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FILMGRENSER 2 
 
Etter den store suksessen med Filmgrenser serien høsten 2010 er vi nå i gang igjen. 
Filmgrenser 2 tilnærmer seg grensebegrepet fra to forskjellige innfallsvinkler. Noen 
innledere kommer til å fokusere på hvordan konkrete politiske, økonomiske, 
kulturelle, etniske eller andre grenser fremstilles gjennom filmmediet. Andre 
kommer til belyse hvordan grensekonseptet kan anvendes som et analytisk redskap 
for å få frem nye tolkninger av og tilnærminger til film.  

Som sist blir hver visning innledet av forskere med en interesse for grensenes 
estetikk, kultur og politikk. Etter visningene blir det tid til spørsmål, kommentarer, 
kritikk og debatt. Vi håper på stor deltagelse og gleder oss til interessante 
tilbakemeldinger og inspirerende nye tanker. 

Filmgrenser 2 blir arrangert i regi av Grenseestetikk prosjektet ved Universitetet 
i Tromsø (Institutt for Kultur og Litteratur). Vi takker Norsk Forskningsråd 
(KULVER), Fritt Ord og Institutt for Kultur og Litteratur for å finansiere visningene. 
Ansatte og studenter ved Universitetet i Tromsø får gratis adgang til alle visningene 
innen Filmgrenser 2 serien. Husk ansatt eller studentbevis. Velkommen! 
 
 

FILMBORDERS 2 
 
After the success of the first Filmborders series autumn 2010 we now embark on a 
new endeavor. Filmborders 2 approaches the border concept from two distinct 
vantage points. Some presenters will direct attention to the ways through which 
political, economic, cultural, ethnic, and other borders are represented and 
negotiated in and through film, while other will focus on the border as an analytical 
tool that enables new interpretations and approaches to film. 

As always each screening will be introduced by a researcher interested in the 
border aesthetics, border politics, and/or border culture. After each screening there 
will be time for questions, comments, critique, and debate. We hope you will be 
interested in attending this second series and look forward to your feedback and 
inspiring new thoughts. 

Filmborder 2 is organized by the Border Aesthetics project coordinated at the 
Dept. for Culture and Literature at Tromsø University. We are grateful to the 
Norwegian Research Council’s KULVER programme, the Fritt Ord Foundation, and 
the Dept. for Culture and Literature for funding the series. Employees and students 
at Tromsø University have free admission to all Filmborders 2 screenings. 
Remember to bring your employee and student cards. Welcome! 
 
Holger Pötzsch 

 
IKL/UiT 



  
August 29: 1830 Verdensteatret Cinematek 

ORLANDO (UK 1992) 

Directed by Sally Potter. With Tilda Swinton, Billy Zane, Quentin Crisp. Based on a novel 
by Virginia Wolfe. 
 
Orlando is Virginia 
Woolf's most playful 
and border-crossing 
text. Defined by the 
writer herself as a 
biography, the story 
of the life of her 
intimate friend Vita-
Sackville West, it is 
by all standards a 
most unusual 
biography, following 
the life of a young 
nobleman, Orlando, 
from his youth 
during the reign of 
Queen Elizabeth I 
at the end of the 16th 
century, through several centuries of British history and ending up in the then present of 
1928. In this very long life-span Orlando experiences a variety of lives and relationships, 
including a sex-change around the turn of the 18th century. In this way Woolf is able to 
comment extensively not only on aspects of British history and society, culture and 
manners, including stereotypical notions of gender-roles, but also on literary genres and 
conventions and the borders separating them.  

Sally Potter's adaptation of Virginia Woolf's Orlando is a classic by now, a highly 
inventive and impressive recreation of the book, adding visual beauty to the original text 
without losing its humour and ironical perspective. 
 
Gerd Bjørhovde 
IKL/UiT 



September 12: 1820 Verdensteatret Cinematek 

CITIZEN KANE (USA 1941) 

Directed by Orson Welles. With Orson Welles, Joseph Cotton, Dorothy Comingore. 

The classic masterpiece, Citizen Kane, is probably the world's most famous and highly rated 
film with its many remarkable scenes and performances, cinematic and narrative techniques, 
and experimental innovations (in photography, editing, and sound). Its director, star, and 
producer are the same individual - Orson Welles (in his film debut at age 25!), who 
collaborated with Herman J. Mankiewicz (the brother of the writer and producer of All 
About Eve from Filmborders 1) on the script.  

