being sent is that the town - as you know it - is
dead. It no longer has a public life.
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Cinema and Discipline

A recurring motif in the interviews is the regulation of the younger audi-
ence’s behaviour in the Fagersta cinemas. When trying to recall his first
cinema memories, one of the teachers, who had grown up in Fagersta, re-
membered going to the matinees at Folkets Hus Bio in the 1940s and
early 1950s, and how it was important to be there ahead of time. You had
to quietly stand in line - and behave! ”You bet it was orderly, and if it
wasn’t — ! [...] and once you were inside, there was no yelling and no
rustle with bags of chip because there were none [...] it had to be quiet,
but then - during the matinees, it was, as always, you bawled and followed
the story, you were immersed, you didn’t sit quietly.”

Another story concerns how a male staff member would pace the au-
ditorium during the matinees at Sveasalongen back in the early 1960s. If
a child had a cap, he’d be told to take it off. One interviewee recalls: “He
didn’t have to say anything. He’d pace the aisle and just glare at the kid
who had his cap on.” In another anecdote, one of the staff approached a
girl who had her feet on the seat in front of her when watching a horror
movie and the girl gave off a terrified scream and jumped high in her seat
when the staff tapped her on the shoulder to indicate to her that she
should take her feet down. “I'm surprised she didn’t die, that girl, the
fright she had.” When an interviewee recalled how he took over the job
of ensuring that there was no mischief going on in the cinema during ex-
hibition, I asked whether there ever was anything wicked going on? The
answer is an unequivocal: “No”.

If enforcing restrained behaviour in the children was important to
these cinemas, the interviewees also told stories of how they violated the
codes. One man from Vistanfors recalled how he, at age 13, would go to
Templarbion in Fagersta. There he could see adult-rated film because he
was unknown to the staff. Another interviewee figured out a different
method. He sneaked around to the back of the auditorium at Sveasa-
longen to watch adult-rated movies from the backside of the cinema
screen:

[...]and there was a huge speaker in the middle of the screen so it was dif-
ficult to see anything and you couldn’t read the subtitles because they were
back to front (haha) and it was exciting because it was an old house and it
made creaking noises that sounded like someone was approaching and

someone could show up from behind (haha).
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The understanding of childhood changes over time, yet I would like to
suggest that the disciplinary measures remembered so vividly in relation
to the Fagersta cinemas can be interpreted as an expression of the volun-
tary, non-governmental movements’ predilection for self-improvement
(Ambjornsson, 1988), which should be understood in an historical per-
spective as part of a larger discourse involving strategies of social empow-
erment. Though violations of social codes surely take place today as well,
the codes themselves and the disciplinary conduct at cinemas have
changed. One of the Sveasalongen group nostalgically noted how every-
one, even the children, had “style” back in the old days, whereas today
“they don’t take their coats off and they take up three seats!”

Cinema, History and Identity

By way of the cinema memories explored here, tensions between differ-
ent social groups and complacent as well as competing images of identity
constructions are revealed in a town and region that have undergone sev-
eral structural changes in the course of a life time. In the narratives of
senior citizens in Fagersta, the predominant images of the region of
Bergslagen were accepted, ignored, negotiated, split into other images
and contested. The three social groups approached in the study - the
teachers, the Sveasalongen group and the steel workers — each had differ-
ent ways of representing history and identity by talking about the cine-
mas of their town.

The group of teachers told a story of a privileged life that was cultur-
ally (and professionally) stimulating and that was largely uninhibited by
the structural crisis and current transformation in the region. They were
aware of the historical image of Bergslagen and found a place in the social
system where they could get on with life. The current cinema situation is
either described as a sad story of television overtaking the cinemas (and
with a nostalgic sigh in memory of the film clubs that attracted teachers
in earlier decades), or as a romance, with the digitalization of Folkets Hus
Bio providing a happy ending.

The Sveasalongen group complicated the predominant images of
Bergslagen and disclosed historical social demarcations within the local
community as well as within the working class. In their narratives, by
belonging to Vistanfors, they separated themselves from the identity as-
sociated with the steel workers at the Fagersta Steel Company and the
‘single company spirit’ designated by researchers and regional develop-
ment policy makers to be typical of the region. In fact, they demarcated
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themselves from the dominant historical image of Bergslagen and recalled
an earlier image when the steel works had not yet come to dominate the
region and Vistanfors was still a lively, commercial centre. Again and
again, they produced stories that offered an alternative understanding of
history and Fagersta.

