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Beside the 'three great directors’ in Swedish film history, Vic- to the institutionalization of film studies as an academic disci-
tor Sjostrom, Mauritz Stiller and Ingmar Bergman, Swedish pline in four phasesWe will then discuss the present situa-
film has not been particularly commercially or artistically suc- tion and end the article with some speculations about the fu-
cessful on an international scale, although some names anture of the field.
directors have won international reputations over the years, for The first phase covers the period from the childhood of
example Stefan Jarl, Vilgot Sjéman, Jan Troell, Bo Widerberg Swedish film culture, to the debates and early research in the
and Lasse Hallstrom. On the other hand Sweden has beelate 1950's. At that stage Swedish film research lacked any
quite successful in its promotion of actresses for internationalreal connections to the academic system. Research and the
films, from Greta Garbo over Zarah Leander, Ingrid Bergman, foundations of archives was then made by idealistic 'film
Anita Ekberg, Ann Margret, Viveca Lindfors, Britt Ekland, buffs’ in cinematic societies, by cineasts, and in privately run-
Maud Adams, Lena Olin to Izabella Scorupco. Swedish actorsned film archives.
seem to be less in demand on the international market, possi- The second period is framed by the decade of the 1960's.
bly with the exception of Lars Hansson during the early, andDuring this period the Swedish Film School and Svenska
Max von Sydow (and maybe even Dolph Lundgren) in later Filminstitutet (Swedish Film Institute) was founded, with
years. Directors 'in exile’, the most notable example being An- filmarchives, library, film club and so on. All this was institu-
drej Tarkovskij and the finnish brothers Aki and Mika Kauris- tionalized in the newly built Film House (Filmhuset) in Stock-
maki, during a period in the mid-1980’s found artistic and holm in 1970. This development can also be seen as a very es-
financial support via the Swedish Film Institute (SFI) instead. sential background to the fact that film studies was finally in-
English born Colin Nutley also recently won extensive popu- stitutionalized as an academic discipline, albeit together with
larity with a couple of films said to portray 'genuine Swedish- theatre history within Stockholm University, under the name of
ness’. Department of Theatre and Cinema Arts. During the third pe-
A fundamental problem in exporting Swedish films and riod, 1970-1990, film studies was established within the Swe-
knowledge about film making has of course been the languagelish educational system, although not primarily through tradi-
barrier. This has also been the reason why Swedish film stutional academic discourses. Very few dissertations and re-
dies has lived its life on the margins of international (i.e. ang- search projects emanated during this era, which saw the com-
lo-american and French) film research. With the exception of aing and going of two professors — Rune Waldekranz (1970-
few books on Swedish film history and Swedish film directors 1978) and Leif Furhammar (1978-1990).
which have been translated into Englishcouple of articles During the present, fourth period, taking its start in 1990,
in international film journalg,and the extensive (mainly US) several changes have taken place. A new professor, Jan Ols-
research on Bergman, which in some cases refers to writings irson, has been appointed, and film studies has been separated
Swedishe very little Swedish research has been able to crossfrom the department of theatre studies, and is now a separate
the English language border. After many years of low produc-Department of Cinema Arts. In addition to these changes there
tivity, however, an increasing number of dissertations in film have been some fundamental changes within the Swedish edu-
studies are being presented. In the future we also have to faceational system as well as in the Swedish media climate. With-
growing competition within the field, where film departments in each phase we will discuss influences and tensions on dif-
and units at several universities around Sweden are beinderent levels; from individuals to institutions (journals, cine-
founded. Our aim in this article is to describe and discuss thamatic societies, disciplines and so on) as well as in different
present situation within film studies in Sweden. In so doing, political discourses (educational politics, film politics, journal-
we will very briefly analyse the historical development that led istic debates), and how these changes have affected the direc-
tion of the research process. What has been at stake in these
Department of Journalism and Mass Communication, discourses is of course also dependent on changes in the inter-
University of Stockholm, Box 82613 Stockholm national theoretical discourse, but, as we argue, adapted to a
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specific Swedish situation. One important part of this is the al-ample, the point of departure for Frans Hallgren in what is
ways present, although not always explicit, debate whether taconsidered to be the first published book on film in Sweden —
analyse film from a sociological/socio-psychological perspec- Kinematografien ett bildningsmedfbm 1914% The status
tive (as a mass medium), or from an aesthetic-historical per-of the medium rose after the World War 1, due to the rise of
spective (as an art form). We argue that particular circumstanpicture palaces and to the internationally acclaimed adapta-
ces in the historical development have led to an emphasis omions of Swedish literary classics by Mauritz Stiller and Victor
the historical-aesthetical aspects of film studies, at the expens8&jostrom. From this followed a demand for a heightened level