The film created controversy (and 
efforts at suppression in early 1941 through 
intimidation, blackmail, newspaper smears, and 
an FBI investigation) before it premiered in 
New York City on May 1, 1941. The film 
appeared to fictionalize and caricaturize certain 
events and individuals in the life of William 
Randolph Hearst - a powerful newspaper 
magnate and publisher in the United States and 
the man responsible for the newspaper smears 
and attempts to hold up the film’s release.  

More importantly, the innovative, bold 
film is an acknowledged milestone in the 
development of cinematic technique, although it 
'shared' some of its techniques with earlier films. 
It uses film as an art form to energetically 
communicate and display a non-static view of life. Its components brought together the use 
of a subjective camera, unconventional lighting, deep-focus shots, flashbacks, flash-forwards 
and non-linear story telling, as well as elaborate camera movements. 

Its complex and pessimistic theme of an ethically failed man is told from several, 
unreliable perspectives and points-of-view by several different characters providing a 
sometimes contradictory, non-sequential, and enigmatic portrait of the film’s central 
character. The film tells the tragic epic story of a 'rags-to-riches' child who inherited a 
fortune, was taken away from his humble surroundings and his father and mother, was 
raised by a banker, and became a fabulously wealthy, arrogant, and energetic 
newspaperman. On many levels the film dissects the belief in the “American dream” and 
the myths of “a classless society” in the United States.   

After viewing the film, we will discuss the physical borders created in the film: 
between interviewer and characters in the film and interviewer and film audience; medial 
borders created by filmic techniques and uses of music and lighting, and finally the borders 
created and then violated by certain experimental plotting and changing characterization. 
We will also examine the theme of the permeability/non-permeability of social borders in 
US class society at the end of the “Great Depression”. 
 
Stephen Wolfe 
IKL/UiT 



September 26: 1830 Verdensteatret Cinematek 

DAS LEBEN DER ANDEREN/THE LIVES OF OTHERS (Germany 2006, English ST) 

Directed by Florian Henckel von Donnersmarck. With Ulrich Mühe, Martina Gedeck, 
Sebastian Koch. 
 
The film begins in East Berlin in 1984, five years before Glasnost and the fall of the Berlin 
wall, and tells the love story between the play writer Georg Dreyman and the actress Christa-
Maria Sieland. But The Lives of Others is not only a love story situated in the theatre scene 
of East Berlin that moves between conformity, internal emigration and suicide, but also a 
political thriller that tells a lot about the structures of political power in the GDR. Captain 
Gerd Wiesler, a highly skilled officer who works for the Stasi, East Germany’s secret police, 
spies on the couple. During this process he becomes more and more disillusioned, 
recognizing that he is not spying on the couple because they are enemies of the state, but 
because a minister cannot take his eyes off the attractive actress. 

During the 
film Dreyman’s 
position towards the 
state slowly changes. 
When his close friend 
theater director Alfred 
Jerska is driven to 
suicide, he can no 
longer remain silent 
and starts to write an 
article for the West 
German magazine Der 
Spiegel exposing the 
GDR’s policy of 
covering up the high 
suicide rates under the 
regime.  

Wiesler is changing too. While he observes their day-to-day life, he begins to be 
drawn into their world – The Lives of Others – drawn into love, literature and music. 
Wiesler tries to protect the couple by hiding evidence and falsifying reports, but he can’t 
avoid the unavoidable: Christa-Maria’s drug addiction forces her to expose her lover as the 
author of the article, her tragic death ends the surveillance of Dreyman but also Wiesler’s 
career.  

The question of morality and acting rightly, being a good person is the main theme 
in the film, telling us that change is possible and that each and everyone has the choice to be 
good. 
The film was highly acclaimed and award winning and can be considered one of the most 
successful recent German films about the GDR. In its first year, 1.7 million cinema viewers 
saw the film in Germany alone. In the United States it found one of the largest audiences 
for a foreign-language film in recent years. 



Even though the film tells a fictive story about fictional persons, it is nevertheless considered 
authentic by many reviewers. Misha Glenny, for instance, finds the film’s authenticity 
“mind-blowing” (BBC Radio, 14. Apr. 2007). In contrast to earlier best selling films like 
Sonnenallee (1999) or Good bye, Lenin! (2002) – often reduced to nostalgic comedies by 
critics – The Lives of Others was said to be “one of the first attempts, since unification, to 
be serious about East Germany in film” (BBC Radio, 14. Apr. 2007). 

