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Landscape
It is currently the middle of  summer 
in Scandinavia, so what better time 
to look at the beauty of  the Nordic 
landscape as seen through the lens. 
This month we look at landscape as 
character, art, setting, time, mood 
and love for the Nordic countries. 

INSOMNIA
A reverse noir, this crime film takes 
place in Tromsø, where it is always 
light. How is nature used as part of  
the mind?

TROLLHUNTER
The Norwegians love their trolls, so 
it is only understandable that they 
make a film about them. 

LARS VON TRIER
Despite filming a lot of  his films in 
international locations, Trier always 
manages to be influenced by the 
Nordic landscape. 

WHAT’S IN THERE?
On the surface, it appears that 
Finnish films use the landscape as 
secondary, but if  you look closer the 
setting is more mysterious. 
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Broken Hill Blues
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Welcome to issue 4!

This month is looking at the beautiful Nordic landscape, which only 
seems fitting considering Scandinavia is currently in the middle of  
summer. The articles you are about to read perfectly illustrate the 
beauty that can be found in the representation of  the landscape in 
cinema, and I really believe you’ll enjoy them.

This month I will be writing to you about changes that Cinema 
Scandinavia is currently undergoing. For the past month I have been 
slaving away building a new website, which is all good to go! Unfor-
tunately, it has been unable to be up on the same day as this issue 
(website business is tricky) but it should be up in the next few days.

Over the past month I asked contributors and readers for feedback 
about the website as well as ideas about what they’d like, and the new 
website will deliver all of  that. Firstly, there will be a major section 
focusing on festivals around the world, which can be constantly up-
dated and edited by readers. This allows lesser known festivals to gain 
the recognition they deserve. Secondly, Cinema Scandinavia now has 
a built in database that is the most extensive list of  Nordic films cur-
rently on the web. Each film comes with release information, trailers, 
and links to news and articles. This can also be edited by readers.

The other major change comes in the type of  articles Cinema Scandi-
navia will be publishing. There will be three recurring sections in each 
issue from now on: Scandinavia around the world, watch now, and 
television. Each month, one article in each of  these categories will be 
published. Furthermore, Cinema Scandinavia is now working to pro-
vide you with the tools to go out and interview your favourite Nor-
dic filmmakers and actors. All interviews will be published here and 
Cinema Scandinavia will help organise the interviews. This allows our 
readers to have greater access to the industry. We are also opening up 
more to in-depth news stories and reviews. All of  this information 
can be downloaded at the website.

It’s a shame the website can’t be up yet, but please watch our Twitter 
and Facebook and check it out when it goes online!

Thanks for your continuous support,

Emma

Editorial
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The Cinema Scandinavia Film Database

Find us

The Cinema Scandinavia film database is a new feature of  our website that allows you to browse through Nordic 
films to find more information and trailers on them. You can also edit and add films to the database. Head to our 
website to start browsing today!

www.cinemascandinavia.com

https://twitter.com/CineScandinavia
https://www.facebook.com/cinemascandinavia
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NEWS

Indian Film to be Shot in Finland
R Balki has confirmed that his upcoming film 
Shamitabah, starring Amitabh Bachchan, will be shot in 
Finland’s capital Helsinki. Balki has shot two of  his ear-
lier films in Europe: Cheeni Kum was shot in London and 
Paa in Oxford. No Indian film has been shot in Helsinki 
before. A source from the crew says “Balki Sir chose 
Helsinki after considerable thought. A portion of  the 
plot unfolds in a European country. We needed a quaint 
quiet scenic European spot which hasn’t been over-ex-
posed in cinema.”

Read more here

Zentropa Files Complaint about 
the DFI
Zentropa has filed a complaint against the Danish 
Film Institute due to its restrictions on subsidies. 
You can read the entire complaint here 

Danish Actress Seriously 
Injured During Filming
Legendary Danish actress Bodil Jørgensen is in a 
stable condition at Odense University Hospital in 
Funen after she was involved in an accident while 
filming the latest edition of  the popular Danish 
film series ‘Far til fire’.

Of  Horses and Men Wins at 
Brussels
The official jury of  the festival, comprising sing-
er Raphaël, actors Fabrizio Rongione and Olivier 
Rabourdin, and actresses Hande Kodja and Anita 
Kravos, decided to single out Of  Horses and Men 
by Benedikt Erlingsson for the top prize. 

25,000 Went to the Cinema 
Under the Midnight Sun
For the first time, Midnight Sun Film Festival 
director, Finnish film historian and director Peter 
von Bagh walked along his own street from the 
festival centre (at Sodankylä Municipal School) to 
the Lapinsuu Cinema for last week’s opening of  the 
29th edition of  the festival: the village with 8,809 
inhabitants and 35,000 reindeer, 129 km north of  
the Arctic Circle, had honoured him by renaming it 
Peter von Bagh Street. 

http://wp.me/p4j6mC-z8
http://wp.me/p4j6mC-zj
http://wp.me/p4j6mC-yn
http://wp.me/p4j6mC-xO
http://wp.me/p4j6mC-xK
http://wp.me/p4j6mC-xK
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Nordic Admissions: Summer 2014

The World Cup and early invasion of  Hollywood tent-pole films are put-
ting pressure on local films across the Nordic region, except in Iceland 
where Life in a Fishbowl has become the best-selling film of  2014.

After six weeks on the screen, the drama directed by Baldvin Z was still 
third in the top ten at the end of  June, just under the American comedy 
22 Jump Street and How to Train Your Dragon 2. 

In Denmark total admissions to date are estimated at 5.53 million, down 
nearly 15% from the same point in 2013. Local films are also experi-
encing a dip from last years 34% local high down to 26%. Among the 
factors contributing to the fall in admissions is the lack of  major audi-
ence pullers. The animation Mini and the Mozzie was number eight in its 
second weekend, and Cannes entry The Salvation just made it in the top 
ten, but figures remain love. 

In Finland, general admissions are down 5% from last year and domestic 
shares are down from 32% to 27%. The most successful film so far has 
been Ricky Rapper and Slick Leonard, with 258,881 admissions. 

In Norway, the month of  June has also been slow, but general admis-
sions remain higher by 2.8%. Again Norwegian children and youth films 
are sure fire winners, such as Doctor Proctor’s Fart Powder being the biggest 
hit of  the year. 

In Sweden the pattern is similar to Norway, with a strong start thanks to 
the hit The 100 Year Old Man Who Climbed Out of  the Window and Disap-
peared. 

Read more

Someone You Love
Someone You Love has been receiv-
ing a lot of  attention lately, particular 
in the United States where it won 
the audience award for Best Inter-
national Feature at the Los Angeles 
Film Festival. Indiewire wrote a great 
review about the film, which you can 
read here. 

The Bridge
A third season of The Bridge has 
recently been announced. While this 
is exciting to fans of  the series, Kim 
Bodnia has said that his character 
won’t be returning, and instead the 
focus will be on Saga. The series also 
won the best TV drama award, with 
Kim winning best actor, in Monte 
Carlo. 

NEWS

http://wp.me/p4j6mC-zL
http://wp.me/p4j6mC-zL
http://wp.me/p4j6mC-z0
http://wp.me/p4j6mC-yq
http://wp.me/p4j6mC-wM
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One of  top Nordic filmmakers, Dome Karukoski, talks neo-Nazis 
and iconic gay artists
“Are you a f*cking foreigner?” the tight-knit group of  troubled young men in a boys’ home ask the taciturn 
newcomer, Juhani, in the 2008 Finnish film The Home of  Dark Butterflies (Tummien perhosten koti). Later that 
night, they urinate on him as a way of  showing him his place. It was Dome Karukoski’s second film as director, 
and the characterization of  Juhani as an outsider anticipates similar characters in some of  the filmmaker’s subse-
quent films, among which the award-winning Heart of  a Lion’s (Leijonasydän) racially mixed Ramadhani, bullied 
by his school mates and threatened by neo-Nazis because of  his skin color, is the latest incarnation. Read more

Runarsson to shoot 
Icelandic fjords drama
 Runar Runarsson, the director of  
Cannes Directors’ Fortnight 2011 
selection Volcano, will start shooting 
his second feature in Iceland on July 
14. Read more

The Norwegian Short 
Film Festival Winners
The Norwegian Short Film Festival 
handed out their awards and hon-
ours during July. The Good Life, Over 
There and Upside Down are among the 
winners. Read more

Swedish Auteur Takes 
On a Brave Loner
The New York Times has released 
an article reviewing the latest Jan 
Troell film, The Last Sentence, as 
well as a brief  overview of  his life. 
Read it here

http://wp.me/p4j6mC-zz
http://wp.me/p4j6mC-z5
http://wp.me/p4j6mC-xV
http://wp.me/p4j6mC-xa
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Academy invites Mads Mikkelsen and 
Thomas Vinterberg to Join
Paolo Sorrentino, Denis Villeneuve, Sally Hawkins, Mads 
Mikkelsen, Thomas Vinterberg and Lupita Nyong’o are among 
those invited to join the Academy Of  Motion Picture Arts And 
Sciences. Those who accept the invitations will be the only addi-
tions to the Academy’s membership in 2014. Read more

Blind Selected for Europe 
Now!
Norwegian director Eskil Vogt’s Blind will 
be among the 10 European films in Variety 
Critics’ Choice: Europe Now!, the sidebar at 
the Karlovy Vary International Film Festival. 
Read more

Finnish Film Foundation Production 
Support June 2014
The Finnish Film Foundation has granted production support 
to the following feature-length films Read online

Two Norwegian Films 
Heading to Munich
Between 27 June-5 July, Filmfest Munich will 
screen two Norwegian films, Erik Poppe’s 
A Thousand Times Good Night and Arild 
Fröhlich’s Doctor Proctor’s Fart Powder.