of the relative neglect of sociological issues and questionsof journalistic criticism. Journalistic film critique was some-
about audiences. what regularly produced from around 1905, but it is hard to
Early film studies and studies of early film The first public speak about a film critique as we know it today before the
screenings in Sweden took place at an industrial and handi1930’s
craft fare in Malmd, 28 June 189@®ut the real breakthrough Of great importance for the theoretical thinking and writing
for the new medium came a year later during the Arts and in-on film was Robin Hood (a pseudonym for Bengt Idestam-
dustrial fare in Stockholm, when approximately 75 000 people Almquist), leading film critic at the time. As early as 1936 he
experienced the new technological worfd€hese events were  published a work on the Swedish silent cinema, and did also
followed by a period of touring film exhibitors. However, these publish monographical works on Sjostrom and Stiller in
exhibitions were not only to be considered as purely commer-19391° Rune Waldekranz, who was to become the first profes-
cial, they were often organized by sections of the emerging sosor of film studies, also began his career as a film critic. He
cial movements of the period: the temperance movement, thalso produced an overview in popular form of the history of
workers movement and the religious movement. Betweenfilm in 1941¢ Alongside journalistic film critique during the
1905-1910 there was a professionalization and an increased930’s, several cinematic societies (filmstudiorérelsen) emer-
industrialization concerning both the production and distribu- ged. This turned out to be a fertile soil for those who later
tion of film. Permanent cinematic establishments were foun-would turn out to be the central persons within Swedish film
ded in different cities around the country, beginning in Stock- research. The cinematic society in Lund was founded in 1929
holm 1904. This process led to new competitive relations andby, among others, Gésta Werner, who was later to become one
to new ways to promote the cinematic events. The fact thatof the initiators of the writing of Swedish film history. Among
these events included a mixture of shorter films (one reel), andhis initiatives was a library for writings on film, a library that
that the audience primarily consisted of people from the loweras early as 1935 had expanded so much that he saw himself
social strata, i.e. those who could not afford the admission toforced to publish a catalogue over its contents (REF).
the theatres, meant that the medium’s status was soon deval- The above mentioned Robin Hood founded Stockholms
ued by the bourgeoisie, where it in its initial phase had stoodFilmstudio (Stockholm’s Film Society) in 1928, which in 1933
as a symbol of modernifyThe taxation on entertainment that was renamed Svenska Filmsamfundet (Swedish Film Society).
was initiated in 1911, in which film screenings was included, This association had an academic character and aimed at the
further confirmed the low status of the medium as an artform. aesthetic, cultural and technical promotion of the film medium.
The bad reputation of the medium did not change, as couldSvenska Filmsamfundet consisted of enthusiasts from the film
have been expected, with the systematic and extensive produéndustry, critics, cultural nobilities and academics of various
tion of full length feature films that soon was initiated by the disciplines within the humanities. The activities resulted in the
production company Svenska Bio and its director Charlespublishing of pamphlets, sketches of film history, portraits of
Magnusson — a dynamic producer of the time who is mostlydirectors and annual reports, in which shorter theoretical texts
known for being the man who promoted Sjostrom and Stiller. also were included. The association also arranged screenings
In spite of taking up established and well-reputed plays andof film classics, thereby contributing to the canonization of
literary classics, the public reception was negative, especiallycertain films!’
among the cultural elittThe response more resembled a mo-  Of great significance for film studies are, of course, film ar-
ral panic fuelled by the political right, as well as the left, in a chives. As early as 1912 the city of Gothenburg set up an ar-
furious attack on the cinematic medium, an attack that paral-chive for moving images of the city for future research. The
lelled the public criticism of the contemporary so-called deca- same year saw the emergence of an archive for newsreels in the
dent literature? In the wake of this debate over the films’ al- regime of Svenska biografteatern on the initiative of legendary
legedly bad influence on it's (young) audience, the Swedishfilm photographer Julius Jaenzon, whose photography lent
national system of censorship was institutionalized as theStiller’s, and above all, Sjostrom’s films their unique charac-
world’s first organized attempt to regulate moving images, in ter. This archive was taken over by the Swedish Radio (Sve-
1911 The national censorship, with its aesthetically and mor- riges Radio) in 1964, and is today an invaluable source for his-
ally legitimating perspective, could be said to be the first insti- torical documentaries made for television.
tutionalized form of 'analytical’ discourse on, and archive of A broader focus and an interest in feature and fiction films
information on, film in Sweden. This has made it a major sour-signified Svenska Filmsamfundets Arkiv (Swedish Film Soci-
ce for film researck? ety’s Archive). It was founded in 1934, the same year as the
Another dimension of this early debate was the pedagogicalFilm Library in New York and a year before La Cinématheque
discourse among school teachers with enlightening ambitionsFrancaise, and several other archives around the Wohid.