By telling a story about life in East-Berlin in the 1980’s, the film of course also 
presents us with the border between East of West, and how important the Western press 
was for the public sphere in the GDR. But even more important than the border between 
East and West is the border between ones privacy and the state; a border violated by the 
Stasi. 
 
Roswitha Skare 
IKL/UiT 



October 10: 1830 Verdensteatret Cinematek 

LONE STAR (USA 1996)  

Directed by John Sayles. With Elizabeth Pena, Chris Cooper, Stephen Mendillo. 
 
Lone Star (1996) is the most successful of all of Sayles’ more than two-dozen films, and is 
one of the several of his works that he himself has also written the script for. It is of and 
about the specific Texas – Mexican borderland, but raises questions about the troublesome 
nature of any border, any line drawn to distinguish inside from outside – here from there. 
The relation between the Border Aesthetics project’s general emphases and Lone Star is 
perhaps best brought out in the opening lines on the project website: “Border aesthetics 
examines the role of art and culture in constructing and tracing borders.” Lone Star does 
both: it traces, and in the process also constructs, de-constructs, and re-constructs borders.  

Lone Star 
recounts how Sam 
Deeds, after years 
away, returns to his 
hometown Frontera to 
succeed his father, the 
legendary Buddy 
Deeds, as town 
Sheriff. The film 
opens with two men 
from the nearby 
military post, who on a 
day off on an abandoned shooting range find a skeleton. This leads to a murder 
investigation that is at the same time an examination of the past which unravels the multiple, 
intertwined narratives of and between individuals, ethnic groups, countries, and, finally, 
memories of history. Sam Deeds’ story forms the locus around which a number of other 
narratives gravitate, but the several other protagonists are all given their own voice to tell 
their particular route into Frontera’s diverse gestalt.  

One character pinpoints the central concern of the film as follows: “Bird flying 
south - you think he sees that line? Rattlesnake, javelin -- whatever you got -- halfway across 
that line they don't start thinking different. So why should a man?” Sayles plays with the 
multiple understandings of the “line” and “thinking differently,” letting the film’s pace and 
movement generate a surprising presentation of borders, borderlands, and their various 
crossings. In my introduction to the film I will mostly concentrate on the very first scene, 
which exemplifies with great depth and accuracy the intricate web of histories that meet 
already in this one, single moment on the shooting range. 
 
Lene Johannessen 
UiB 



October 24: 1830 Verdensteatret Cinematek 

LE CERF VOLANTE/THE KITE/ورق من طيّارة, (Lebanon/France 2003, English 
subtitles) 
 
Directed by Randa Chahal Sabag. With Flavia Bechara, Maher Bsaibes, Randa Asmar. 

Le Cerf-volant (The Kite, in Arabic  2003 ,ورق من طيّارة), by the late Randa Chahal Sabbag, 
is a bittersweet love story and coming-of-age story set on the Lebanese-Israeli border, 
satirical and utopian at the same time. It highlights the humourous and tragic dimensions of 
the border as experienced by a Lebanese girl living on the border to Israel who is married 
off to her cousin living across the border, in Israel itself. The film’s premise is similar to that 
of another film of the absurdity of living on the northern borders of Israel, Eran Riklis’ The 
Syrian Bride (2004). In Le Cerf-Volant however, the marriage does not work out, and 
Lamia (played by Flavia Bechara) has fallen in love with the Israeli border guard Youssef 
(played by Maher Bsaibes). The absurd premise of the film is that neither Lamia nor 
Youssef are Moslems or Jews; both belong to a religious minority, the Druzes, some of 
whom live in communities crossed by the highly militarized border, struggling to adapt their 
traditional way of life to their modern situation.  

The film begins with a symbolic scene in which a kite decorated with a Lebanese 
flag falls into the zone between the border fences. Lamia climbs through the barbed wire to 
retrieve the kite, observed all the time by a worried Youssef in his watchtower on the other 
side of the border. The film continues to play on the absurdities of the border – marriage 
arrangements worked out on megaphone across no-man’s land, complicated protocolls of 
border crossing, border fences which move mysteriously in the night – all the time 
intertwined with Flavia’s struggle to establish herself as empowered woman. The final scene 
of the film is marked clearly as a dream sequence as a kite hovers in the background, 
symbolizing Lamia’s utopian dreams and transgressive love for Youssef. Again, Lamia 
negotiates the barbed-wire fences and minefield of the border zone, this time in order to 
reach Youssef. The film ends with the beautiful and mournful tones of ’Ana Bashrak el 
Bahr’ as sung by Egyptian singer Nagat el Saghira. 



