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FILMGRENSER 3
Filmgrenser er tilbake! Takket være Universitetet i Tromsø (UiT) og Institutt for kultur og
litteratur (IKL) kan vi invitere til en ny serie annenhver mandag gjennom hele høstsemesteret
(1830 v/VT). Det betyr flere filmer, flere inspirerende diskusjoner og mer kreativ
tankeutveksling i tiden som kommer.
Visningsrekken arrangeres av forskningsgruppa Border Culture ved Institutt for kultur og
litteratur (http://uit.no/borderpoetics). Som sist får studenter og ansatte ved UiT gratis adgang
(husk bevis!) og hver visning blir innledet av en forsker med interesse for grensenes estetikk,
politikk og kulturelle eller samfunnsmessige effekt.
Filmgrenser 3 ser på grenser fra to forskjellige ståsteder. Enten fokuserer foredragsholderen på
hvordan en faktisk politisk eller annen grense blir fremstilt i en bestemt film eller
oppmerksomheten rettes mot grensen som et analytisk verktøy som kan synliggjøre nye sider
ved velkjente filmer eller fortellinger. Også denne gangen ser vi på filmer fra forskjellige land og
blander klassikere med mainstream og kunstfilm. Da er det bare å snurre film…
Velkommen!
FILMBORDERS 3
Filmborders is back! Thanks to financial support by the University of Tromsø (UiT) and the
Dept. of Culture and Literature (IKL) we are again able to screen a series of films every second
Monday throughout the whole autumn term (1830 at VT). This means more film, more creative
discussion, and inspiring exchange of ideas.
Filmborders 3 is arranged by the Border Culture research group at the Dept. of Culture and
Literature (http://uit.no/borderpoetics). As last time each screening will be introduced by a
scholar with an interest in the aesthetics, politics, and cultural or societal effects of borders. UiT
students and staff can see all films free of charge (remember your cards!).
The third series looks at borders from two distinct, yet often related, perspectives. Either
presenters inquire into how a particular border is represented on film, or attention is directed to
the border as a tool for analysis that can reveal new perspectives on supposedly familiar films or
narratives. Again the series includes films from various countries and combines classics, art film,
and mainstream cinema. Lights off!
Welcome!
Holger Pötzsch
IKL/UiT

September 10: 1830 Verdensteatret Cinematek
THE PIANO ((Australia, NZ, France 1993), 120 min.
Directed by Jane Campion. With Holly Hunter, Harvey Keitel, Sam Neill.

The Piano, directed by Jane Campion, won the Palme D'or at the Cannes Film Festival in 1993. The
first film written and directed by a woman to win the award, critics were nearly unanimous in their
praise for The Piano, and for the writer and director. A New Zealander, Campion made two previous
low budget films with relatively unknown actors attracting little notice and small audiences. The
Piano, by contrast, was seen as both an astonishing artistic achievement and a major motion picture.
Featuring Holly Hunter and Harvey Keitel, it made Campion an overnight celebrity. She was hailed
as a "natural" and "original" filmmaker.
Campion was trained as a social anthropologist and that training has had a profound impact on her
directorial imagination. More than just a spectacular period piece or a feminist tract, The Piano is an
anthropological excursion into the 19th century in which the characters in The Piano are allegorical
figures, not ethnographic case histories. Campion has a filmic and anthropological signature, as an
expounder of myths and fables. The result for many viewers is that it has become an instant classic
and such films always generate a great deal of commentary. For example, since 1994 the film has
been respectively analyzed and criticized especially in Screen magazine by feminists who see it as
destructive or as an important feminist work, and by post-colonial historians, both inside and outside
New Zealand.
Umberto Eco has written that cult movies must be divisible into pieces, each strong enough to stand
alone, clearly linked to earlier texts, and a source of instant associations that make the pieces
unforgettable.
The
Piano may not quite be
a cult film but it meets
Eco's criteria. Each
scene
is
powerful
enough in its images to
impress itself on our
mind's eye, and each
resonates
in
our
conscious memory. If it
is not a cult film, it takes
its place with other
gothic tales that haunt our memory.
The movie begins in shadows with what seem to be heavy indistinct bars: perhaps an abstract
expressionist painting. We gradually realize that in this first image we are seeing a woman signify her
own state of imprisonment. The bars are her fingers held up in front of her eyes. Campion, the
artist/anthropologist is literally showing us the worldview of her heroine Ada (Holly Hunter) through
her heroine's own eyes. The camera looks out through Ada's imprisoned gaze, and the audience sees
a work of art. That consolidation -- individual perspective transformed into artistic vision -- is the
hallmark of Jane Campion's achievement in The Piano. Ada spreads the fingers of her prison and the