The pedagogical possibilities of the new medium was, for ex-1940, it was renamed to Filmhistoriska Samlingarna (The
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Filmhistorical Collections). With its large collection of news- huge success of Bergman did however have some implications
paper clippings, its impressive archive for film stills and its li- for Swedish film theory and research. The status of the me-
brary it became a major source for journalists and also a centrelium increased, and the aesthetic and thematic specificity of
for the emerging film research. The parents of Einar Lauritzen,Bergman’s style provoked a vast amount of ambitious interpre-
the long time director for this archive — Holger and Thyra Lau- tations. Although there had previously been several works de-
ritzen — were just like their son great cineasts. Due to Holgerdicated to the films of Sjostrom and Stiller, Bergman was the
Lauritzen’s position as a leading bank manager the couplefirst Swedish director that was analysed in accordance with
could set up a private fund for film research in 1952. This fund auteur theory*
sponsored the Filmhistorical Collections until 1964 when the  For the younger, more ’socially conscious’ directors, Berg-
archives were transferred to the Swedish Film Institute. Theman, however, represented something old. Bo Widerberg, who
Holger and Thyra Lauritzen Foundation for the Promotion of started out making films inspired by the French new wave
Research into the History of the Cinema has (especially sincgnouvelle vague) and neorealiskvérteret Korpen1963 and
the 1960's) for a long time been a very important part of Swed-Adalen 1931 1968) and then moved on to more poetic films
ish film research, giving financial support to projects and pub- such asElvira Madigan(1966), published a very influential
lications. pamphlet in 1962, where he among other things criticised
Although many people were interested in film and involved Bergman'’s aesthetics, but most of all made a furious attack on
in writing on film, three men dominated early film research: the Swedish production system of the tith&he same year
Bengt Idestam-Almquist, Gosta Werner and Rune Walde-Harry Schein, formerly a film critic and recognized cultural
kranz.19 Their published works, ranging from overviews of critic, published a book where he sketched out a reform of
the historical development of film internationally, to portraits Swedish film productio Schein became the main architect
of Swedish filmmakers and producers, laid the grounds for thebehind the film reform, and the publicly successful, but also
future of film studies in the academy. Of great importance for highly controversial, director of the SFI during its most influ-
this development was that all three were also involved with theential and dynamic period (1964-1979)he purpose behind
actual production of film. Rune Waldekranz was from the early the reform was to come to terms with the crises in the film in-
1940’s to the mid 1960’s director for film production at San- dustry and to increase the quality of the products (with Berg-
drews, one of the major film companies in Sweden, and Géstanan as the setting example). In order to do so the taxation on
Werner had directed several films. This linkage to the film pro- entertainment was terminated. It had previously been 25-40
duction industry was an important component when the Swed-percent of ticket sales, and had been used in state finances
ish Film Institute (Svenska Filminstitutet) and the first Film without reinvestments within the film industry. The second

School were to be founded in the early 1960’s. cornerstone in the reform was the foundation of a film institute.
The most suitable way to organize this was thought to be in the
The Film Reform form of a state trust — The SFI. This was to be financed

. . . through a percentage (ten per cent) of ticket sales. Out of this
and The Swedish Film Institute ten per cent, two thirds were reinvested in film production. The
As a consequence of the enormous decline in the cinema audremaining third was used for the non-commercial activities ar-
ence in the late 1950’s there was a so-called film reform inranged by the SFI: film archive, film restoration, film club, li-
19632° One important outcome of this reform was the found- brary, film research, publishing of books and journals. It was
ing of Svenska Filminstitutet (The Swedish Film Institute, also agreed that the SFI should set up a course in film produc-
hereafter abbreviated SFIl). The causes of the reform were dion. In order to secure quality there were to be few pupils, and
least three: Firstly, the taxation on entertainment that all cin-it was explicitly stated that the education should be practical,
ematic screenings since 1911 had been charged with, secondIpot theoretical. The film school was started in 1964, headed by
the introduction of television in Sweden in 1956, which causedRune Waldekranz, who had left his work at Sandrews, where
the Swedish film industry many problems, and thirdly, Ingmar he had been in charge of film production.