Other contestations and complications of the predominant historical
image of Bergslagen were uncovered in the memory narratives pertain-
ing to the immigrants who came to Fagersta to work at the steel compa-
ny, and indeed also in the narratives of women workers.

Finally, the steel workers whom I interviewed seemed rather disinter-
ested in cinema-going even if they had been frequent cinema-goers in their
youth. They spoke of cinema in the context of other leisure time activities,
yet as topics the People’s Park and Community Centre as well as Folkets
Hus Bio involved the interviewees in narratives of crisis and in the more
recent debate on the future of the last cinema in Fagersta. The former he-
gemony of the political superstructure of the People’s Park and Commu-
nity Centres is gone. Yet, as one of the interviewees points out, closing the
last cinema in a town or smaller community is not easily done owing to its
strong symbolic value. A cinema is a potent sign of community life.

The intention with this study was to explore a different take on history
by way of cinema memory. It has revealed the signifiance of cinema as a
key semantic node in discerning place-realted identities in memory dis-
course. The analysis of memory narratives of cinema and cinema going
in Fagersta indicates how cinema-going is deeply embedded within a
complicated social network of competing ideologies, which is far from a
simplistic understandning of cinema as a commercial - and therefore
hegemonic - enterprise.
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endnotes

1

I understand identity as a web of values, ideas, attitudes that are or can be activat-
ed and combined differently in different kinds of socio-culturally defined situa-
tions. A distinction is made between individual and collective forms of identity.
Characteristics that are unique to the individual and her life story are separated
from a collective identity that corresponds to a sense of membership, of identifi-
cation, with social groups. The latter are more or less imaginary (Anderson 1983)
and involve the demarcation of boundaries, of expressions of inclusion and exclu-
sion (Hall, 1996, Haijer, 2007, Olausson, 2009: 113). My focus is on collective
forms of identity pertaining to the local and regional as topographical categories.
I write under its auspices to clarify that cinema exhibition could be run by the
local unit of the voluntary organization that also owned the venue of exhibi-
tion, but there are also examples of private cinema entrepreneurs who rented
the venue from the organization in question on a more or less permanent basis
(Bickstrom 2005).






Ulrika Holgersson

Regional Conflicts: From
the Merchant’s House to
the “People’s Home”

when embracing t he Swedish maid film genre as a historical source,
one gets a refreshing perspective on the troublesome issue of class anal-
ysis (Holgersson, 2005; Holgersson, 2008; Steedman, 2009). The asso-
ciation to John Bodnar’s book Blue-Collar Hollywood seems natural. Here,
he performs an analysis that is less occupied with the older paradigm of
labour-capital, and more sensitive to a much broader and more inclusi-
ve cultural film analysis, presenting a manifold repertoire of narratives
and identities, marked sometimes by rationality, sometimes by sensibi-
lity, alternatively by anger and eventually by sentimentality. In that sen-
se, he goes a long way to undermine the prejudices of the classic produ-
cers of Hollywood cinema as the submissive henchmen of the capital, as
expressly repressive from the top down (Bodnar, 2003: xv-xi, 219). As we
will soon see, in revealing such rhetoric, the cultural historian may well
be borrowing the terms and methods of classical film analysis.

Indeed, and as put by a later critic, the tale of ”the robust maid from
the countryside cutting out the saucy girls from the city” was known as
one of ”the dearest narratives of Swedish film”.* Over and over again,
the role swapping of the maid, from low to high, from the provincial
periphery to the capital centre - or vice versa regarding the exchange of
the society woman or lady - gained exceptional popularity among the
public at large.

Yet this was a love cherished almost exclusively by the audience and
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the filmmakers, while such films were dismissed by a hostile body of
Swedish critics. However, the fact that the same theme was constantly
repeated points to something crucial: As I see it, in the meeting of the
classes, new narratives of national and social coexistence were carefully
written — narratives in which the conflict between rural and city regions
was highly conspicuous. In the present article, in the examination of this
cultural process, my point of departure will be a late example of the gen-
re, Brita i grosshandlarhuset (The Maid, Ake Ohberg, 1946).