first distinguishable images emerge, still dark and obscure like a scene from a dimly remembered
dream. Ada's voice-over establishes the basic premise of the plot: as a young girl she vowed never to
speak and with a will of iron has prevailed. What we are hearing, she tells us, is not her speaking voice
but the self-imprisoned voice that sounds inside her mind.
We will discuss the film as a series of scenes that re/present borders and cross thresholds within a set
of archetypal symbols in the colonial history of the 19 Century. Emily Brönte’s Wuthering Heights
has been identified as the major literary inspiration for the story. The Piano's mood is gothic, its
temporal context is Victorian, the scene is New Zealand, but Campion's movie brings her audience
back to the romantic mystification of sexuality as the unpredictable and dangerous spark that sets the
fire of love. This position is explored in the final scenes in the film, by toying with audience
expectations.
th

The film ends ambiguously. Baines, Ada, and Flora move to a town where Ada is fitted out with a
metal finger, gives real piano lessons and is learning to speak. Baines is there to love her and as is
Flora, but Ada dreams of still being attached to the piano in the deep sea represented in an earlier
scene. We return to The Piano's dualism of imprisonment and freedom. Imprisoned by silence, by
passion, by men, by New Zealand, by Victorian custom, and by a will that has not quite been her own.
But Ada has escaped to a freedom to earn her own way and finds her voice. However in that escape
she loses her finger, her piano, her passion, and her genius. Caught, finally, in the ordinariness of a
life without art, she dreams of the imprisoning silence of death. A problematic that becomes a
hallmark of all the films Campion she has made ever since.
Stephen Wolfe
IKL/UiT

September 24: 1830 Verdensteatret Cinematek
DISGRACE (Australia/South Africa 2008), 120 min.
Directed by Steve Jacobs. With John Malkovich, Natalie Becker, Eriq Ebouaney, Jessica Haines.
Based on a novel by J.M. Coetzee.
John Maxwell Coetzee, South African novelist and essayist (now an Australian citizen), and recipient
of the 2003 Nobel Prize in Literature, is one of the most distinguished and highly acclaimed writers in
the world today. His novel Disgrace, published in 1999, earned him his second Booker prize. In his
own country, however, the reception of this novel was much more varied. It was considered highly
controversial, with the ruling party, the ANC, issuing an official denunciation of the novel, accusing
him of “subliminal racism” and of dealing in stereotypes about black male sexual violence. On the
other side were those who complained that Coetzee was convicting all white South Africans of
“collective guilt” and telling them that emigration was the only solution.

Disgrace is set in postapartheid South Africa
and tells the story of
David Lurie, a white
professor of literature in
Cape Town who loses
his job after he has an
affair with a female
student and refuses to
make an appropriate
public statement of
repentance. He leaves
Cape Town to join his
daughter Lucy, who has
bought a small farm in
the Eastern Cape and is trying to get by growing flowers and vegetables for sale and running a kennel.
When a brutal attack by three young Africans leaves Lucy gang-raped (and pregnant) and Lurie with
serious burn-marks, the drama comes to a head, with father and daughter reacting very differently and
taking very different views on how to handle the situation.
Disgrace takes up a number of big topics – crime and rape, sex and exploitation, land ownership and
historical wrongs, political correctness, even the treatment of animals is an important theme. To what
extent the film version manages to keep and convey the condensed atmosphere of the novel will be a
topic for the discussion in connection with the film screening at Verdensteatret.
Gerd Bjørhovde
IKL/UiT