Bergman. According to the statutes the SFI should also support re-
Artistically Swedish film during the 1950’s could be seen search on film. The first of these projects concerned the effects
to be equally ambitious and successful as during the silent ereof films rather than their aesthetics or history. After a public
One indication of this is that both Alf Sjoberg’s adaption of debate on effects, following a controversial decision to censor
August Strindberg's-roken Julie(1951) for the screen, and the sexually explicit depiction of youth in trouble in Vilgot
documentary director Arne Sucksdorffdanniskor i stad Sjoman’s491 (1964), a research group was formed and coor-
(1946) won international awards. After the huge success ofdinated by Schein. Their work resulted in a series of reports.
Ingmar Bergman’Sommarnattens leend&956) in Cannes, Following a public debate on the effects of pornography, they
however, a whole generation of Swedish coming directorsalso put forth a proposition to the government on the disorgani-
where overshadowed internationally (e.g. Hasse Ekman, Hamzation of censorship for adults.
pe Faustman, Arne Mattsson and Gustav Molan@&jtnde The SFI also had an important role in the publishing of lit-
inseglet(1957),Ansiktet(1958),Jungfrukallan(1960) and the  erature on film, similar to that of the British Film Institute
trilogy’ S&som i en speg€1961),Nattvardsgastern1963) (BFI). Through an agreement with a large publisher a special
and Tystnaden(1963) only further confirmed the opinion on series for literature on film was initiated. This promoted a
Bergman as synonomous with 'Swedish quality film’. The more continuous writing on film, and several of those who
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have come to put their mark on Swedish film research pub- When it started in 1972 the PhD programme attracted nine
lished works in this series. students. In their, and their successors’, choice of dissertation

The two most important research projects initiated by the subject, a certain bias towards mass media sociology can be
SFI were the compilation of a Swedish filmography, and the detected. As in many other disciplines in the academy at the
foundation of a film archive. It was decided that the filmogra- time, there were strong influences from historical materialist
phy should be published in seven volumes, each covering a deapproaches and variants of Marxist theory. Some of the doc-
cade between 1896 and 1979. These volumes document factsral students and teachers in film studies also published an-
about all feature films shown publicly in Sweden and include thologies with, as well as studies influenced by, Marxist film
production credits, abstracts, quotes from reviews, an index, dheory? Some of these belonged to a group of doctoral stu-
register, a list of titles in English, and so on. In addition to this dents from Uppsala, who formed around the journal Filmhéaftet
each volume have a lengthy foreword, where overarching(founded in 1973). The quarterly journal, with its ambitious
trends within the decade in question is covered. Several of theheme issues around subjects such as contemporary film in dif-
filmographies also contain essays on important directors of theferent nations, family cinema and television became — like the
time as well as summaries of the public deb#&tédthough SFI produced magazine Chaplin (founded in 1959) — a plat-
minor errors can be found, the filmographies are of invaluableform for researchers from the critical left with an interest in
importance for Swedish film researth. new theoretical perspectivés.

The film archive of SFI consists of ca. 15.000 films, both As well as the introduction of international film research
international and Swedish of various formats. This archive and theoretical classics that were provided by these journals, a
has, as have the collection of reviews and press material, andumber of anthologies with texts by classical theoreticians
the archive for stills and posters, been developed by incorporasuch as Astruc, Baladzs, Bazin, Eisenstein, Metz, Sarris,
tion of among others the material collected by the Filmhisto- Wollen, Zavattini were also published during the 1970's.
rical Collections.