 How can borders be absurd, comic and tragic at the same time? Why do border 
settings so often feature in love stories and coming-of-age stories? Why do the realities of 
the border seem so dreamlike and disorientating? How does a Lebanese woman film-maker 
negotiate the violent “dislocation” of the border in a tight-knit landscape of interconnected 
villages? Why two films on the same theme in 2003-2004? Randa Chahal’s film won the 
Silver Lion and other prizes at the Venice Film Festival.  
 
Johan Schimanski 
IKL/UiT



November 7: 1830 Verdensteatret Cinematek 

STELLA POLARIS (Norway 1993, English subtitles) 

Directed by Knut Erik Jensen. With Anne Krigsvoll, Ketil Høegh, Eirin Hargaut. 
 
Knut Erik Jensen’s first feature film Stella Polaris sets out to recount the history of Finmark 
during the last 50 years from the vantage point of the people living in Norway’s 
northernmost county. However, instead of subscribing to a documentary style lining up 
historical ‘facts’ and supporting them through the presentation of either audio-visual or 
written documentation, Jensen adopts a different aesthetic strategy. Instead of conjuring up a 
linear historical trajectory Stella Polaris presents history as ultimately composed of various 
inherently unreliable, inaccurate, and actively shaped individual memories. These 
memories are contingent, that is they do neither provide access to the past as it actually 
occurred, nor are they entirely up to the whims of the individual who remembers. Rather 
history emerges as the constantly changing, temporary product of intersubjective 
negotiations of individual memories and material traces that together frame the articulation 
of various 
possible pasts.  

This 
understanding 
leads us over 
to the first 
issue of 
liminality 
touched upon 
by Jensen; 
history as the 
liminal zone 
in which 
fragmentary 
and partial 
memories are combined with material traces to frame our constant negotiation of the past. 
This understanding of history as more than a line of dates and firmly established facts is 
heavily emphasized by the audio-visual aesthetic deployed by Jensen. The narrative does not 
progress linearly, but constantly jumps back and forth between various different timelines. 
Incidents are not presented in an objectifying manner implying to provide access to what 
actually happened, but are brought forth as inaccurate, often contradictory fragments 
inviting for many possible readings, and actively engaging the viewer in the production of 
meaning. All possible readings are however framed by a particular underlying 
understanding; Finmark as a liminal zone between East and West. 

This brings us over to the second form of liminality at play in Stella Polaris. The 
understanding of Finmark not as a county located on the margins of Norway divided from 
Russia by a neat and unequivocal borderline, but Finmark as a zone of contact and 
negotiation – an entity in its own right, a third space enabling the tacit questioning and 
careful challenge of the discourse of the nation stabilizing the orders on each side. This 
understanding of Finmark as a liminal transitory location charges Jensen’s fragmentary 



narrative with subversive potential. Brief flashes of memories illustrate the divided loyalties 
and alternative political frames of the local population that was displaced by the Germans, 
liberated by the Red army, enlisted on NATO’s side during the cold war, and exposed to 
the destructive potentials of unleashed market forces from the 1980s onward. Instead of 
presenting allegedly clear-cut facts Jensen’s film provides limited and fragmented access to a 
protagonist who embodies these diverse allegiances and varied historical experiences 
exhibiting an identity beyond the mutually exclusive logic of either East or West, and 
opening up the potentials for an alternative, and potentially subversive ‘as well as’. 
 
Holger Pötzsch 
IKL/UiT 



November 21: 1830 Verdensteatret Cinematek 

BREAKFAST ON PLUTO (Ireland/UK 2005) 

Directed by Neil Jordan. With Cilian Murphy, Morgan Jones, Eva Birthistle.  