My specific questions are: What does this feature film have to say
about the compromises - in terms of constructions of class and gender,
city and countryside - that paved the way for a new narrative, with a
progression of imagery from, so to speak, the symbol of the merchant’s
house to the metaphor of the ”Folkhem” (People’s home)? And what
were the roles of the two regions in this symbolic play, as well as, of
course, of the maid herself?

Plot, Characters and Setting

The Maid was mainly shot in Sweden, between late September and the
end of November in 1945. The three novels about Brita, by the present-
ly more or less forgotten author Harald Beijer (1896-1955), attracted
a great deal of attention when they were published during World War
II, between 1940 and 1943 (Ahlander, 1980: 507). In short, the story
told in the film, and in the three books on which it was based (Briza i
grosshandlarhuset; Brita i dktenskapet and Brita Burenberg), is about a poor
but persistent crofter’s daughter (played by Eva Dahlbeck, today most
well known for her part in Ingmar Bergman’s Smiles of @ Summer Night
1955), who leaves an unspecified countryside to join her much older Aunt
Ida (Hilda Borgstrom) to work in the capital Stockholm in the house-
hold of the Burenbergs, a family of three: the father, once a miller, now
turned rich merchant (Ernst Eklund); the rather amiable mother (Stina
Hedberg) and their son, the spineless and melancholic Greger (George
Fant). Moreover the merchant’s house is inhabited by a cook (Astrid
Bodin) and a second maid, Ella (Anna-Greta Krigstrom).

In due course, Brita ends up fighting the prejudices of class by marry-
ing Greger. In this plot, a crucial role is played by Arvid (Ake Gronberg),
a friend from Brita’s childhood, who joins her in the city, finding his way
by entering the army. Likewise, and not without certain significance, rich
girl Sonja (Agneta Lagerfelt) appears as a marriage candidate for Greger,
while the student Paniken (literally translated: ”the panic”; Bengt Eke-
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EVA DAHLBECK
GEORGE FANT

En komedi om kar-

ixe croneera  Brita i grosshandlarhuset .. ... o

m. fl.
Regi: AKE OHBERG

&

Advertising plate, Europa' Im: “A comedy about love, based on Harald Beijer’s novel”.

rot) has an important function in the personal development of the male
principal part.

Concerning The Maid, the tone of the press differed somewhat from
the usual critical one, thus displaying the exception that proved a rule.
More exactly, the narrative had split the critics into two camps. The trait
that attracted the most attention was the transferring of the plot and
setting from the beginning of the twentieth century to the present time,
which was done by Beijer when adapting his original novel (Beijer, 1940).
Some critics considered the shift unrealistic and without credibility, while
others considered it unproblematic (cf. Hanson, 1946; Alving, 1946;
Wortzelius, 1946; Osten, 1946; Bjorkman, 1946; Idestam-Almquist,
1946; S. Almquist, 1946; nom de plume -m, 1946; nom de plume T. H-n,
1946; Liliedahl, 1946). Nevertheless, concerning this delicate question of
faithfulness to the period, the markers of time in the novels are rather few
- a commentator from the 1990s points to the mentioning of horse-
drawn cabs.> The same is true of the descriptions of the settings, which
underlines the suggestion that it is the characters as such that constituted
Beijer’s main focus of interest, not their surroundings.

As already implied, most of the film takes place in Stockholm, in an
extremely elegant apartment at the exclusive address of Strandvigen. In
aleaflet from the production company Europa Film, the apartment is de-
scribed as specially designed for the occasion by architect Max Linder [!],
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Britain the cabbage ' eld.

ata cost of 100,000 Swedish crowns, which was a very great deal of mon-
ey at the time (Europa Film, 1946). In contrast, the film’s early exposi-
tion displays sceneries typical of the contemporary Swedish countryside.
The settings comprise, among other things, a cabbage field, the interiors
of the crofter’s cottage, Arvid’s family’s farm house, and the small coun-
try roads leading Brita to the local depot, as she walks, escorted by Arvid,
towards her unknown future in the big capital.