o o _ _ Dissertations and Projects
The Institutionalization of Film Studies Much of the new research and criticism thus was produced on

In the same year as the film reform was made, it became possthe margin of the departmefitDespite the heterogeneity in
ble for the first time in Sweden to attend a course on 'the his-subjects studied, the few dissertations that were presented in
tory and theory of film’. The course was given at the Depart-the 1970’s (in most cases already written within the frame-
ment of Theatre History and was lead by Rune Waldekranz,work of other disciplines) belonged to a mainstream research
then a long time doctoral student at the department. lacking any obvious theoretical perspectives and mainly fo-
In 1970 Waldekranz became the first professor of film stud- cused on Swedish film history: Gdsta Werner’'s reconstruction
ies. The appointment of Waldekranz was made after a longn minute detail of Mauritz Stiller and his films between 1912-
process, with lobbying from Harry Schein, the SFI (that also 1916; Louise O’Konor on the Swedish painter and film avant
financed the professorship in the beginning) and the Lauritzerngardist Viking Eggeling; Arne Svensson on the praxis of the
Foundation. The department was amalgamated with theatrdoreign policy norm by the National Board of Film Censors
history as a Department of Theatre and Cinema Arts. In thesince 1914; Marguerite Engberg’s dissertation on Danish si-
first curriculum it stated that the discipline should cover three lent cinema in two volumes; and Bengt Forslund’s dissertation
areas: the history and theory of film; the psychology and soci-on Victor Sjostrént® In 1978, Leif Furhammar, former film
ology of film; and pedagogics. In his inaugural lecture Rune critic and television producer with a background in Pedago-
Waldekranz also strongly emphasized that the discipline waggics, was appointed professor of the department. His qualifica-
to be considered as belonging to the humanttidhis prox- tions for the post consisted of, among other things, his books
imity to the humanities and to theatre studies can be seen as am the effects of film, politics and film, Swedish film history,
indication of a research interest that was historical-aestheticalas well as a period as film critic and his forewords to the fil-
philosophical. mographies? The department he took over was theoretically
But, at a very early stage in the history of the department aundefined, but also in its personnel, policy and administration,
controversy arose concerning the direction that film studiesvery complicated.
would take. Many students advocated the pursuit of sociologi- One of the more pleasant duties for the new professor was
cal theories and practical film production. In curricula and probably the responsibility for the research project 'Land och
course literature from the 1970’s, it is evident that media so-stad i svensk fiktionsfilm’ (Town and country in Swedish cin-
ciology was foregrounded. In addition to the courses in film ema). The project was initiated by Waldekranz, and during
history, and some minor practical exercises in 8mm film mak- Furhammar it focused on the popular films of the 1930’s and
ing, there were several courses in mass communication re1940’s, films that long since had been a laughing stock, and
search perspectives and socio-psychologically oriented filmexemplified bad cinema among intellectu#ls.
analyses. In the dissertations to come out of this project one can see
As a consequence of this sociological interest it was in thean attempt to study the highly successful, but somewhat
late 1970’s and the early 1980’s possible as a student to chooggopulistic and nostalgic films as symbolic expressions of the
between either 'traditional’ film studies or film studies with a decline of an agricultural Sweden and a bridging of the transi-
‘television perspective’ from the second term and onwards. tion to modern, industrialized and highly rationalized urban
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life in a strong welfare state. Per Olov Quist treats in his dis- A dialogical perspective, although dealing with a rather dif-
sertation, from a perspective of gemeinschaft — gesellschaftferent subject, is noticable in Olle Sjogren’s dissertation. In the
what he calls 'countryside filn#8 These films peaked immedi- ambition of constructing a theory to analyse ten US film come-
ately after World War 2 and idealizes rural life, pastoral vil- dians, from Buster Keaton to Woody Allen, Sjégren developed
lages and the wildness of nature. Sometimes appearing i model for 'psychocultural analysis’, in which anthropologi-
these films were Edvard Persson, one of the most populacal and folkloric perspectives met theories on identity and mo-
Swedish actors ever. He had a very long acting career startinglernity** Central to Sjégrens work is of course the many theo-
in the silent era, but is best known for his roles as the goodries on humour, in particular irony. Cinematic irony and ironic
hearted local patriarch in Swedish 'Heimatfilms’ from the narrative is the subject of one of the latest presented disserta-
1930’s and 1940's. In his dissertation on Persson, Kjell Jersetions, by Orjan Roth Lindbertf.With the help of theories from
lius discusses, in a similar vain to Qvist, the populism and linguistics, literature and arts studies, Roth Lindberg discusses
scepticism towards urban life and modernization that the flmsseveral criterias for irony and constructs a typology of 28 dif-
expresses. Jerselius does this from an empirical rather than ferent forms of irony in film. These typologies are then applied
theoretical point of view, and thus focuses on aspects such am close readings of sequences in films by Hitchcock and Ku-
different periods in Perssons’ career, the reviews of his films,brick. The latest dissertation to this date has been presented by
etc¥ Margareta Ronnberg, also a long-time doctoral student at the
Tytti Soila treats the same era as Qvist and Jerselius, butlepartment belonging to the Uppsala faction. Her primary tar-
with quite a different subject and in a more theoretically in- get for critique is traditional television and effects studies, and
formed way. Her dissertation analyses the status and functiorher ambitious study is a settling of accounts with most of the
of images of femininity in 63 of the most popular Swedish film older studies in mass communication, arguing for a symbolic-
melodramas from the period 1929-1939. Arguing from interactionsitic television theof§.Since the department started
poststructuralist and feminist perspectives she finds that with-there have been several foreign students at the department.