101 Reykjavik Author Linked To 
Danish Comeback
Iceland’s reputed painter and author Hallgrimur Helgason who 
was twice nominated for the Nordic Council Literature Prize 
(101 Reykjavik and Rokland) is attached to the Danish comedy 
Comeback currently filming in Denmark for veteran producer 
Morten Kaufmann (The Hunt). Read more

Finnish Film Statistics 
from 2013 published
The Finnish Film Foundation’s Facts & Fig-
ures 2013 publication compiles key figures 
from film production, exhibition and distri-
bution on different platforms. Read it here

http://wp.me/p4j6mC-zY
http://wp.me/p4j6mC-yY
http://wp.me/p4j6mC-zv
http://wp.me/p4j6mC-yS
http://wp.me/p4j6mC-yL
http://wp.me/p4j6mC-wm
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FESTIVALS IN JULY

SCANDINAVIAN FILM 
FESTIVAL

NORTH AMERICA
Outfest, USA
A Last Farewell (SWE)
Dual (SWE)
Reel (SWE)

EUROPE
Euganea Festival, Italy 27/06-20/07
On Suffocation (SWE)
Whale Valley (ICE)

Filmfest, Germany 27/06-05/07
Doctor Proctors Fart Powder (NOR)
A Thousand Times Goodnight (NOR)

Neuchatel Fantastic FF, Switzerland 
4/07-12/07
Tommy (SWE)
Blind (NOR)
Dead Snow 2 (NOR)

Athens Int’l FF, Greece 10/07-16/07
6 Big Fish, Killimanjaro, Pleasure, Undress Me, 
Whaled Women (SWE)

Odessa Int’l FF, Ukraine, 11/07-19/07
Of  Horses and Men (ICE)
The 100 Year Old Man... (SWE)
Ida (DEN)

Pula FF, Croatia, 12/07-26/07
Bitch Hug (SWE)

OCEANIA
Melbourne International FF, Australia, 
31/07-17/08
We are the Best! (SWE)

Flow
Someone You Love
The Hour of  the Lynx
The Keeper of  Lost Causes
21 Ways to Ruin a Marriage
August Fools
Heart of  a Lion
Metalhead
Spooks and Spirits
Ballet Boys
I am Yours
Pioneer
The 100 Year Old Man
Waltz for Monica
Easy Money
Easy Money II
Easy Money III
Ego
Home
Hotell
Remake

Australia, July 
2014

PLUS Waltz for Monica Jazz Party, and Q&A’s with 
Laura Brin and Jonathan Lapalgia

www.scandinavianfilmfestival.com

http://www.scandinavianfilmfestival.com/
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RELEASED THIS MONTH

HOME
Sweden, 11 July 2014

Bright, but socially awkward Lou, grew up in the city 
thinking her mother is her only living relative. Shock-
ingly she finds out that her grandfather just died and 
her grandmother is still alive in a small village by the 
seaside. Lou packs her bags, moves in with her mischie-
vous grandmother and gets her orderly life overthrown.

BRAVE MANS BLOOD
Iceland, 6 July 2014

.
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Oldenvatnet, Norway



14

CINEMA SCANDINAVIA

Trollhunter
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TROLLHUNTER:
Transnationalism through the Senses

Questions of  national identity in cinema contin-
ue to remain at the forefront of  film theory. The 
ramifications of  globalization and the technological 
renaissance of  the last few decades have helped not 
only to redefine the concept of  nation, but question 
the very nature of  a singular national identity itself. 
As a consequence, the Nordic national cinemas and 
their place within a global context are subject to an 
ever-shifting exchange. The intersection between 
Nordic national cinema and its global projection 
brings us to one of  Scandinavia’s most recent and 
successful offerings; André Øvredal’s commercially 
lucrative Trollhunter (Trolljegeren, 2010). Trollhunter 
neatly epitomises the juncture where these debates 
conflate. The film also helps to delineate the con-
cept of  transnationalism; a notion that characterizes 
the movement beyond the constraints of  a unitary 
nation-state. Consolidating themes, techniques and 
characterizations, Trollhunter negotiates the theoreti-
cal framing of  the national and the transnational in 
a bid to further understand their impact on cinema 
today.

When cinema itself  is read as a social text, it can re-
flect the specific period in which it was made, acting 
as an insightful mode of  national self-portraiture. In 
this sense it can behave as a metaphorical postcard 
from the past, documenting public anxiety, per-
petuate stereotypes, record social change as well as 
attempts to subvert it. Cinema is always a product of  
its history and an understanding of  its shaping can 
be traced back to the fabric of  the society in which 
it was created. The historical context of  Trollhunter 
in relation to its national identity forms the corner-
stone of  this debate. Contemporary Nordic cinema, 
chronicled from the 1990s onwards, offers us a shift 
in the dynamics of  cinematic production , where

the use of  transnationalism as a viable term began 
to take root. This is partly thought to be linked with 
the encroaching success of  Hollywood, another 
consequence of  which was a supposed reconstitu-
tion of  national cinema in a bid to differentiate itself  
from the imperialism of  its Hollywood contenders. 
These periods of  both redefinition and reinvigora-
tion, however, raise further questions as to how the 
Nordic national cinemas have been and continue to 
be defined. From an external perspective, particular-
ly an Anglophone one, the Nordic nations remain 
nationally indistinct, especially in terms of  cinematic 
output.

Trollhunter tells the story of  three young filmmakers, 
Thomas (Glenn Erland Tosterud), Johanna (Johanna 
Mørck) and Kalle (Tomas Alf  Larsen), who unearth 
the existence of  trolls living clandestine within the 
Norwegian countryside. Their discovery is prompted 
by a disgruntled government employee, the idiosyn-
cratic Hans (Otto Jespersen) whose job consists of  
concealing the troll population from the public at 
the behest of  the Norwegian government. One of  
the most important facets of  Trollhunter, relative to 
the aforementioned transnationalism theory, is un-
derscored through the way in which it is filmed. The 
function of  the found footage technique employed 
by Øverdal transcends the artifice of  the Hollywood 
genre convention. Instead, it becomes our viewfind-
er throughout, having Thomas, Johanna and Kalle 
function as our literal and figurative eyes, ears and 
interpreter, through which the mythology of  Nor-
wegian folklore is revived for the modern age. It is 
as if  the film works on several levels simultaneously, 
appearing to address the Norwegian consciousness 
through the inclusion of  national folklore in tandem 
with an internationally recognized mode of  produc-
tion that engenders the spectators
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perspective by hijacking their sensory experience. 
While the film explores the interplay between fanta-
sy and reality; simultaneously it provokes numerous 
national geopolitical and bureaucratic considerations. 
While these facets appear to target the Norwegian 
nation, Trollhunter’s effective blend of  the interna-
tionally recognizable found footage convention be-
haves as our sensory introduction to such subjects, 
as opposed to a national one. Trollhunter’s themes 
illustrate the destructive power of  nature but also 
the destructive hand wielded by man, themes that, 
whilst foregrounded through the backdrop of  the 
Norwegian nation, ultimately transcend the bound-
aries of  any one homeland. This in itself  adopts a 
principal significance expressly in today’s unfixed, 
globalized world. 

In anticipation of  counter-arguments that challenge 
Trollhunter as a transnational film, it would be import-
ant not to neglect the subtly of  some of  the cultural 
references resonating in the background. What com-
pounds the idea of  Trollhunter as a transnational film 
are the politicized themes potentially rendered invis-
ible when disembodied from a Norwegian context. . 
These themes perhaps aim to stimulate the national 
consciousness as opposed to an international one, 
particularly the film nuanced characterizations and 
audience appeal. The trolls, however, form the

base of  Trollhunter’s ostensible national niche. The 
role of  Scandinavia’s rich literary heritage and its 
influence on cinema are indisputable, having helped 
shape the Nordic countries global cinematic hall-
marks. Trollhunter frames several archetypical scenes 
from Norwegian fairy tales including ‘Three Billy 
Goats Gruff ’. The diverse spectrum of  troll species 
the film encompasses reflects these literary senti-
ments directly.  Other specific Norwegian cultural 
references include the use of  nationally renowned 
comedians like Otto Jespersen and Robert Stol-
tenberg, the latter playing a Polish bear poacher, 
a satirized intertextual reference to Norway’s de-
pendence on Polish labour, especially in relation to 
tackling unwanted jobs. There is also a subtle but 
significant microcosm of  the main narrative at work. 
The conflict between farmers and their limited rights 
to exterminate predators on their land as a result 
of  restrictive Norwegian wildlife conservation laws 
mirror Hans and his conflicted battles between man 
and beast. These sentimentalities behave as Trollhunt-
er’s analogy, mimicking the ongoing war of  attrition 
between people and governments, between politics 
and nature. 