Launching the Con®ict between
Countryside and Capital

?Why not put the little bewildered crofter girl into the madding crowds
of the big city right from the start?”, film reviewer Nils Beyer asked in
the Morgon-Tidningen the day after the premier of The Maid in the begin-
ning of February 1946. According to him, the exposition of the film was
”long-winded and insignificant”, and it is the country girl conquering
the big city by means of her wholesome nature that is the very heart of
the story. Banal as it may seem, the introductory part launches the funda-
mental - but not always and altogether predictable — conflict of the film,
i.e. the struggle of the two principles of city and countryside, as it struc-
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Brita and Arvid having breakfast.

tures the characters’ endeavours to find the meaning of their existence,
preferably to get ahead in life.

At the very beginning, we follow Brita and her male friend Arvid
while they work in the cabbage field. Eventually they leave the field to
take a breakfast break. Already from this early stage, the relation between
them is established. Brita is the one walking ahead, quickly, though rath-
er mechanically, with Arvid following in her footsteps more hesitantly,
but still eager. She sits down on a rock and with an almost imperceptible
gesture she indicates that he should take a seat on a smaller rock beside
her. The camera now keeps the couple in focus, with Arvid in a slightly
lower position and his eyes fixed on Brita.

Arvid: It was a good thing it cleared up to-day, so that we could

harvest the cabbage.
Brita:  Why?
Arvid:  Otherwise we wouldn’t hav [sic!] eaten together.

Brita:  So you think that was a good thing?
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Arvid:  Yes, now when you are leaving, I won’t see you any more.

Will you please take this. [he gives her a sandwich]
Brita:  No, you shouldn’t give me any of yours.
Arvid:  Oh yes, just take it.
Brita:  Yes, they are short of it at home.
Arvid:  Yes, and you are very lucky being able to go to Stockholm.
Brita: ~ You can do that too, can’t you?

Arvid:  No, I haven’t got any aunt, who can get me a job.
I suppose that merchant family is a very fine family?

I wonder what you are going to do there.
Brita: ~ Well, I know that I [sic!] won’t be to harvest cabbage.

(Beijer, 1946: 1)

It is in the films of the 1940s and 1950s that the conflict between city and
countryside gains substantial importance. During this period, the con-
flict between the two is almost always fashioned in favour of the coun-
tryside. In its traditional form, it occurs as a clear-cut dualism, usually
built by way of letting the characters swap their customary places, as in
the case of Brita moving to the capital city for work. In a wider context,
including literature and other media, the genre of countryside depictions
constituted an extensive cultural debate, deeply rooted in the Swedish
mentality. On a political level, one can talk about a parallel in the popu-
larity of the Farmer’s Party, Bondeférbundet, twice in government (on
one occasion with the Social Democrats) in the mid-1930s (Qvist, 1986:
7-8,207-209).

However, moving back to the relation between Brita and Arvid, one
finds quite a complex set of conflicts. From the very beginning, the film
proposes the presence of asymmetry. It is Brita who is longing to leave
the countryside, whereas the reason for Arvid to go away is not his long-
ing to spend his life in the city, but his yearning to share it with Brita.
Still, Brita is not dismissing him, but rather behaving in an ambiguous
manner. It is, as we will see later on, as if Arvid is in possession of some-
thing that Brita needs.

Dwelling further on the broader relation between city and country-
side, this is, naturally enough - as in the telling line *Well, I know I [sic!]
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won’t be to harvest cabbage” — time after time related to past/tradition
or future/modernity, positively or negatively, although not always con-
sistently. For instance, this is the case in the following scene, set in the
crofter’s cottage. Here, Brita is packing her suitcase, as she speaks to her
mother and father. Her mother is encouraging her to continue her read-
ing in her new home. However Brita, busy trying on a hat in front of a
small mirror, doesn’t seem very interested. Instead she complains that
other girls get nicer hats when they go to the city, in that way starting
an argument with her mother. Her father, on the other hand, gives her
a glance of sympathy. Nevertheless, he can’t help voicing his hesitations
about her trip. But the crushing reply of Brita’s mother comes instantly,
as she makes clear that none of her daughters “are going to wear them-
selves out as crofters [sic!] wife” (Beijer, 1946: 1).

In this way, the different characters in the film harbour ambiguous
principles: The mother wants her daughter to read and work (future/mo-
dernity), though not to care about her looks (past/tradition); the father
understands her vanity (future/modernity), while at the same time a part
of him wants her to stay with him in the countryside (past/tradition).
Furthermore, it is also striking how the act of reading is presented as con-
nected to her roots, and not to the modernity and future of the city. Yet
reading books can have other connotations as well. As we will see, this
kind of paradoxical play with characters and properties continues when
Brita arrives in the city, and it eventually runs throughout the film.