in the very strong patriarchal discourse (that produces femaléSome of these have presented dissertations. These, however,
stereotypes like the *haughty dragon’, the 'impish tomboy’ and are harder to fit into the overall tendencies within the develop-
the 'kitchen boss’) there are some progressive female subjecinent of film studies, as most of them deal with film from the
positioning and even examples of subversive voices. Soiladoctoral student’s home countriés.
finds this most obvious in two films later remade in the USA
(Intermezzo, 1939 and A woman'’s face, 19%8Mhe curricula, . .
literature and student papers during the 1980’s bear traces oThe Present Situation
the inner tensions, the turbulence and the heterogeneity of thé certain displacement regarding choice of subject is notice-
department. Among the different theoretical groupings formedable today among the new PhD students at the department,
during the period one consisted of the 'soft structuralists’, aaway from the earlier studies of low-valued Swedish popular
group of somewhat older doctoral students, some of whom befilm, towards the silent era, historiography, neoformalistic
longed to the 'Uppsala faction’. Here theoretical models could narratology and auteur criticism. The changes in staff and in
be found which used binary oppositions in their analysis of thethe direction of the department are partly explained by Jan
development of the spaghetti western genre, as well as devePlsson’s appointment as professor in 1993. He previously had
opmental-psychological discussions on Pippi Longstoc¥ing. a very long and productive career as associate professor at the

Another group was more semiotically inform@dn the mid- Unit for Drama-Theatre-Film in the Department of Compara-
1980's strands of lacanian theory, poststructuralism, andtive Literature at the University of Lund. Olsson has also pub-
‘postmodern’ theory were incorporated. lished much about Swedish film history, for example his dis-

One way to characterize film studies at the department insertation on the depictions of 'foreign powers’ in some 'occu-
Stockholm during the 1980's is that it moved from basic re- pation films’#” In this regard he is similar to his predecessors
search via structuralistic readings of genres and thematics t&Waldekranz and Furhammar, although he has a greater interest
an increased interest in narratology, psychoanalysis, aestheticé the silent era and a more 'pure’ academic ambition. Parallel
and philosophical questions, for example on time, space ando the interest in early cinema and modernity, the possibilities
framing. This is notable for example in Astrid Séderbergh of using new technologies in film research are being explored.
Widding's dissertation on the off-screen space in Tarkovsky’s Presently, two research projects are being conducted that aim
last three films, in which French film theoreticans as Jacquesto investigate the methodological possibilities of computer
Aumont, Gilles Deleuze and Michel Chion were important technology, for example electronic codification of images in or-
sources of inspiratioft.In 1993 Maaret Koskinen presented der to subject film to meticulous analy$is.
the first dissertation about Ingmar Bergman’s films in Swe-
dish. She choosed a not so exploited angle within Bergmania .
namely the aesthetics of Bergman’s cinematic universe andTendenCleS for the Future
how this had changed over the years. In the dissertation sh&o conclude, we will point out some tendencies that can be
suggested that mirror effects, different forms of framing the discerned in Swedish film studies of today. Firstly, there is a
diegesis and other reflexive modes of address have marked thgrowing formalization of film studies, just as in many other
director’s consciousness that film only exists in dialogue with academic disciplines. As opposed to the situation during the
its audience? 1970’s and 1980’s, it is today a necessity to have a doctoral
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degree to be able to teach as a permanent member of staff, anzied) Film, since the technical, media cultural and theoretical
at undergraduate level it is now expected that students studgevelopment seems to point in quite another direction.