Aside from the explicit references to Norwegian 
folklore facilitated through the varying species of  
trolls, there are also layers of  Norwegian artistic and

Trollhunter

Trollhunter: Transnationalism Through the Senses
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cultural references perhaps less visible to a trans-
national audience. Norwegian artist Theodor Kit-
tlesen’s painting ‘Soria Moria Castle’ is referenced 
directly in the film. Kittlesen, who was primarily 
famed for his depiction of  trolls and Norwegian 
fairy tales, was a key source of  inspiration for the 
trolls’ aesthetic design. The close connections be-
tween Norwegian nature and notions of  identity are 
certainly refreshed and elevated through showcasing 
the picturesque vistas of  the Norwegian countryside. 
Trollhunter has been translated as an allegory for a 
shifting Norwegian national identity in relation to 
particular ‘national’ subject matters. In this sense, 
there is perhaps a paradox underscored when a 
‘national’ film seeks a global audience. In doing so it 
perhaps loses a sentiment of  the ‘national’.

The use of  the now residual postmodern found 
footage convention interjects as the ultimate trans-
national indicator, where the perspective invites 
us, as the audience, to experience a more personal 
sensory interaction. The subject themes, while they 
appear to bear a national weight, could ultimately 
be translated globally. This is the reason why Øver-
dal’s found footage convention is so effective; it is 
instantly identifiable and therefore significant on a 
transnational scale, helping to bring these themes to 
a global audience. Norway functions as a vessel

through which the consequences and collisions 
between man, beast, nature and globalization can be 
played out. 

Trollhunter imparts a tangible shape to the abstrac-
tions of  the national and transnational concepts 
through its mediation between Norwegian folklore, 
environmental annihilation and corrupted state 
bureaucracy. Given the prevalent themes of  destruc-
tion, particularly natural destruction, Trollhunter func-
tions as an ecological parable, whereby Hans, acting 
as the self-reflexive face of  mankind, contemplates 
ruefully his destructive relationship with nature. This 
notion of  governmental collusion in tandem with 
the films stylized subjective point-of-view, Trollhunter 
transcends the borders of  a singular nation state, 
engendering a subject matter intended to mobilize a 
global audience.

Kate Moffat

‘Soria Maria Castle’ by Theodor Kittlesen

Trollhunter: Transnationalism Through the Senses
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Antichrist
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Nature, a Character in 
Lars Von Trier’s Works

Lars Von Trier is a one of  the few- if  not the only 
- Nordic filmmakers whose choice of  setting is not 
limited to his own homeland, Denmark, Scandinavia 
or even Europe. The cast and the characters that 
play in his films rarely belong to the same country, 
they often have various accents, and the effort for 
geographical and cultural verisimilitude disappears 
as he goes on with his career. In Von Trier’s first tril-
ogies ‘Europa’ and ‘Golden Heart’, the concept of  
place in the cultural sense matters more compared 
to USA: The Land of  Opportunities. The unfinished 
USA trilogy- Washington has not been produced yet- 
is set in a fictional America in the past, and is made 
on a sound stage without buildings or landscapes in 
a theatrical way. His last trilogy to this day includes 
two of  his works with the strongest representation 
of  landscape as mis-en-scene and a character. The 
absence of  landscape in Dogville (2003), and its de-
terminant presence and role in Antichrist (2009) and 
Melancholia (2011) in particular are readable in several 
directions, and one connects Von Trier’s style both 
in storytelling and aesthetics of  it.

These three films are set in isolated spaces some-
where in America. Dogville takes place in a small 
mountainous mining town in a fictional Colorado in 
the Depression era with only 15 residents. Antichrist 
begins in a fictional spot close to the city of  Seattle, 
in small interiors with claustrophobic quality, and 
then its two characters move to a cabin in the heart 
of  dark woods called Eden. Melancholia is set in a 
grand state and a castle, with dollars being the cur-
rency and English speaking people. The characters 
of  these three films have chosen to live far from the 
city crowd, and the nature’s role constantly becomes 
stronger in their lives; from mainly invisible and 
appearing symbolically and abstractly in Dogville, 
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The central characters of  these films are females, 
and they grow stronger in nature as their relationship 
and bond with nature grows. Grace, the heroine-vic-
tim of  Dogville comes from the city and she seeks 
refuge in a small township that becomes her prison. 
The male dominant culture of  the township forces 
her to become obedient in order to survive socially. 
In her intimate life too, she gets manipulated by the 
man who claims his intentions are only for her own 
good. (Landscape in the overhead shots looks like 
the blueprints of  buildings).

She in Antichrist is a grieving and mentally broken 
mother, and He, her husband and is a therapist who 
decides to help her through the process of  grief. 
He represents the controlling rational male and She 
struggles to make sense of  his insensitive way of  
dealing with the loss of  their child as if  He is not 
hurting. It becomes clear that She feels fear about 
the woods, and He decides getting exposed to the 
source of  the fear liberates her. Before leaving their 
home and going to the woods, He tells her to imag-
ine herself  on the grass, in the woods and become 
green. In an overhead shot, She does become green 
as her imagination takes her to the woods. The green 
in that shot is a warmer lively green unlike the bluish 
cool green in the rest of  the movie. The dynamics 
of  their relationship changes into a sadistic one on 
He’s side and an aggressive non passive one for her. 
He, on the surface protects himself  from the fear of

grief, but his words and actions do not convey the 
same message. She is afraid of  the nature, and when 
she enters the jungle, it appears as a ghostlike entity. 
He, on the other side deals with the nature the same 
way he deals with her, without understanding the 
spirit of  it. She on the other hand understands the 
soul of  that nature, interprets the sounds and the 
beings, and overcomes her fear. The landscape in 
Antichrist- shot in Germany- resembles melancholic 
works of  19th century Barbizon School landscape 
painters like Corot, Millet, and Daubigny. The color 
tone gradually and constantly grows darker and cool-
er and the landscape begins to communicate with 
her, leaving He outside of  that bond. The nature and 
thus the landscape in Antichrist functions the same 
way the mansion/castle does in Gothic genre. The 
dead bodies buried in the woods appear as if  She 
is an extension of  them in the world of  living. The 
dead bodies tangled within the roots of  the tree She 
and He make love, the subject of  She’s master’s the-
sis (witchcraft with the title of  Gynocide), and the 
female mourners at the end of  the film rising from 
the heart of  the woods to say farewell to She, reveal 
the femininity of  nature both figuratively and con-
ceptually. While chaos reigns, She and the landscape 
remain in harmony since She has accepted becoming 
a part of  the nature. 

Melancholia begins with a prologue like Antichrist, 
both in slow-motion and accompanied by an

Dogville

Nature, a Character in Lars von Trier’s Works
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ominous leitmotif, but it shows the doomed destiny 
of  its characters and employs landscape paintings 
as the background or the setting for its characters. 
Unlike Antichrist, there is order and manipulation of  
landscape and nature here, and the visual chaos of  
the dark woods in Antichrist has turned into groomed 
landscape, marked by the presence of  human beings. 
The forced order and the counterfeit peacefulness 
of  the landscape lack life and the characters appear 
frightened and masked with a shadow of  death in 
them. 

The story after the prologue has two chapters named 
after each sister. Justine is the bride, suffering from 
depression and indifference towards materialistic life 
and does not fit inside the conventional frames dic-
tated by the society. The bridal gown and the com-
mitment yoke suffocate her, and her naked body in 
the light of  the planet which is coming to end life on 
Earth becomes one with the landscape around her 
pleased gaze glued to Melancholia. The other sister, 
Claire, insists on orderliness and Justine’s bond with 
the nature and the acceptance of  its happenings are 
unknown for her mind.

The central male figure in Melancholia has ties to 
money (capitalism), and believes in science. In order 
to calm his wife’s extreme fear of  a natural disaster, 
he uses logic and man made rules, formulas and 
assumptions. Like the two planets of  Earth and 

Melancholia, the two sisters belong to different 
worlds. They speak with different accents, have 
different principals and priorities, and think of  the 
nature around them in different terms. The domi-
nance of  Claire’s husband due to his financial status 
and his belief  in science gives him a self-assumed 
superiority, which works for his wife, but Justine’s 
bond with the universe stands taller and she outlives 
him, and becomes the protector and leader of  her 
sister. At the end, Justine invites her sister and her 
nephew (who calls her “aunt steelbreaker”, referring 
to her strength), to sit on the grass, inside an imag-
inary cave only made with wood poles, and wait for 
Melancholia’s clash with the Earth and the end of  
life. In the final scene, the three characters’ ritual of  
accepting death blends into the landscape, unlike the 
opening of  the film; a way of  being in harmony with 
the surrounding. 

In these three films of  Lars Von Trier, the battle of  
the female and male characters becomes predictable 
by their bonds with and understanding of  the nature 
and it is manifested in the look of  landscape in their 
relationship within each frame. Dogville’s Grace, the 
city girl lacks the intimacy and gets victimized. She 
seeks refuge in people and ignores the possibilities 
that nature offers, and ultimately becomes one with 
the male fatal power. She in Antichrist hears the 
messages of  the nature and identifies with parts of  it 
that relate to her maternal side, but her fear and

Melancholia

Nature, a Character in Lars von Trier’s Works
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and pain caused by the grief  stops her from be-
coming one with it and survive the battle with He. 
Visually, the landscape around her looks dark and 
haunting, underneath lies death, and she won’t live. 
Melancholia arouses Justine’s curiosity and interest, 
and she not only gets the message, but agrees and is 
in tune with it. More than any other character, Jus-
tine is done with Earth and its people, and her image 
is a part of  the landscape in defining moments like 
her nakedness. 