Entering the Merchant’s House

“Listen here! Yes, just you. What is it you want?” the caretaker addresses
Brita as she walks through the main entrance of the merchant’s house,
defying a tacit rule of class and space (Beijer, 1946: 2). The question,
nonetheless, plays the function of interpellation or hailing; it demands
an answer from Brita, a recognition of belonging to the lower classes.
Moreover, perhaps not realistic as such, the scene announces something
essential about the poor country girl’s character, i.e. her almost naive
curiosity about, and determination to transcend, the boarders of class.
Finally calling at the “right” door, Brita is received by her Aunt Ida,
who invites her to a welcoming meal. Then, Brita is anxious to get a
look at the apartment. Equally uneasy about Brita’s curiosity, Ida gives
her the grand tour of the merchant’s house, or — metaphorically - of a
class society. Starting off by displaying the china in the pantry, Ida is
asked whether the family ever eats in the kitchen. The answer is a defi-
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nite “No...Thank God”, which immediately indicates Ida’s character-
istic feature of being strict with regard to ceremonial matters and tradi-
tion (Beijer, 1946: 4). Ida’s contentment, her demonstrative disinterest
in the private affairs of the rich, from this point on stands out in glaring
contrast to Brita’s unblushing inquisitiveness and lack of respect for the
highly positioned.

Continuing their walk, they gradually move through the dining room,
the grand drawing room, to the lounge of the mistress and the library,
presented by the old servant as male territory. Brita looks with great ad-
miration at the impressive stock of books and then asks if they have read
all of them. “No, the menfolks never read. They drink high-balls”, Ida
replies, then establishing prosaically: “Well they are there — and they
have to be dusted off” (Beijer, 1946: 4). To Brita, the connection be-
tween the city and the culture of reading must accordingly seem some-
what puzzling: Are the books only male status symbols, or are women
reading them someplace else than in the library? Although Ida herself is
associated with the city life, books are certainly not a part of her lower
class world, except as things to be cleaned.

After passing the library, however, the world of the male unfolds in
greater detail as Ida opens the door to the merchant’s office. Yet as she

Ida opens the door to the workroom of the merchant.
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immediately catches sight of a painting of a naked lady behind the door,
she quickly draws the door shut again, without Brita noticing the deeper
secrets of the opposite sex. Walking across the hall another mysterious
door is dismissed as forbidden territory: namely the one that leads to the
room of the Burenberg son, Greger. “[ Y Jou won’t have much to do with
him”, Ida states as she brings her niece safe back to her own room. Still
enthusiastic, even about her simpler surroundings, it is Brita’s turn to
stop at the sight of a painting, a white and innocent angel. “That is the
most beautiful I ever saw”, Brita says, conveying her ignorance, thus far,
about the motif - and its accompanying symbolism - of the other picture
in her master’s study (Beijer, 1946: 5).

Parallelisms and Properties:
Brita in Three Different Triangles

One Sunday, Brita is left alone in the apartment. As she walks dream-
ily through the different rooms imagining being part of the family, the
young son Greger steels upon her. Then, just as she has reached the por-
trait of the naked lady, he addresses her.

Greger: You didn’t like that, did you?
Brita:  Oh, I didn’t know that you were home, Mister Greger.

Greger: No, that is the funny thing about me, nobody ever
knows where I am [...] by the way, why don’t you call
me just Greger — I thought we decided upon that.

Brita:  Don’t you understand that, Mister Greger, that it just

isn’t done.
Greger:  Why not? Didn’t you tell me that you dared to do it?
Brita: I have to consider my place.

Greger: You are only thinking that you are a maid, not that

you are a human being.