for four terms, since this is what is required for a MA. As a  As most Western countries Sweden has seen a fragmenta-
consequence the amount of MA's taken at the department haton and dispersment in the media cultural millieu during the
increased substantially in the 1990’s. A second tendency, thatate 1980’s and early 1990’s, with an exploition of satellite
is also shared by many academic disciplines, is an increasinghannals for television and an increased segmentation of the
internationalization. Swedish film researchers are today pub-cinema audience, concentrating on the young. It is also possi-
lishing articles in international anthologies and journals to able to notice a similar tendency towards narrow audience seg-
greater extent than before. Even more notable is the frequencgnentation within the video rental market. When it comes to
with which internationally well reputed scholars have been vi- distribution of moving images, these can nowadays be seen in
siting Stockholm. David Bordwell, Tom Gunning, Linda Wil- the cinema, at home on television, video or CD-ROM. As for
liams, Jackie Stacey and Richard Dyer are some of the guestthe film production, the economic hegemony of the SFI has
who have taught courses and delivered lectures during the lagieen broken, and film production is today financed through a
couple of years. Another dimension of this growing interaction vast array of sources of both private and public kinds. Given
with international film studies are the many anthologies with this development it might be understandable even for acade-
French, Russian, German and American film theory that hasmic disciplines such as film studies to concentrate on a well
been published in Swedish recertfly. defined part of the field of study. Thus the Department of Cin-

On a national level there is, thirdly, a tendency towards de-ema Studies in Stockholm seems to have given priority to the
centralization of film studies in Sweden. Since the early 1970’sstudy of early Swedish cinema, and have returned to the clas-
Lund has had a Unit for Drama, Theatre and Film placed at thesic texts within film theory, if judged by the so far two publi-
Department for Comparative Literature, and up until now, five shed volumes of Aura, where one can find articles by Walter
dissertations have been completed there. Beside the dissert®enjamin, Sergej Eisenstein, Béla Balazs alongside newer ar-
tion mentioned above by Jan Olsson, there have been two othticles by Peter Wollen, David Bordwell, Tom Gunning, Gert-
er’s presented in 1979 and two more in 1¥9ince the late  rude Koch and Linda Williams, to name but some of the inter-
1980’s, film studies is also taught at undergraduate level atnhational contributors.
several other places in Sweden.

Fourthly, in the competitive situation following this decen- A
tralization of the discipline, some kind of profile among the Incompatlblllty
departments and units will no doubt emerge, even thoughHowever, some of the tendencies we have identified in film
Stockholm will probably will be keen to secure the right to de- studies in Sweden are not compatible. The tendency towards
fine what a graduate education should contain. The Departformalization and the tendency towards decentralization are in
ment of Cinema Studies at Stockholm also might have reasotfact contradictory, at least in the short term. There are simply
to define itself against the media education and research that isot enough people with a doctoral degree to support the va-
carried out at the Department of Journalism, Media and Com-rious departments and units. In fact there are not even enough
munication (JMK), situated in the vicinity of Filmhuset. JMK, doctors in film studies to uphold the doctoral education at the
formed in 1989 by a merging of the School of Journalism anddepartment in Stockholm.
the Centre for Mass Communication Research at Stockholm It could therefore be questioned whether an accelerated de-
University, provides two kinds of education: the mainly practi- centralization is possible, or even desirable. The department in
cal education of journalists, and degrees in Media and Com-Stockholm has an enormous advantage. The greatest compe-
munication Studies. Within the latter, there is at JMK — in ad- tence is concentrated there (it has most people with a doctoral
dition to more traditional communications research and recep-degree) and, academically, Stockholm has the strongest and
tion studies — a strong interest in popular culture, and researcimost widespread network of contacts. Video technologies have
into media and everyday life. With a research interest in televi-in many ways revolutionized film research. Compared to the
sion, radio, film, video, music and printed media, traditional regional units the department in Stockholm is, however, pro-
mass communications research is combined with youth cul-vided with the best material conditions, especially for histori-
tural studies, cultural studies, cultural sociology and critical cal research through its physical closeness to the SFI's library
theory. Several of the teachers at JMK have a background irand film archive as well as to Arkivet for ljud och bild (The
film studies, and some of the projects and dissertation projectdNational Archive of Recorded Sound and Moving Images),
are related to film. where copies of everything that has been screened at theatres

In other words, some of the research that was done withinn Sweden since 1978, and most of what has been shown on
film studies during 1970’s and 1980’s is now conducted by television, and sold or rented out on video, are being filed. A
JMK. On the other hand, it is unfortunate that a broader anafurther manifestation of the central position of the department
Iytical interest in television and video culture almost seems toin Stockholm is the newly launched academic film journal
have vanished from the Department of Cinema Studies, follo-Aura, with professor Olsson as main editor, and with an advi-
wing the dispersal of the teachers most interested in those arsory board of prominent international film scholars. There is
eas to other parts of the country. It would be unfortunate if thealso a move to get a second professorship to the department in
ambition of the leading lights of film studies were to isolate Stockholm. The outcome of this is still uncertain. Following
and concentrate the discipline within rigid studies of (canon-the tendency towards decentralization it could be argued that a
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new professorship should be based at another department, faromes have rendered little interest both in Stockholm and at
example in Lund. On the other hand, a professorship placed irffilm units elsewhere.