October 8: 1830 Verdensteatret Cinematek
STRANGER THAN FICTION (USA 2006), 113 min.
Directed by Marc Forster. With Will Ferrell, Emma Thompson, Dustin Hoffman.
Marc Foster´s 2006 Stranger than Fiction describes the sudden unraveling of the life of the mundane
IRS auditor, Harold Crick (Will Farrell). Crick suffers from an obsessive-compulsive disorder that
has him measuring out every facet of his life - from the number of times he chews his food to the
number of socks in his sock drawer. He finds reassurance in repetition, routine and the planning out
of every second of every day. His life is a vision of decorum and predictability - he never ventures off
the straight path. This all changes, however, when one morning Crick´s life is interrupted by voice
over. A disembodied voice (heard only by himself) is suddenly ever-present, narrating his every
thought and his every move. It soon transpires that the voice is that of an author who, oblivious to the
fact that Crick is a living, breathing human being, is writing his life story. The inevitable meeting of the
two leads to a sequence of events both hilarious and touching that bring the story to its dramatic end.

Foster´s film is a metaleptic celebration, metalepsis being the narratological term for the transgression
of boundaries between diegetic (story) levels. Metalepsis occurs, for example, when a character in a
novel becomes aware of the author who creates him. The boundaries crossed in Stranger than
Fiction are not only narratological. The movie questions the borders between fiction and reality,
between visual images and text, between agency and determinism. Featuring an all star cast that
includes Dustin Hoffman, Emma Thompson and Maggie Gyllenhaal, the movie broaches the
question of borders in a way that is not only stimulating and challenging but also immensely
entertaining.
Yael Levin
IKL/UiT

October 22: 1830 Verdensteatret Cinematek
BORN AMERICAN (USA/Finland 1986), 97 min.
Directed by Renny Harlin. With Mike Norris, Steve Durham, David Coburn.
Three young Americans are exploring Finland and they decide to cross the border to the Soviet
Union. Somewhat obviously they get into a lot of trouble and pay a high price for their breaching of
the border.

Born American is the first film by the now-famous Finnish director Renny Harlin. This film is unique
in itself, since there are not many Finnish films in English marketed towards an American audience.
In addition, it was then the most expensive
film ever made in Finland. It was also
advertised as the first Finnish feature length
action movie and it had related merchandise
(a book, hats and shirts and a LP) for the first
time in Finland.
Born American is a product of Cold War
polemics. It could only have been made
during the late 1980s. It may seem like an
average B-class action movie, but it also has a
political touch to it. The film is intentionally
over-the-top critical of the USSR. It shows
how Finns used to view their Soviet neighbors
and also what a Finnish director thinks would
appeal to American audiences.
At first the Finnish Board of Film Classification banned the movie, because of excessive violence and
anti-Soviet elements. The Finnish government invoked a seldom-used law to ban the film on the
grounds that it might harm relations between Finland and another nation. After several cuts and
resubmissions, the ban on Born American was dropped on appeal and it was finally accepted for
distribution in October 1986. The success of the film in the United States allowed Renny Harlin to
get his foot in the door in Hollywood. It was not until 2008 when it was revealed that the request to
ban the movie originated from the Soviet Union's Finnish ambassador.
Mari Ristolainen
Univ. of Eastern Finland

November 5: 1830 Verdensteatret Cinematek
DESERT OF THE TARTARS (Italy 1976), 140 min.
Directed by Valerio Zurlini. With Vittorio Gassman, Jean- Louis Trintignant, Max von Sydow,
Helmut Griem. Based on a novel by Dino Buzzati.