(Beijer, 1946: 8)

This is Brita and Greger’s second meeting. A couple of scenes earlier they
have been introduced in the kitchen by the cook. In a fairly flirtatious ex-
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change, Greger has urged her to call him by his first name, and Brita has
accepted, quite boldly. The act of mutual recognition - or the refusing of
it - between the two of them is a recurrent theme throughout the film.
Greger is a spoiled and irresponsible brat, undeserving of much respect,
and Brita is “just a maid”. The latter phrase can be put into a wider inter-
textual context. Just as the quote at the beginning of this text implies, the
maid had a reputation of being stupid. In a review in Upsala Nya Tidning,
film critic Hugo Wortzelius exemplifies this, citing from another famous
novel the exact words “She was just a maid anyway”. In slightly different
versions, this sentence is reiterated, as a parallelism, in The Maid, some-
times in the negative. In Wortzelius’ column, furthermore, Brita is called
“the first thoughtful maid on film”, which to some critics was obviously
a sign of a lack of realism (Wortzelius, 1946).

Encouraged to reflect further on the painting, Brita maintains that
she does not like the fact that the lady is naked. Greger, who is a stu-
dent of art history, tries to convince her that “when you look at art, you
look at things in a different way”, meaning that “[t]he world becomes
more beautiful, if you look at it through the eyes of an artist” (Beijer,
1946: 8).

Obviously Brita takes the message to heart. When she visits a museum
with Arvid, he stops at a picture of a dramatic landscape — a small cottage
at a wild waterfall - that reminds him of their countryside home, roman-
ticizing it as a place where he wants them to live together, “[sJomething
altogether different from living in this city” (Beijer, 1946: 13). Brita’s
interest, however, is restricted to the origins and the fantastic career of
the artist, who has started out as a harness-maker. Then, at the moment
when Arvid stays at a more abstract work of art, expressing his unsym-
pathetic feelings towards it, Brita makes use of the philosophic words of
Greger, indicating that she has left the simple and practical life in the
province behind, to embrace the more intellectual world of the sophisti-
cated and inventive dwellings of Stockholm.

Ironically enough though, Arvid, who has joined the army, comes to
a halt when he sees his superior officer, who then, at a fair distance, ex-
plains to the lady who is with him that Arvid is a true man of the future.
Later in the evening, Brita also tries to dampen Arvid’s outburst of feel-
ings, simultaneously seeking to make him keep his interest in her.

Nonetheless, back in the merchant’s house, she comes across Greger,
who asks for his father. Once more a picture becomes an important prop-
erty of the setting and narrative, as an oil painting of a woman slumped-
over in a field flanks Greger on his left side, while Brita is positioned
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Arvid’s favourite painting at the museum.

Brita’s favourite painting at the museum.
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An oil painting ° anks Greger on his left side, while Brita is positioned on his right.

on his right. Soon there is a hot-tempered controversy between them.
Greger declares his disappointment with Brita, while she scolds him for
not working hard and taking care of himself properly, evidently, though
not explicitly, alluding to the image on the wall. “I don’t want to be like
other people”, says the merchant’s son. “You want to be just a clown. You
want to be interesting — at all costs”, Brita answers, accordingly repress-
ing her admiration for his knowledge of complex art philosophy (Beijer,
1946: 15-16). Then, at last, the quarrel ends in a declaration of their mu-
tual affection, sealed with a kiss.

Unquestionably, these relationships between Brita and the two male
opponents, Greger and Arvid, form a classic triangle. Furthermore, the
narrative is made up of additional and similar patterns of conflict. An-
other one of these patterns connects Brita, Greger, and his student friend
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Paniken. The scene just mentioned is followed by a close-up of a newspa-
per headline with messages about the weak stock market. The paper be-
longs to Greger’s father, who puts it down to start writing a letter to his
son. In the subsequent scene, we have moved to Greger’s apartment in
Uppsala. Greger and Paniken are suffering from a hangover:

Paniken: You are talking about splendour [sic!]. Look at my feet.
That is the real splendour.

Greger: Well, your shoes look darned worn down, if you ask me.
Paniken: Don’t look at my shoes, look at my socks.

Paniken: My mother knitted them [...] she is a cripple, and she
peddles candy from a basket down at the station back
home. That, you see is splendour. A mother [...]
and she is dreaming of me becoming a minister [...]

I’ll never become a minister.

(Beijer, 1946: 16)

The conversation is interrupted by the postman, who delivers the letter
from Greger’s father. The impact on Greger is manifest. The merchant
only gives him a fraction of the money that he has requested, and asks him
to come home straight away. The son makes the decision to leave Uppsala,
once and for all, after giving a big party to celebrate the occasion. He also
blames himself for getting Paniken into bad company and being such a de-
moralizing influence on a poor student with no financial means.