If you have, from time to time, or over longer periods, felt that you belong somewhere else, 
Neil Jordan’s black comedy from 2005, Breakfast on Mars, might articulate some of this 
sense of estrangement. Where do we belong? How? Why? These are some of the 
questions that this weird and wonderful story about Patrick ‘Kitten’ Braden raises. Any 
imagining of somewhere else, as this film demonstrates, necessitates a more specified place 
and time. Consequently, the title establishes the grounds for the many shifts and twists in the 
film between this place and the other, and this time and the other, however these terms are 

defined. Many people will hear in the title of Neil Jordan’s black comedy from 2005, 
Breakfast on Mars, the echoes from the psychadelia of popular culture in the late 1960s and 
early 1970s, for example Stanley Kubrick’s 1968 epic science fiction film 2001: A space 
Odyssey; David Bowie’s hits ‘Space Oddity, ‘Starman’ and The Rise and Fall of Ziggy 
Stardust and the Spiders from Mars; and Pink Floyd’s 1973 concept album The Dark Side 
of the Moon. Or from the British (and American and Spanish) TV-series Life on Mars in 
2006-7. However, excursions into elsewheres in this film are far from the mind-expanding 
or soul-manifesting spacescapes of the imaginative; rather they are confined to historical 
contingency, geographical demarcations, social conditioning and corporeal experience.  For 
good measure, as might be expected, Jordan’s adaptation of Patrick McCabe’s novel is not 
easily defined by genre, neither is the storyline straight and simple. Breakfast on Pluto is 
playful and poignant, strange and serious film. It calls for laughs and surprises, and it 
broadens the boundaries of the accepted. 
 
Ruben Moi 
IKL/UiT 



December 5: 1830 Verdensteatret Cinematek 

MIA AIONIOTIKA KAI MIA MERA/ ETERNITY AND A DAY (Greece 1998, English 
subtitles)  
 
Directed by Theodoros Angelopoulos. With Bruno Ganz, Isabelle Renauld, Fabrizio 
Bentivoglio. 
 
Mia aioniotita kai mia mera follows the final days of Alexandre (Bruno Ganz), a celebrated 
Greek author. He has been diagnosed with terminal illness and prepares to leave his seaside 
home for what he feels is the last time. While preparing to depart, he finds a letter from his 
long-dead wife, Anna (Isabelle Renauld), who wrote about a memorable summer day they 
spent over thirty years ago. From that point, Alexandre embarks on a metaphysical journey 
through his past and present with the help of a young street urchin boy that crosses his path. 
Realizing that after 
spending his entire life 
chasing after the words of 
poems and novels, 
Alexandre wants a final 
chance to capture the lost 
precious moments of 
true happiness that he 
now realizes, even if only 
for one day. 

The fluidity of 
time and character in the 
narrative structure is a 
hallmark of Angelopoulos' work and a direct descendant in technique and tone of films by 
Ingmar Bergman. It is both an ideal format for allowing onscreen explorations of interior 
journeys and a format that no other medium than film is better suited to exploit. 

Eternity and a Day has an abundance of imagery from the director's fertile 
imagination. There are at least three variations on people at fences, most graphically, a shot 
at the Albanian border where a high wire fence is dotted with clinging would-be refugees 
yearning to get to the other side. There is a poet from the nineteenth century, in stovepipe 
hat, buying words for his poems. Ships and busses recur. One fine scene has Alex and the 
boy riding a bus while a parade of passengers gets on and off, including a trio of musicians 
who enter the bus and play a minor key waltz. There are three people on bicycles who 
pedal in and out of scenes, dressed in bright yellow slickers. There is a plenitude of 
abandoned buildings and empty rooms. 

We meet geographical and political borders impossible to cross. At the same time 
the film itself crosses borders of time, of ages, of reality and imagery, dealing with the border 
between life and death. 

The film won the Palme d’Or and the Prize of the Ecumenical Jury at the 1998 
Cannes Film Festival. 
 
Hanna H. Hansen 
IKL/UiT 



FILMBORDERS 2 

Autumn term 2011 (Mondays 1830 at VT) 
 
August 29:  

ORLANDO (UK 1992) 
Presented by Gerd Bjørhovde, UiT 

September 12:  

CITIZEN KANE (USA 1941) 
Presented by Stephen Wolfe, UiT. 

September 26:  

THE LIVES OF OTHERS (Germany 2006, English subtitles) 
Presented by Roswitha Skare, UiT. 

October10:  

LONE STAR (USA 1996) 
Presented by Lene Johannessen, UiB. 

October 24:  

THE KITE (Lebanon/France 2003, English subtitles) 
Presented by Johan Schimanski, UiT 

November 7:  

STELLA POLARIS (Norway 1993, English subtitles) 
Presented by Holger Pötzsch, UiT 

November 21:  

BREAKFAST ON PLUTO (Ireland/UK 2005) 
Presented by Ruben Moi, UiT  

December 5:  

ETERNITY AND A DAY (Greece 1998, English subtitles) 
Presented by Hanna H. Hansen, UiT 

 