Roudi Boroumand and Maziar Attarieh

Melancholia

Nature, a Character in Lars von Trier’s Works
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The Mountain
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The Mountain
The Mountain (Fjellet, 2011) is the debut feature 
film of  Norwegian director Ole Giæver. Released in 
2011, The film has an extremely minimal storyline, 
yet a very dynamic and deep emotional-line. It terms 
of  the narrative events it can be described simply as 
a film about Nora (played by actress Marte Magnus-
dotter Solem) and Solveig (Ellen Dorrit Petersen), 
a two women couple who goes on a cathartic four-
day hiking trip to a snowy mountain in the interior 
of  Norway, after the loss of  their 4 year-old child 
in what appears to have been result of  an accident 
on the top of  that same mountain a couple of  years 
before. The go on the hike, they climb the mountain 
and they reach its top. The narrative events and its 
storyline are minimal, yet The Mountain has two great 
achievements. Firstly, it creates the conditions to 
engage us spectators in a dynamic flow of  emotions, 
as an alternative to story events. Secondly, it makes a 
powerful use of  the experiential aspects of  the site 
of  the story to cue some of  that emotional content 
that is not fully delivered through verbal communi-
cation but in fact through our senses in connection 
to the natural elements of  climate and the material 
composition of  the landscape.

It may seem that such minimal choices for story 
events and narrative development would have made 
it easier for Giæver to have a control on the making 
of  The Mountain, since. However, I believe it is pre-
cisely the opposite. But dimming down the external 
events, he creates a focus on the inner events of  the 
two women, who are then exposed and confronted 
with their emotions and with the psychology of  
their interaction. Both actresses have, in my opinion, 
a terrific performance, and both were nominated 
for the prestigious Norwegian film awards Amanda. 
By dimming down the narrative events, Giæver sets 
a cinematic focus on the non-verbal interaction be-
tween the two women with the sensory and experi-
ential elements of  nature mediating that relationship.

The two exposition shots are paradigmatic of  
Giæver’s use of  landscape and are a blueprint of  
his approach to the cinematic site. In the first shot 
we see a full scale long shot of  the mountain the 
two women are about to climb, the second shot is 
a close-up of  a thermos (the thermos the child had 
on him/her at the time of  his/her death) on the top 
of  the mountain. Then, cuts to black, and the film 
begins with Nora and Solveig already engaged in 
their walking. First their feet and legs ands no image 
of  their faces. By gradually scaling down the shots, 
Giæver is approaching the mountain in its details, 
where we can not only see the textures of  the mate-
rials (the flowers and bushes, the snow, the stones) 
but have a sensory experience of  them. The small 
scale which the film uses makes a shift from the 
mountain as a uniform and solid volume to a com-
plex and nuanced body. This is a fascinating way for 
film to capture natural landscape and it shows that 
cinematic space is not something per-existent but 
something that is constructed through the camera 
work and through the lenses of  a director. In this 
case, the mountain goes from a space which we (and 
the characters) see to a space in which we (through 
the mediation of  the camera and the characters) 
experience with our senses. The first approach is 
show its shape to sight, the  second approach is 
show its presence to the senses. Through showing its 
presence to the senses, the mountain becomes not 
just the site of  the world of  the film but part of  the 
story itself.

This approach, and cinematic attitude, helps to 
Giæver’s challenging of  genre boundaries. Films 
set in mountains, or in natural scenarios, are usually 
within certain genre conventions of  the adventure 
film or the thriller, or other genres where natural 
sites offer stories of  survival. However, what Giæver 
does, which to me challenges some of  our genre 
expectations, is to use a site that is usually used for
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external action for, instead, the development of  
emotional contents. This can be valid for audiences 
in general, but it will be even more relevant for Nor-
wegian audiences. Norwegian are all be, to different 
extents, familiarised with hiking in the nature. Hiking 
occupies a cultural role of  bonding between people. 
Thus, I see The Mountain as a film that drinks some 
of  this cultural context and adapts it to film. It is, to 
me, an excellent way to exemplify how the local and 
regional aspects of  a culture, geography and climate 
can be transposed to the more global and universal 
language of  cinema. There seem to be some relation 
between our drive for locomotive activities (such as 
walking, but also skateboarding and driving) and our 
emotions (see my essay on The Cinema of  Walking).

In this case, emotions are defined by the memo-
ries of  the trauma that the two women carry. They 
may have memories of  the same event but the two 
women have, however, not only different emotional 
contents related to the traumatic loss of  their child 
but also different coping mechanisms. The contrast 
between their emotions and their coping mecha-
nisms is what drives the dynamics of  the film, which 
is to me an interesting alternative to a more conven-
tional storyline of  external events. The film starts 
with Nora closed as a vault, leaving no possibility 
for Solveig to reach in to her emotions. In contrast, 
Solveig’s emotions are more transparent. 

She will easily cry and feel distress which generates 
reactions of  frustration from Nora. Initially, it may 
appear that Nora is strong and Solveig is emotionally 
weak, but as the film unfolds we realise that it is just 
that Solveig is perhaps more courageous in letting 
her emotions show, whereas Nora is repressing her 
emotions.

Solveig could represent an emotional way of  coping 
with trauma and Nora a rational way. However, their 
emotional progression will show the opposite. In the 
first of  the film, their interactions will be impelled by 
two opposite tensions, that of  Solveig, 

 who tries to be transparent in her emotional cop-
ing, and that of  Nora, who is impenetrable. As the 
tension builds up, Solveig becomes increasingly 
frustrated, until she starts being more physical and 
aggressive. After a confrontational event where 
Solveig pushes Nora, Nora starts breaking her resis-
tance and slowly becomes more open. The climax 
of  the film shows their resolution to climb the last 
segment of  the mountain and reach the top where 
the accident happened. After reaching the site of  the 
accident, Nora cries. It may seem not strong of  a 
reaction to the climax of  a film, but indeed it results 
from a gradual building up of  tension which is in the 
basis of  a transformational movement from Nora. 
Therefore, her cry is not a mere direct reaction 
tot he memories of  the trauma, but it is a cry for 
herself, for her transformation and for the fact that 
the transformation from locking up her emotions to 
being more open resulted from the love resilience of  
Solveig, who also changes by becoming more confi-
dent, an awareness she gains from also from having 
Nora as a the reflect in a mirror.

The film’s lack of  plot is not, as I see it, a flaw, 
but simply a stimulating alternative to the moving 
forward of  our interest in a film through an emo-
tional engagement between the characters. What 
the film lacks in narrative events, as external events 
coordinated in a cause-effect manner, it exceeds in 
the construction of  a dynamic map of  emotional 
contents that are connected to the themes (trauma, 
love) which gains body through the sober and well 
achieved acting of  Magnusdotter Solem and Dorrit 
Petersen, and also through the exemplary directori-
al work of  Giæver, who does not simply show the 
mountain as the background to the story, but the 
mountain as a body with experiential and sensory 
presence and with the capacity to shape the aesthet-
ics of  the film and the emotional journey of  the two 
women.

Luis Rocha Antunes

The Mountain
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The Mountain

The Mountain

The Mountain
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Eurocentrism and Moral 
Issues in the Work of 
Susanne Bier

In a Better World
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After watching three of  the Scandinavian movies 
of  Danish director Susanne Bier I only can see them 
as a thematic trilogy and analyse them as such. She 
created the stories and Anders Thomas Jensen wrote 
the scripts. All the feature protagonists are Europe-
an white men that at some point are displaced from 
their place of  origin, dealing with the horrors of  the 
unknown. In Brothers (Brødre/2004) he is a soldier in 
Afghanistan; in After the Wedding (Efter brylluppet/ 
2008), he is a teacher of  orphaned children in India; 
and In a Better World (Hævnen/ 2010), a physician in 
Africa. The “other"is always perceived as a source 
of  despair and misery: they are implacable Muslim 
soldiers, hungry and helpless little children or poor 
people, without no prospects, decimated by local 
warlords. Everything is very Eurocentric in perspec-
tive, until those character are brought back home, 
causing different results and conflicts. 

Another aspect in common between the films is the 
presence of  many moral issues, worked with heavy 
hands. They sometimes even flirt openly with the 
melodrama.

In Brothers, the protagonist must decide whether 
or not to kill a fellow prisoner to be able to return 
home and see his family. He made the choice and he 
must accept it's consequences. There is also a certain 
irony in considering that a soldier is a hero and an 
ex-convict be a pariah albeit the second never killed 
a person and the first was trained to do so. Between 
the three, this is the movie in which a female charac-
ter is more prominent: the desires and thoughts of  
the soldier's wife are always present.

In a Better World brings a similar question about life 
and death, but with more layers: when a doctor 
receives as patient warlord responsible for hundreds 
of  deaths with serious but non-fatal injury, should 
he treat him, leave him on his own or simply kill him 
(directly or indirectly)? This is probably the hardest 
question Bier asks in the three movies. But she fol-
lows the idea, linking violence perpetrated by war-
lords to all the little everyday violences. Thus, a child 
with dangerous tendencies would  be a psychopath 
or a consequence of  the sick society and even family 
that surrounds it?