Arriving drunk at the merchant’s house, Greger meets with Brita.
Angry and upset, she smuggles him into his room and helps him get
into bed. The next day Greger has a talk with his father. The merchant
agrees to pay off his son’s debts. Reluctantly he also lets himself be per-
suaded to lend money to Paniken, to enable him to complete his degree
to become a minister. For the time being, he leaves 200 Swedish crowns
to Greger to keep in safe custody. On the other hand, Greger promises
to start working in the family company at a subordinate level, aiming to
climb his way up. “[T]o study the history of fine arts I guess was a lit-
tle too much for me” Greger responds, then - in fact — hinting at the
ongoing conflict of the narrative “that when it comes to art you should
create something yourself, and not only write about it and ponder over
it” (Beijer, 1946: 19).
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Unaware of the conversation between father and son, and with the
night before still in her fresh memory, Brita laughs in Greger’s face as he
informs her with a light heart of his plans for a new working life. Greger’s
weapon of defence is an effective one, though a sign of his still immature
character: “I thought we were friends — not a superior and a subordinate
[...] but now I realize that you are of the lower class. Just an ordinary
simple servant-girl!!!” he states, while he leaves her humiliated, ponder-
ing at her window cleaning (Beijer, 1946: 20-21).

As Greger drives away after the quarrel with Brita, he catches sight of
a familiar figure from behind. Sonja is the girl who Greger is supposed
to marry, and thus an evident corner of a third triangular set of relations
including Brita and Greger. Recently home from a journey to Paris, she
walks smartly in her dressy clothes along the sidewalks of the posh parts
of Stockholm. Back in his old careless mood, Greger picks her up, sug-
gesting they should spend their idle time together. Thus Sonja becomes
the country girl Brita’s natural antagonist, her cosmopolitan contrary,
not only through her connection to the capitals of Stockholm and Par-
is, but because she agrees to follow Greger’s passing whim to jump on a
flight to Copenhagen.

Although the excursion to the Danish capital is intended to be a cel-
ebration of, in the words of Greger himself, “[t]he conversion of mister
Burenberg, the esthete [sic!]”, it soon proves to be a dead, or perhaps
even dangerous, end (Beijer, 1946: 22). When winding up their exclu-
sive dinner, Greger finds himself with a sisterly friend and no money to
pay for her. “Sonja dear, you must never think that things are what they
seem to be” he says — adding yet another layer to the many parallelisms
of art philosophy - as he takes out the notes that were originally intended
to pay Paniken’s rent and life expenses (Beijer, 1946: 23).

However, the second he walks through the door, Greger arouses sus-
picions in his father’s mind that something is terribly wrong. Yet Brita
is the one to receive the confession of a young man who is tired of life.
She puts the blame on herself for not taking his decision to start all over
again seriously. Hence, later on, Greger finds 200 crowns in an envelope
with a message from Brita. Then, once again after a romantic night out
in the city with Arvid, Brita encounters Greger in the library of the mer-
chant’s house. “One should never turn down any help that is honestly
meant” he explains (Beijer, 1946: 28). Finally the man of noble birth and
the woman of the people walk as two equals into his room, and the cam-
era does not follow inside.
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Conquering the Merchant’s House

According to leading film critic Bengt Idestam-Almquist (nom de plume
Robin Hood), The Maid had two major faults. First, the style of the film
was naturalistic, and as such it should not tell a “tale of the Woman of
the people and the man of noble birth”, but rather of “the circumstances
right now”, a task that he thought the film performed poorly. Second,
Idestam-Almquist criticizes the character of Brita, saying he could not
make head or tail of her. “Is the film of the opinion that she does the right
thing when she deserts her faithfully loving countryside friend Arvid ...
for Greger, the spineless son of the merchant’s house ...?” The film did
not, like the book, point in any clear direction, Idestam-Almquist main-
tained (Idestam-Almquist, 1946).

So what about Idestam-Almquist’s remark that the film was unclear
as to its opinion on Brita’s choice of lover? Is the portrayal of Brita in-
distinct and confused? Was her love true or false? Or did Harald Beijer,
as suggested by yet another critic, deliberately mean to “display two fal-
tering, changeable and half-completed young individuals, who cause ei-
ther sympathy or antipathy as the moments change and life continues”
(S. Almgqvist, 1946)? And finally, on what ground was the love between
them built?