Stockholm could further strengthen the research unit already That the choice of new name for the department when it
present, and lead to an increased academic quality. There argplit from Theatre Arts was the American formulation 'Cin-
several explanations for the fact that the historical and aestheema Studies’ instead of the British term 'Film Studies’ also in-
tical direction has been forefronted at the department in Stock-dicates something about its research interests and the direction
holm. One is the research interest among its professorsit looks for theoretical inspiration. This can be interpreted as if
Waldekranz had a stated historical interest in film, so did Fur-the interest in the British, cultural studies-inspired research is
hammar, and subsequently Olsson. It could also be explainedimited.
by the enormous influence of the Lauritzen Foundation. The If the late 1970’s could be characterized by a lively discus-
full name of the foundation is The Holger and Thyra Lauritzen sion about the focus of study, there seems in the present situa-
Foundation for the Promotion of Research into the History of tion to be a lack of reflexivity and discussion about methods,
the Cinema, and time and again there have been discussiorteeories and research subjects, as well as a lack of interest in
on the board about whether certain projects should get grantsontemporary film culture. Considering the coming of a multi-
or not when they have lacked a historical dimension in theirmedial future and the fact that the main medium for film today
outline. is video and television, it would be unfortunate if Swedish film
The phase in the 1970’s and early 1980’s in the depart-research cuts itself off too much from contemporary film cul-
ment’s history, when influences from mass communicationsture and its wide range of media forms, audiences and func-
theory were strong, is thus exceptional. When the subject wagions. If so, there is a risk that it will become a purely archi-
initiated as an academic discipline, the name chosen wawaric discipline, in a similar way to other disciplines within the
Institutionen for filmvetenskap, which in direct translation fine arts. This kind of restaurative research of course has its gi-
would be The Department for Film Studies. However, the Eng-ven place within the humanities, but it must be combined with
lish name chosen was the Department of Theatre and Cinemanore critical hermeneutics. An example of promising efforts in
Arts. Firstly, 'arts’ connects it firmly within an historical-aes- this direction is that some researchers and doctoral students at
thetic tradition within the humanities. Secondly, in choosing the department in Stockholm has shown interest in conceptua-
‘cinema’, instead of 'film’, one excludes distributive techni- lizing early 20th century film and filmgoing within theoretical
ques of moving images such as video, television and computdiscourses on public spheres, modernity and identity forma-
ers. A department of Cinema Arts could, if judged solely by tions. It would seem possible to use the same theories to the
the name, only study moving pictures screened at the cinemagontemporary situation. Admittedly the department is involved
most probably from an aesthetic point of view. This also indi- in a technical cooperative project with KTH and systemveten-
cates a bias towards the cinematic text which excludes studieskap in order to develop CD-ROM technique as a pedagogical
of audiences, if not done from the perspective of textual con-tool in the undergraduate education. However, today when dis-
struction or spectator positioning, in which the cinematic text cussions on the new multimedial environment mainly seems to
is seen as the founding entity of meaning, not the historicalbe conducted solely within social sciences and technological
and social subjects that experience the images. Questions dfisciplines, it would be valuable to develop interdisciplinary
everyday media use and cinematic cult(ure)s thus become lesesearch projects within the humanities focusing on contempo-
interesting. There is also a methodological explanation for therary films and moving images. Therefore it will be of great sig-
division between the department in Stockholm and the re-nificance to see how the bid for another professorship evolves,
search on film carried out at other departments, JMK included.where this will be placed, and if it will contribute to the broad-
The methods used within the department in Stockholm areening of the field of research. A narrowing of the research fo-
mainly text oriented, while many of those who study film at cus could at worst evolve into further estrangement from other
other departments have more ethnographic perspectives. Quesdisciplines, and lead to a short-sighted elitism where alterna-
tions of film production and its economic and sociological out- tive theories and fertile academic crossovers are suppressed.
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