Moving away from the violence thematic, After 
the Wedding is more dramatic  and stagey than the 
other films. It also has a sense of  small everyday 
problems. The protagonist, returning to Europe, 
finds unanswered issues of  the past and need to put  
into perspective what is more important: the Indian 
children he helps or his own personal problems. It 
can sound egotistical, but put ourselves as priority in 
life in relation to those around us is not what we do 
all the time? Converting the story to a global scale 
just make the spectator aware of  this selfishness. At 
the same time he needs to see the reflections of  the 
actions he had committed in the past  on the present, 
as he watches other people get hurt. 

The films are directed with mastery and their pho-
tography, especially of  In a Better World, is gorgeous. 
Susanne Bier does not seem like a subtlety. But the 
way she puts the intensity in her movies translates as 
top quality work. Undoubtedly she is a director who 
is expected great films to come.

Isabel Wittmann
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Insomnia

The Landscape and 
Mindscape of 

Insomnia
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Watching the many great Nordic Noir Dramas 
that have recently been shown on television, you 
might be forgiven for thinking of  Scandinavia solely 
in terms of  their long, dark winter nights and drizzly 
downpours.  Yet there is another side to the coin 
of  life in the north, their long summer days where 
the sun barely sets, or does not set at all. While the 
darkness of  the North seems to hide a multitude of  
crimes, the light of  the North has been used to high-
light not only the crime and the beautiful landscapes 
of  the North, but also to highlight and examine the 
mindscape of  the criminal and the detective, as in 
Erik Skjoldbjærg’s directorial debut, Insomnia (1997).

Insomnia is a psychological thriller par excellence. In 
its own way it has a very noir tone, yet it is almost a 
reverse noir, for the light of  the summer dim is used 
to illuminate the actions and the guilt of  the detec-
tive, Jonas Engström. Engström, formerly with the 
Swedish police but now working for the Norwegian 
Kripos, is sent north to investigate the killing of  a 
teenager, Tanja. He sets a stakeout in order to try to 
catch the killer; only for it all goes horribly wrong. 
As they emerge from the dark tunnel - one of  the 
few slices of  darkness that we actually see in the film 
- on to the beach, the rugged and beautiful land-
scape is partly obscured by thick mists. The summer 
sun is dull and the visibility very poor.  In this mist, 
as much inside Engström’s sleep-deprived mind as 
the local landscape, Engström accidentally shoots his 
colleague Vik, instead of  the killer. Though initially 
wanting to tell the truth, Engström soon finds it 
preferable to go with the opinion of  the rest of  his 
colleagues that Vik was killed by the killer. 

Set in and around the city of  Tromsø, in the far 
North of  Norway, Insomnia features some truly stun-
ning rocky scenery, almost permanently illuminated 
by the midnight sun, with only the tiniest sliver of  
twilight delineating the days. Here there is no dark-
ness, and nowhere to hide. Rather than showing the 
almost constant daylight as bright and light, what we 
get is a muted pale light that washes out everything 
it touches. If  you’ve ever suffered with insomnia, 
you’ll recognise that washed out feeling that it gives 
you, and we can visually see that feeling 

through the light as well as through Stellan Skars-
gård’s fine performance as Jonas Engström. The 
grey tones of  the cinematography emphasise the 
moral ambiguity or ‘greyness’ represented in the 
film; after all, Insomnia’s protagonist is far from a 
good guy. The wilder, natural landscape, the rocky 
beach, the verdant green hills and snowcapped 
mountains are all representative of  the wildness and 
lack of  self-control that is pulling at the edge of  
Engström’s sanity. This is wonderfully contrasted 
with the urbanscapes of  Engström’s office, his hotel 
and modern life, which all represent the human 
order and Engström’s shreds of  sanity.

Engström cannot sleep in this place of  light, no 
matter what he does. His attempts to block out the 
light and to block out responsibility for his own ac-
tions are equally futile, and he certainly can find no 
peace as he is plagued by guilt for his killing of  Vik. 
His lack of  sleep, coupled with the wild landscape, 
sets the scene for his lies and his mind to unravel. 

The Landscape and Mindscape of  Insomnia
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Soon he is haunted by hallucinations of  Vik. Eng-
ström’s behaviour becomes increasingly odd and 
desperate; so here we see the character, as well as 
the film and its plot, unfold. When Hilde Hagen is 
assigned to investigate the circumstances of  Vik’s 
death, Engström realises that he must tamper with 
the evidence in order to make it fit his version of  
events. 

To make the situation even more complex, the killer 
witnessed Engström shooting Vik and sets out to 
blackmail him. The two men, the killer and the 
crime novelist, meet up and decide to frame Tan-
ja’s boyfriend. Engström plants his gun under the 
boyfriend’s bed, but the investigator Hagen does not 
buy the boyfriend as the killer. Soon new evidence 
points to the real killer and Engström realises that he 
is in real trouble. Engström tracks the killer to a ram-
shackle run-down waterfront, and, as the killer tries 
to flee, rotten floorboards give way and he drowns, 
as Engström looks on. As Engström watches the

killer drown, he too is drowning in psychological 
turmoil and lost in moral ambiguity, for he lacks the 
ability to make rational decisions or to take respon-
sibility for his own actions. He is stuck in a labyrin-
thine lie of  his own creation.

The state of  the waterfront, with its rotting wooden 
boards, peeling paint and constant lit state, pro-
vides a clear metaphor illustrating for the viewer 
the tattered state of  Engström’s mind, robbed as it 
has been of  sleep for so long. Just as the waterfront 
and its buildings, while now abandoned and run 
down, appear to have once been quite beautiful, it 
is shown that Engström was, once upon a time, a 
brilliant - if  somewhat unorthodox - investigator, 
but life and most importantly his own mistakes -his 
sleeping with a witness and his shooting of  Vik - 
have run him down, and the midnight sun has driven 
him half-mad. In Insomnia the landscape reflects the 
mindscape of  Engström, and the 24-hour daylight 
offers the viewer unrelenting insight into his char-
acter, the impact of  his poor choices - due to his 
insomnia, and ultimately his descent into madness.

Ceri Norman

Insomnia

The Landscape and Mindscape of  Insomnia
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Use of landscape in 
‘A Swedish Love Story’ 
and 
‘A Report on The Party 
and The Guests’
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A Swedish Love Story
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A Swedish Love Story (1970), Roy Andersson’s 
feature film debut, depicts a burgeoning romance 
between two teenage lovers who exist in a state of  
protected innocence and are yet to experience the 
disillusionment of  adulthood. The film culminates 
in a scene that foreshadows much of  Andersson’s 
later work, in which a bitter refrigerator salesman, 
John, wanders away from a family gathering and 
into a desolate wilderness, declaring defiantly “I’ve 
wasted 45 years of  my life”. Anton Bitel (2011) has 
characterised A Swedish Love Story as juxtaposing the 
hermetic and idyllic romance between two young 
teens against a world of  “very adult misery, to which 
they remain so oblivious”. As John ventures deeper 
into the stark woodland, this “adult misery” is en-
capsulated neatly by the bleak and barren landscape, 
which serves to reinforce his utter disillusionment 
with humanity. Simultaneously, the landscape that 
John inhabits appears to be completely removed 
from the society that he decries, yet fittingly captures 
his sense of  confusion and isolation. Not only does 
he appear ‘lost’ in an existential sense, he is also very 
probably lost in the geographic sense owing to the 
dense atmospheric fog that hangs in the air around 
him. At once, Andersson depicts a longed-for escape 
and an uneasy sense of  total disorientation.

In a sense, the landscape might be considered as a 
cynical allegory of  contemporary society as seen 
through John’s eyes: an abyssal nothingness, devoid 
of  meaning, in which he is condemned to wander 
purposelessly. As John’s resentment intensifies, a 
sharp contrast is apparent with both the soporific 
soundtrack and Andersson’s muted palette, the latter 
predominantly consisting of  shades of  blue. This 
tempts one to consider John’s departure as exis-
tential escapism - the tranquil landscape ostensibly 
constitutes a sense of  emancipation, however John 
incontrovertibly remains lost,  and it  becomes clear 
that his newfound ‘freedom’ from society is only 
superficial.

A Swedish Love Story’s closing scene, which would 
set the tone for Andersson’s later films, is highly 
reminiscent of  the Czechoslovak new wave move-
ment - in particular, Jan Nêmec’s A Report on The 
Party and The Guests (1966). In Nêmec’s film, a group 
of  bourgeois picnickers are accosted by a cruel and 
manipulative ‘authority figure’ en route to a surre-
al outdoor banquet, in what appears to be a direct 
critique of  communist governance (Brooke, 2007). 
As in A Swedish Love Story, Nêmec’s use of  landscape 
represents a tangible yet unattainable

A Swedish Love Story

The Use of  Landscape in ‘A Swedish Love Story’
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freedom. In this case, a pastoral and Utopian lifestyle 
is depicted, in which the picnickers relax carefree in 
a sun-speckled meadow and bathe nearby in a gen-
tly-flowing river. Pfeifer (2013) argues that this scene 
may deliberately resemble the kind of  socialist-re-
alist iconography favoured by the then-communist 
government, and thus the landscape is emblematic 
of  a intentionally romanticised lifestyle rather than 
being an accurate depiction of  reality. Once again, 
arguably the primary function of  landscape here 
is to establish a contrast with its inhabitants: the 
untouched and cheerful environment forming an 
ironic backdrop to the totalitarian vignette in which 
the ‘guests’ are embroiled. It is also possible that the 
landscape serves to deliberately accentuate the naïve, 
happy-go-lucky complacency that would ultimately 
prove detrimental to the guests’ freedom. This un-
bridled sense of  optimism, conveyed by the environ-
ment and the characters’ interactions with it, may be 
symbolic of  initial public support for communism 
in Czechoslovakia, while the eventual ‘party’ scene 
demonstrates the cruel irony of  this. 