It stands to reason that Brita’s love is largely connected with the mod-
ern and affluent life of the capital region. For instance, this is indicated al-
ready by the first scene set in the cabbage field. Furthermore, in the scene
at the museum, she dismisses the painting that appeals to Arvid’s fantasy
of moving back home.

In the narrative of the film, the capital region is first and foremost
represented by Greger and the merchant’s house, with all its material be-
longings and intellectual challenges.

On the other hand, Brita is unable to get to Greger without external
assistance. This is provided by Arvid, the strong and steady man of the
countryside. In point of fact, no less than three times does Brita run di-
rectly, strengthened by her childhood friend, into the embrace of her re-
cently acquired society lover. And, as the film is drawing to an end, as we
will see, Arvid is the one that Brita turns her attention to when she sus-
pects that Greger has only played on her feelings.

At the same time, however, Greger is in need of something himself.
In the denouement of the film, the scene is laid at a dinner party in the
merchant’s house. Greger and Sonja are at the centre of their mothers’
attention, as the two women speculate about the topic of their conver-
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sation, guessing that it must have to do with love. But quite the reverse
- at least on the surface — Greger and Sonja are dwelling on the question
of art and representation.

Again the painting of the working woman standing on all fours in
what - through the closer look now presented by the camera - appears
to be a cabbage field serves its purpose as a property, a significant narra-
tive object:

Greger: An idiot, that’s what you are! An utter idiot when it
comes to art.

Sonja:  And I suppose that you are the only one in
this city who knows anything about art?

Greger: Yes, I'll be darned if I don’t think so, when I see what people
are crazy enough to hang on their walls [ ...]

Sonja:  So that is what you think.

Greger: As a matter of fact, a picture might very well serve
some other purpose than just to hide a grease-spot

on the wall [...]
Sonja:  You don’t say?
Greger: Yes, I'll show you!
Sonja:  Oh, well [...]
Greger: Oh, yes, come on [...] come on!
Greger: Well? Does this picture here tell you anything?
Sonja:  Well, I can see what it represents. That is something, anyway.
Greger: Yes, just as I said - an idiot!

(Beijer, 1946: 31)

In the light of these words, it seems as if Greger has found a third, middle
way in his process of self-realization. He is now neither a dandified phi-
losopher of art nor an anti-intellectual low-brow mandarin, but rather
a sober-minded human being who, by means of his collected life experi-
ence, has acquired the ability to discern the essential aspects of life, and
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hence the connections between art and reality. What is more, the clue to
this understanding is to be found in this painting — on one of the walls of
the merchant’s house - of the working woman in the countryside. But to
the same degree, of course, it is embodied in the self-sacrificing, hawk-
ing mother of Paniken or in Brita Méinsdotter herself. Both these wom-
en were engaged in intensive cleaning, whereas the redundantly rich of
the big city’s society were occupied with wasting what they had never
learned to miss, and thereby to hold in high esteem. More specifically, it
is in the name of hard and dignified work — not just as practised by some-
body else, like in a decorative painting, or by a hired maid, but by every
decent human being - that Greger has found the discursive ground for
his new identity.

Even so, Greger’s new development is not fully evident to him. It is
also not clear to the two mothers, the tittle-tattling servants or to Brita.
Still, Sonja succeeds in urging him to laugh from a distance at Brita’s
manors. Profoundly insulted by this and by the rumours of an approach-
ing engagement between Greger and Sonja, Brita hits Greger across the
face in front of the whole party.

Then, at the very moment of her deepest humiliation, Brita is sent
for and receives a telephone call in the kitchen from Arvid, who asks her
for a date. Thus, once more the contact with Arvid has a soothing effect
on her - he functions like a catalyst. Greger then enters the room, and
by the time he persistently proposes, she consequently surrenders. Dur-
ing their talk, Greger makes clear that the blow finally made him realize
that she wanted something else from him “than just money and a posi-
tion”. On the other hand, Brita is quick to confess that, although she likes
Greger for who he is, the things she can get from him mean “as it only
can mean to anybody that has been really poor” (Beijer, 1946: 33; Beijer,
1947: 197-199).

Even so there are limitations to Brita’s honesty. Both in the film and
in the novel, she is not clear enough about the particulars of her rela-
tionship with 