The Desert of the Tartars (Il deserto dei Tartari) is a 1976 film directed by Valerio Zurlini (1926-82).
Although Zurlini never attained the international stardom of Antonioni, Visconti or Fellini he was
arguably among the greatest Italian filmmakers of the post-war era. He developed his own distinct
style combining an acute sensitivity to landscape with a strong interest in human psychology. His most
famous movies are Violent Summer (1959), The Girl with a Suitcase (1960), The Professor (1972)
and, finally, The Desert of the Tartars.
The Desert of the Tartars is based on the acclaimed novel of the same name by Dino Buzzati. The
film is quite faithful to the book’s spirit and narrative. It tells the story of the young officer Giovanni
Drogo who sets out from the city for Fort Bastiani, his first posting. The remote border fortress is
situated somewhere at the easternmost end of the Austro-Hungarian Empire, surrounded by rugged
mountains and the vast and desolate Desert of the Tartars. Its mission is to prevent an attack from
Tartars from beyond the desert. But do these Tartars really exist? Have they ever existed? Nobody in
the fortress knows for sure. Some claim the frontier is “dead” but, as Captain Hortiz (played by Max
Von Sydow) says, “the frontier is always the frontier and one never knows.”
With an all-male cast and a fortress as the
location one would expect the Desert of
the Tartars to be an action-packed movie.
But Fort Bastiani is not Fort Alamo.
Nothing much happens really. The pace
of life is slow. We follow Drogo and the
other main characters as the months and
years go by. We witness boredom and
loneliness, spiritual deterioration. The
health of Drogo slowly deteriorates too.
Still he never leaves the fortress. The
place has a strange bewitching effect on
him. There is always a sense of
anticipation in the air, a longing for the
great battle, a hope that one day the
Tartars will really emerge. Finally, in the
end, something happens...

The Desert of the Tartars is basically an “existential” film about the absurdities of human life. It is
also a movie in which the border is ever-present. Life at Fort Bastiani centers around it. In the film
the meaningfulness as well as the meaninglessness of the border is well portrayed.
The film is visually remarkable. It was shot in a truly “exotic” location, the ancient citadel of Arg-é
Bam in Southeast Iran, known from the writings of Marco Polo. The scenery of the place is
mesmerizing: snow-clad mountains, an endless desert and, in the center of it, the impressive fortress
itself. It is a mythic landscape, beautiful but also ominous. The evocative landscape is accompanied
by a no less evocative soundscape created by Ennio Morricone.
Bjarge Schwenke Fors
IAS/UiT

November 19: 1830 Verdensteatret Cinematek
BRENT AV FROST/BURNT BY FROST (Norway 1997), 97 min.
Directed by Knut Erik Jensen. With Stig Henrik Hoff, Ketil Høegh, Gørild Mauseth, Stein Grønli.
In this introduction to Knut Erik Jensen’s second feature film Brent av Frost (Norway 1997), I will
not write about the notorious sex scene involving the sea, a boat, and hundreds of slimy newly caught
cod. In the context of the film as a whole this scene figures as little more than a footnote.
Nevertheless, taken to signify an allegedly typical Northern-Norwegian promiscuity and
permissiveness it quickly attracted the attention of (predominantly Southern) mainstream critics and
audiences. In many circles the scene is treated as iconic of the film even today and on imdb.com’s full
cast & crew entry on Jensen’s film the female character involved is particularly emphasized as ‘naked
woman in the boat’, while no other characters are commented upon in any manner. This peculiar
reception, I argue, indirectly illustrates the theme of Jensen’s film and its significance for Norwegian
memory politics – the misperception and misrepresentations of Northern identities and subjectivities
in a centralized political and historical discourse.
This introduction is a continuation of the presentation of Jensen’s first feature film Stella Polaris
(Norway 1993) during last year’s Filmborders series. Then, I argued that Jensen presents the county
of Finnmark as a liminal zone in-between Norway and Russia, rather than a marginal location at the
fringes of Norway. From this liminal position, I argued further, both opposing centres can be critically
inquired and potentially subverted. In the case of Brent av Frost liminality is played out in relation to
a character – Simon (played by Stig Henrik Hoff) - and his individual life trajectory that makes him
repeatedly cross various borders and dividing barriers.
Posed with the question of
belonging, Simon in one scene of
the film replies ‘I am from
Korsfjord… and the sea beyond’.
Here the film’s main character
articulates a local identity that is
grounded in access to the renewable
resources of the sea that have
nurtured life along the coast for
millennia. Throughout the ensuing
narrative this local identity is
repeatedly
challenged
and
threatened by external historical
events – the German occupation, the liberation by the Red Army, NATO membership, and the
capitalization of maritime resources. These external events force Simon again and again to renegotiate
allegiances. This is often achieved through the crossing of borders – between Norway and the Soviet
Union, between legality and illegality, between NATO and the Warsaw pact.
Through these repeated crossings the liminal character of Simon constitutes an implied challenge to
hegemonic orders that position subjects within implicitly objectified generalized frames. The above
mentioned overemphasis on one particular sex scene precisely directs attention away from the
subversive, liminal potentials of the presented narrative and securely confines it with reference to an
inherently colonial discourse that draws a suggestive chain of equivalence between the North-as-such
and an unadorned life close to the bosom of nature, thus successfully veiling the political alternatives
represented in and through the various different and competing identities of the people actually
dwelling in these areas.
Holger Pötzsch
IKL/UiT