The end of  the film bears a strong resemblance to A 
Swedish Love Story’s final scene, and was likely a direct 
source of  inspiration for Andersson.

One character is noticed to have ‘escaped’ from 
the party and so the remaining guests venture into 
the dense woodland in pursuit. In both films the 
characters are similarly motivated by feelings of  
isolation and a desire for autonomy. In each case, 
however, the landscape merely denotes an ‘illusion’ 
of  freedom, a false refuge in which the protagonists 
are powerless to society’s net closing around them 
- the seemingly innocuous settings becoming more 
ominous as this becomes apparent. Though Anders-
son’s film is more generally critical of  contemporary 
society (and perhaps the human condition), while 
Nêmec’s film is a more narrowly focused political 
satire, landscape in both films acts, perhaps paradox-
ically, as both a metaphor for and an alternative to 
prevailing society. In each film, the landscape both 
reinforces the attitudes of  its inhabitants, and also 
connotes a romanticised ideal: an escape route that 
turns out to be nothing more than a dead end.

A Report on the Party and the Guests

Tim Metcalfe

The Use of  Landscape in ‘A Swedish Love Story’ 
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What’s in There?
The Nordic landscape is quite invisible and plays only a supporting role at first sight in two Finnish 
films, The Visitor (Muukalainen) and Sauna, but if  one takes a closer look at the plots, it becomes obvi-
ous that the source of  all mystery that characterizes these films is the nature itself. 

They tend to say that Finnish people don’t speak 
too much, especially when there is nothing to say. 
This stereotype can be easily adapted to Jukka-Pekka 
Valkeapää’s The Visitor and Antti-Jussi Annila’s Sauna 
on the grounds that these motion pictures rely rather 
on silence and natural noises than dialogues. Human 
relationships play definitely important roles in both 
films but human feelings like greed or guilt, which 
are affected by the mystery that can be found in 
nature, brings the plot forward. 

In the The Visitor the mystery is connected to a 
cavern located in a secret place that only a father 
and his son know about. The latter visit this special 
spot regularly to collect some mysterious things 
into a box that he takes to his father who has been 
previously imprisoned. The boy and his mother 
live a simple and monotonous life in a farm until a 
visitor arrives who is more likely one of  the father’s 
criminal fellows. Even though the film concentrates 
on the visitor and how he affects the boy’s and his 
mother’s life, the viewers see the events from the 
speech-impaired boy’s point of  view. He is in fact 
the voyeur within the film. Even if  he has no control 
over his surroundings, and is just observing what is 
happening in front of  his eyes, he’s still the only one 
who has knowledge of  the hidden cavern and its 
mysterious treasure. 

In the film Sauna, as the title already indicates, a 
steam bath triggers the characters’ feelings. Annila’s 
film takes place in 1595 after a long war between 
Sweden and Russia after which two Finnish brothers 
and some Russians are setting up the borders be-
tween these countries. The sauna is located exactly

 at the border, in a village that isn’t shown on the 
map and the majority of  its inhabitants are elderly 
people. Only one child can be found, which evokes 
even more doubts concerning this rural community. 
The sauna is known for “its ability” to wash people’s 
sins away, however, local people warn the visitors 
about it. The brothers have a long trip behind them 
with full of  unpleasant and guilty acts so it’s not a 
surprise that the younger one, who is fighting his 
conscious, enters the building anyway. 

As both film plots take place in nature the Nordic 
landscape is always in the background, however, 
this time not fjords or mountains, but forests and 
swamplands dominate on the screen. These ele-
ments contribute to create the particular atmosphere 
that describes the films, and also provide the perfect 
sources for a mystery. Taking consideration either 
The Visitor or Sauna, it seems that local people (the 
family and the villagers) live in harmony with na-
ture, but visitors are trying to rule everything around 
them and take advantage of  nature, although they 
are driven by different feelings. The question is how 
long they can do it without consequences?

Barbara Majsa
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Sauna

The Visitor
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Views of the Icelandic Landscape
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Iceland is a unique area of  the world: with its 
geographical location on the Mid-Atlantic Ridge 
between two continental plates, nowhere else is 
quite like it. This unique location makes it a popular 
destination for film production. The Icelandic land-
scape is a major export, featured throughout foreign 
media. Mention Iceland to most foreigners and they 
will conjure up images of  mountains and lava fields; 
hot springs and glaciers. However, domestic Icelan-
dic films reveal a more complicated relationship with 
the land – a relationship where the landscape is more 
than just scenery.

I recently visited Iceland. As a foreigner, the land-
scape feels like stepping into a different universe 
- like peering through a looking glass to the earliest 
primordial days of  the earth, where the molten land 
was still cooling and plants had just colonized the 
earth. No trees, only moss. I can easily visualize our 
distant Paleozoic ancestors gazing upon a world 
similar to this as they climbed up out of  the ocean 
and onto the land.

Iceland has a population of  just over 325,000, while 
its density is one person per 3.1 km. The vast tract 
of  the central part of  the country is uninhabited. A 
third of  its population is congregated in the capital, 
Reykjavik. Leave the city limits and the population 
drops off  rapidly - roads stretch off  with sparse 
towns dotting the sides of  the road.

 

This isolated feel combined with the unique land-
scape (and attractive tax incentives) have combined 
to make Iceland a popular destination for foreign 
film productions. Iceland is everywhere - the exotic 
looking landscape in particular makes it a popu-
lar choice for science fiction and fantasy. Game of  
Thrones, for example, uses the North of  Iceland as a 
setting for part of  its world while Thingvillir, a na-
tional park where the North American and Europe-
an plates meet and the location of  Iceland’s histori-
cal parliament, is meanwhile transformed under this 
gaze to the Vale of  Westeros. 

Iceland actively uses this rhetoric in its own pro-
motion for the land to attract productions: “It’s like 
God was using this place to practice landscaping 
before building the rest of  the world.” (“Film in Ice-
land”) The unique Icelandic landscape makes for a 
great export, both functioning to drive the economy 
with production and to attract tourism to the area.

However, the Icelandic landscape is used as little 
more than set dressing, saying nothing at all about 
the people and how they view their land. Local pro-
ductions reveal how the Icelanders view their own 
land in a very different way.

Take Baltasar Kormákur’s 2006 film Jar City (Mýrin), 
a police thriller based on a novel by the same name. 
Upon first glance, this film’s murder mystery plot 

Jar City

Views of  the Icelandic Landscape
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centered on genetics and crimes in the 70s may seem 
to have nothing to do with the Icelandic landscape. 
And yet, the landscape’s use in the film says much 
about how Iceland’s people view the landscape on a 
daily basis.

The film takes place in contemporary Reykjavik and 
in the lava fields of  the Reykjanes Peninsula. Jar City 
uses the lunar landscape of  Reykjanes to reinforce 
the sparse isolation of  this land and its hardships – a 
common image in the film is of  a single car traveling 
along empty roads through an empty rocky land-
scape. The car may arrive at a prison out in the lava 
fields, or a single house overlooking a graveyard.

Meanwhile, the central character of  the film, Inspec-
tor Erlendur (played by Ingvar Eggert Sigurðsson) 
lives in an apartment complex in Reykjavik. The 
mountains can be glimpsed from the apartment 
while, inside his home, paintings of  nature adorn his 
walls. The land is grappled with in a very real way. 
He lives in a landscape that is neither foreign nor 
exotic – just a part of  life, as commonplace as the 
traditional sheep’s head meal he orders and devours 
from bus station diners.

Grappling directly with the Icelandic connection to 
the land is 1991’s Children of  Nature (Börn náttúrun-
nar), directed by Friðrik Þór Friðriksson. This is 
Iceland as Iceland, and a view of  the

natural landscape at its most affecting. The film tells 
the story of  two senior citizens who escape from 
a nursing home in Reykjavik to return to the land, 
long since abandoned, where they grew up.

Children of  Nature shows a dissonance between the 
“old” and the “new” views of  the land. The elderly 
couple is as out of  place within the contemporary 
world of  Reykjavik as the way of  life they grew up 
with is – the man, for instance, is kicked out of  his 
daughter’s home because his granddaughter cannot 
relate to him. As the couple travels further outside 
the city and further back into the rural land of  their 
childhood, the film becomes more magical and 
surreal. The landscape becomes rugged; the roads 
are no longer paved. The few people they encounter 
are working the land – farmers, miners, etc. The land 
even seems to resonate with their plight, covering 
their trail even as the authorities hunt them down. 
At one point, for example, their jeep vanishes in 
front of  a pursuing police officer.

Icelandic productions reveal layers to a landscape 
that, while exotic and strange to foreign eyes, is 
grappled with on a daily basis by her people. The 
land is more than just set dressing: this land is home, 
with all the complications that implies.

Sarah Hudson

Children of Nature

Views of  the Icelandic Landscape
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Submarino

Submarino
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Whenever it comes to landscapes of  northern 
Europe, more precisely in the Scandinavian area, 
everyone imagines magnificent and beautiful snow-
capped mountains, or the beautiful green valleys 
with streams passing through the houses. All these 
images seem more withdrawn from our imagination 
or a fairytale, are real, and we can often see them on 
the big screen.

But not only nature lives in the Scandinavian coun-
tries, in addition to its beautiful natural scenery, also 
have the beauty of  its picturesque towns.

And it is this matter that I would like to focus on 
in this article, the urban landscape, in this case the 
city of  Copenhagen, but never running away from 
our purpose, which is the seventh art, thus making 
the analogy between the film Submarino with the 
scenario of  capital city of  Denmark.

Submarino is a 2010 film directed by Danish director 
Thomas Vinterberg, and based on the eponymous 
novel by also Danish Jonas T. Bengtsson.

The film tells the story of  two brothers having been 
driven apart by a childhood trauma, and the destruc-
tive habits they use to escape it. Since the beginning 
was left to chance of  life, they are victims of  abuse 
neglected by an alcoholic mother. Each will go his 
own way, and years later on the death of  their moth-
er, they will return to meet again. Thus deprived of  
any hope, the two brothers make a descent into hell 
with this underworld of  contemporary Copenhagen 
as a backdrop. Submarino exists from the relation of  
cause and effect as soon as he begins to appear, ie 
Vinterberg begins his film with a sort of  prologue, 
where we saw the two brothers take care of  their 
little brother, until to the tragic event which leads to 
death of  the baby. Thence the movie starts from this
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relationship, the cause for the rest of  the plot is pre-
cisely that this tragedy will cause the proper effect in 
adulthood Nick (Jakob Cedergren) and his younger 
brother, which is not known the name (Peter Plaug-
borg).

In Submarino, the two brothers live in their own 
worlds, struggling with the ghosts of  the past and 
trying to make the very best every day. Only it seems 
that the more they try to do the best, more they 
sink into complicated stories. They apparently can 
not overcome this heavy legacy left by their mother, 
Mona (Helene Reingaard Neumann). Nick took no 
great path, his life began to be soaked in alcohol and 
plagued by violence, while his younger brother un-
derwent another tragedy, the death of  his wife, being 
a single father with his son Martin (Gustav Fischer 
Kjaerulff) in their charge, and the fight against hero-
in addiction.

All these moments lived in the stories of  the protag-
onists are closely monitored by the magnificent city

of  Copenhagen, represented here in a raw form and 
pale, without all the beautification of  the city of  
fairy tale, walking side by side with the sad and cruel 
history of  characters. This is a case of  perfect har-
mony, where city and film go hand in hand over an 
hour and fifty minutes. The director chose the city 
to run the whole movie. Copenhagen is a city that 
is sometimes chosen for the scene of  films, such as 
the Pusher Trilogy (1996, 2004 and 2005, directed by 
Nicolas Winding Refn; Flame & Citron, 2008, by Ole 
Christian Madsen; After the Wedding, 2006 directed by 
Susanne Bier, among others. 

Apart from its natural beauty and cinematic, 
Copenhagen and Denmark belong to the group of  
countries that is called the Welfare state, which “is 
a concept of  government in which the state plays 
a key role in the protection and promotion of  the 
economic and social well-being of  its citizens. It is 
based on the principles of  equality of  opportunity, 
equitable distribution of  wealth, and public respon-
sibility for those unable to avail themselves of  the 

Submarino

Submarino
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minimal provisions for a good life.” The general 
term may cover a variety of  forms of  economic and 
social organization. The sociologist T.H. Marshall 
identified the welfare state as a distinctive combina-
tion of  democracy, welfare, and capitalism. Scholars 
have paid special attention to the historic paths by 
which Germany, Britain and other countries devel-
oped their welfare state.

Modern welfare states include the Nordic coun-
tries, such as Iceland, Sweden, Norway, Denmark, 
and Finland which employ a system known as the 
Nordic model. Esping-Andersen classified the most 
developed welfare state systems into three catego-
ries; Social Democratic, Conservative, and Liberal. 

The welfare state involves a transfer of  funds from 
the state, to the services provided (e.g. healthcare, 
education) as well as directly to individuals (“bene-
fits”). It is funded through redistributionist taxation 
and is often referred to as a type of  “mixed econo-
my”. Such taxation usually includes a larger income

tax for people with higher incomes, called a pro-
gressive tax. This helps to reduce the income gap 
between the rich and poor.

Copenhagen is the capital of  Denmark, a small 
Scandinavian country recognised for its high quality 
of  life. Denmark has two particularly relevant pol-
icies for the rising cost of  living: one of  the freest 
economies in the world and one of  the most restric-
tive immigration policies in the world at the same 
time.

In cities, people attract people: agglomeration is the 
reason why cities exist, approaching humans and fa-
cilitating exchanges and interactions between them. 
So Copenhagen is the main magnet population of  
the country, where are the best options for work, 
education, culture and leisure.

København in Danish means the merchant harbour, 
and has a few curiosities that make it one of  the

Submarino

Submarino
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most desirable cities to live or visit:
• recognised as one of  the cities with the best quality 
of  life in the world, and in 2008 was appointed by 
the international magazine Monocle on their “Top 
25 Most Livable Cities” as the most liveable city in 
the world;
• is considered as one of  the greenest cities in the 
world, with about 36% of  citizens to go by bike to 
work every day even in bad weather;
• in 2008, was in 4th position by the magazine 
owned by the Financial Times, fDi Magazine, in 
its list of  “Top 50 European Cities of  the Future” 
ahead of  cities like London, Paris and Berlin;
• is a city of  contrasts, where cohabiting tradition 
and modernist avant-garde;
• is considered by many travelers as the cleanest city 
in Europe.

Returning to film, Vinterberg to tell your story draws 
on a resource (and very well) famous by Quentin 
Tarantino, who is to narrate asynchronously two par-
allel stories. And to give even more strength to their 
history, the visual language that he and his director 
of  photography Charlotte Bruus Christensen wisely 
used to portray the characters’ lives and allow the

viewer immerses the screen. Nick usually appears 
indoors in intimate plans, reflecting the isolation 
self-imposed by itself, or imprisonment in cramped 
and claustrophobic environments, as is the room of  
the hostel in which he lives. In another perspective 
his brother is always seen in the shadows, with little 
or no lighting, revealing the dark air of  their addic-
tion, shame and regret their actions.

The whole narrative enjoys the excellent soundtrack 
that accompanies it, as well as the magnificent work 
of  main actors that carry virtually the entire film on 
his back, but also could not help but mention the 
brilliant work of  the boys who play the two actors 
as children Sarning Bull Sebastian (young Nick) and 
Mads Broe Andersen (young Nick´s brother) as well 
as the great work of  the small Martin (Gustav Fisch-
er Kjaerulff), that for sure without them the movie 
would not have the same brilliance.

In conclusion I would just mention that Submarine 
is one of  the most rapturous beginnings of  cinema, 
is clearly a signature of  Thomas Vinterberg - fore-
runner of  the Dogma 95 movement, along with 
director Lars von Trier - which debuted this his work

Submarino

Submarino
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in February 2010 at the Festival Berlin.

Despite the absence of  direct violence in the most 
of  the film, this has an ending that shows a slight 
glimmer of  hope when we just watch we get the 
feeling of  “punch in the stomach”, as it is shown 
that, often, the suffering is inherent to life of  every 
human being and there is no escaping it.

Submarino lives up to its name, not allowing the view-
er reaches the surface, keeping it in the dark depths 
of  the sea bottom, in anguish that is imposed on 
good and honest characters that due to a past family 
tragedy in childhood, find themselves marked for all 
life.

Paulo Antunes

Submarino

Submarino
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Watch Now
Wanting to watch some Scandinavian 
films now? Each month we look at 
readily available films that you can 
watch online. 
 Click the button to watch   
 online

Nordic Shorts
Ten compact combinations of  beautiful Nordic landscapes, moody weather, original ideas, film-making talent 
and most of  all… heart.

Maud and Leo
2009 | 26 mins | Sweden | Directed by Tobias Rydin, Jonny von Wallström, Akram Janzi

Maud is 58. She “cancels” her suicide plans when she finds 
a tape left behind by someone who actually killed himself. 
Now she is on a mission, to deliver the tape to the stranger’s 
son. Leo is 22, a hipster mad with his bandmates who threw 
him out of  their tour bus. He is in need of  a ride and Maud 
happens to be passing by.

This film captures an unlikely journey through the mesmer-
izing landscapes of  Norrland, Sweden, shared between a 
woman and young man who have quite a lot in common. 
They are both looking for a destination to travel towards and 
they soon realize that they can not stand each other. What 
do Maud & Leo have to lose and more importantly, what are 
they going to learn during their trip together?
Vivid colors and camera movement are in harmony with the 
characters’ will to live, while characteristics usually attribut-
ed to specific age groups are now portrayed in a manner of  
reversed roles.

Sker
2013 | 13 mins | Iceland | Directed by Eyþór Jóvinsson

Based on a true story, Sker follows a kayaker who, sailing 
through the Icelandic fjords, comes across a skerry and 
decides to spend the night there. However, everything isn’t 
going to run smoothly for the adventurous protagonist.