December 3: 1830 Verdensteatret Cinematek
SOLARIS (Soviet Union 1972), 115 min.
Directed by Andrej Tarkovskij. With Natalja Bondarchuk, Donata Banionis, Anatolij Solonitsyn, Jüri
Järvet. Based on a novel by Stanislaw Lem.
Soaris was directed by the renowned Russian filmmaker Andrej Tarkovskij. The film is based on the
science-fiction novel Solaris (1961) by famous Polish author Stanislav Lem. The novel is about the
limits of scientific knowledge, the limitations of the human ability to understand the world through the
acquisition of positive knowledge, an impossibility to establish contact between human and nonhuman life, the fallacy of applying familiar methods everywhere... Andrei Tarkovskij decided that the
film should not be a mere illustration of the text and made a main emphasis of the film on the human
condition and a human side of space exploration. The film is a psychological drama set aboard a
space station orbiting the fictional planet Solaris. The mission has stalled because the crew of
scientists is faced with emotional crises. Psychologist Kris Kelvin travels to the station to evaluate the
situation but soon encounters the same mysterious phenomenon faced by the other members of the
crew...

The film features Natalja Bondarchuk (Hari), Donatas Banionis (Kris Kelvin), Jüri Järvet (Dr
Snaut), Vladislav Dvorzhetsky (Henri Burton), Anatoli Solonitsyn (Dr Sartorius), and Sos
Sargsyan (Dr Gibarian).
Nadir Kinossian
IKL/UiT

FILMBORDERS 3
Autumn term 2012 (Mondays 1830 at VT)
September 10:
THE PIANO (Australia/New Zealand/France 1993), 120 min.
Presented by Stephen Wolfe, UiT
September 24:
DISGRACE (Australia/South Africa 2008), 120 min.
Presented by Gerd Bjørhovde, UiT.
October 8:
STRANGER THAN FICTION (USA 2006), 113 min.
Presented by Yael Levin, UiT.
October 22:
BORN AMERICAN (USA/Finland 1986), 97 min.
Presented by Mari Ristolainen, Univ. of Eastern Finland.
November 5:
IL DESERTO DEI TARTARI [DESERT OF THE TARTARS] (Italy 1976), 140 min.
Presented by Bjarge Schwenke-Fors, UiT
November 19:
BRENT AV FROST [BURNT BY FROST] (Norway 1997, no English subtitles), 97 min.
Presented by Holger Pötzsch, UiT
December 3:
SOLARIS (Soviet Union 1972), 115 min.
Presented by Nadir Kinossian, UiT