It could have been a mystery tale told among kids at night, or 
a funny story with a touch of  dark humor…Either way, what 
actually happened in Iceland a few years back is brought to 
life successfully in this little film featuring stunning land-
scapes, among which are the majestic Dynjandi waterfalls and 
other parts of  the remote but visually enchanting Westfjords 
in Iceland.

http://www.openfilm.com/videos/maud-leo
https://www.youtube.com/watch?v=fIjKD40lcqc
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Portraits from Varangerfjord 
2013 | 13 mins | Norway | Directed by Egil Pedersen

This short documents snippets of  everyday life in the village 
of  Nesseby, Finnmark, North Norway. The director lets us 
look closely at a small number of  “portraits” and take in all 
their traits and colors. From old couples to kids, to a baby 
not yet born, from farmers to fishermen and craftsmen, 
there’s the same soundtrack playing for them all and that’s 
probably the sound of  the waves. It’s a small but strong and 
self-dependent community of  people who realize that they 
don’t have much but they don’t need much either. They know 
how to built a house out of  old material and also make it feel 
like home. 

Everything looks green or blue-tinted under the bright 
fragments of  sunlight. In this film nature is captured like it 
should be captured in a place where they point out of  the 
window and say “We talked about TV but we found that this 
is our big screen.”

In Search of Livingstone 
2013 | 16 mins | Iceland | Directed by Vera Sölvadóttir

Thor and Denni have a problem. They are out of  cigarettes. 
Because of  a civil servants’ strike that has lasted too long, 
finding tobacco in Iceland seems as unlikely as becoming a 
millionaire overnight. However, the two pals have a car, a 
burning need to have a smoke and every intention to drive 
miles around the south coast to satisfy it.

Damon Younger & Sveinn Þórir Geirsson deliver a fresh, 
realistic and enjoyable performance in a “road-trip” brilliantly 
photographed on the Icelandic land by Víðir Sigurðsson. The 
soundtrack, composed by Reykjavík band “Mono Town”, 
blends in perfectly in this story of  friendship and a weird but 
brilliant arrangement of  priorities.

http://vimeo.com/70699839
http://vimeo.com/90397674
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Beast 
2009 | 15 mins | Denmark | Directed by Lars p Arendt

Winner of  various awards in festivals worldwide, Beast is a 
film about domestic violence, a brave recording of  how dark 
things can become when injustice is the dominant force in 
a family. Ten-year-old Benjamin realizes that beating one 
another is not an act of  love like his father wants him to be-
lieve. He decides to save his mother because she is too afraid 
to take action for both of  them. Dad has bought an expen-
sive puppy and since it is the only creature he seems to hold 
dear, it’s Benjamin’s turn to make a threat.

Solid direction and writing, spot on acting – especially by 
young Frederik Tingsø – and a very gloomy photographic 
effect create a tense and utterly disturbing atmosphere in just 
fifteen minutes. No less haunting is the closing soundtrack, 
“Kyrie Eleison”, a Christian prayer performed here by the 
Kyiv Chamber Choir.

Herd in Iceland 
2013 | 30 mins | Iceland | Directed by Lindsay Blatt + Paul Taggart

There’s only one breed of  horses in Iceland and that is ob-
viously the Icelandic horse. They are small-sized but hardy 
and also very pure, since import of  foreign breeds into the 
country hasn’t been allowed for centuries.

This half-hour documentary focuses on an annual tradition, 
that of  driving the horses to the highlands for the summer 
and collecting them back in the village after the season ends.
The strong animals get to run free for a few months, graze 
and grow stronger in the vast Icelandic nature, while their 
owners take a break and prepare to welcome them back in 
the autumn.

Are the horses enough to give meaning to the life of  the 
herdsmen and their children? Is taking care of  them over-
ly demanding or does the joy the animals bring make it all 
worthwhile? The directors have tried to film the answer 
to those questions, interweaved with breathtaking visuals 
around the Nordic land.

Watch now: Nordic Shorts

http://vimeo.com/62413420
https://www.youtube.com/watch?v=cZ8CUZQCr4I
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The Landscape Trilogy (Fjord | Winter Light | Horizon)
2009-2012 | ~  3 x 23 mins | Norway | Directed by Skule Eriksen

This project consists of  three short films which are precisely 
what their title suggests. With limited live action and even 
fewer talking scenes, human interference takes place almost 
entirely behind the camera and only becomes noticeable 
by the sound it makes. What’s always in the spotlight is the 
landscape of  various Norwegian locations˙ Nærøyfjorden 
(Fjord), Lofoten (Winter Light), Jæren and Lista (Horizon). Shot 
with extreme care, every frame looks polished, professional 
and highly artistic, often resembling a painting that magically 
moves rather than a digital capture of  reality. Top notch pho-
tographic skills by Eriksen together with Øistein Boassen’s 
soundtrack and sound design manage to –almost poetical-
ly– communicate to the viewers a universe that’s not only 
naturally beautiful but also undisturbed and harmonized with 
civilization. The Landscape Trilogy is an opportunity to not only 
see, but watch, feel and ‘absorb’ nature in a way everyday life 
seldom allows us to.

The Last Farm 
2004 | 17 mins | Iceland | Directed by Rúnar Rúnarsson

This Oscar-nominated short is equally heart-warming and 
heart-breaking, a beautiful story that speaks the truth about 
love, family and old age.

It’s time for Hrafn and his wife Gróa to leave their old farm 
on the mountain to move to an elderly home. Their daughter 
Lilja is going to pick them up but he wants to make sure she 
won’t arrive before he’s finished some last chores around the 
house. Hrafn, however, has kept further details to himself.
The Last Farm is shot in a manner unadorned, concise but 
deeply moving. The lead actor, Jón Sigurbjörnsson, gives a 
remarkable, realistic performance, while the soundtrack by 
Kjartan Sveinsson - former keyboardist of  Sigur Rós – adds 
to the sweet melancholy of  the film.

Watch now: Nordic Shorts

https://www.youtube.com/watch?v=tmMHFP6Q2LM
https://www.youtube.com/watch?v=Oh7sQ4hPnyk 
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Bogland 
2011 | 17 mins | Sweden | Directed by Jonas Selberg Augustsén

In this quirky short, two Sápmi girls struggle to understand 
their origin as well as their place in today’s world. They con-
template about the value of  cloudberries and try to rekindle 
a connection long lost, to their roots, to old stories which 
turned into modern myths, to their family. Augustsén has 
created a dark fairyland, with a lonesome feeling and a misty 
veil around the character’s need to comprehend past and fu-
ture. After all, it is hard to understand why “men used to lay 
down naked in the bog”.

A Fish Story
2011 | 4 mins | Finland | Directed by Teemu Nikki

This film stands out neither for its technical perfection nor 
for its complicated plot. Still, with an amateurish look and 
fitting music, shot simply yet intelligently, it manages to make 
a lasting impression in just four minutes.

A guy walks through a food market when he comes across… 
a Norwegian salmon that, to his surprise, is very much – well 
not so much – alive! So he grabs the fish and starts running, 
chased by the staff, determined to get the poor creature back 
to the water. That’s about it. It’s just a funny fish story. Or is 
it?

Watch now: Nordic Shorts

Cleo P

https://www.youtube.com/watch?v=GGfGL5QEXrQ
http://vimeo.com/24789558
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Ramsjö, Sweden
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Call for Papers
August:
Scandinavian Humour
Scandinavia is known internationally for 
its dark Nordic noir, and other films are 
rarely given attention. This issue seeks to 
look at the Scandinavian comedy films, 
which tend to feature black comedy with 
a hint of  Hollywood. 

October issue: The Welfare State December issue: Christmas and Winter

What you can submit:
General articles
Interviews
News
Reviews
Festivals

Cinema Scandinavia also has regular sections that are 
requiring one article for every issue:
Scandinavia around the world
Television 
Watch now

How to submit:
Download the Call for Papers PDF from our website 
at www.cinemascandinavia.com

Email Emma at cinemascandinavia@gmail.com
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August:
Scandinavian Humour

The CineScandinavian
The CineScandinavian is a weekly newsletter that provides weekly updates of  the top news stories straight into 
your inbox. 

If  you’d like to sign up, head to our website at www.cinemascandinavia.com

From: Cinema Scandinavia cinemascandinavia@gmail.com
Subject: The CineScandinavian 27/06/2014

Date: 28 June 2014 9:34 am
To: Emma emmajrobinson@me.com

The CineScandinavian: 20/07/2014 - 27/07/2014

Academy invites Mads Mikkelsen and
Thomas Vinterberg to Join
Paolo Sorrentino, Denis Villeneuve, Sally Hawkins, Mads Mikkelsen, Thomas Vinterberg and
Lupita Nyong’o are among those invited to join the Academy Of Motion Picture Arts And Sciences.

Those who accept the invitations will be the only additions to the Academy’s membership in 2014.

“This year’s class of invitees represents some of the most talented, creative and passionate film-
makers working in our industry today,” said Academy president Cheryl Boone Isaacs. “Their
contributions to film have entertained audiences around the world and we are proud to welcome
them to the Academy.”

The invitees include Hany Abu-Assad, Michael Fassbender, Jason Statham, Ben Foster, Barkhad
Abdi from Captain Phillips.

Read More
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