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The Scanner is a project created, run, and published
entirely by students in the UBC Scandinavian and

Nordic Student Association, and students in the Nordic
Minor Program at The University of British Columbia.
Founded in 2020 during the height of the COVID-19
pandemic, this journal was designed with student

innovation, creativity, and dedication to sharing
academia in mind. Here, students have the opportunity

to showcase their hard work and varying talents.
 

The Scanner accepts papers that are written by UBC
undergraduate students. Papers can be from any class
or faculty, as long as the topic is relevant to the Nordic

Countries: Denmark, the Faroe Islands, Finland,
Greenland, Iceland, Norway, Sweden, Åland, and Sápmi,

the land of Europe’s Indigenous Sami. Papers are
reviewed anonymously to prevent any biases by the
editors. The journal hopes to provide a place for not

only academic papers written within the Scandinavian
and Nordic Program but across different departments

at UBC.
 

For further information, please contact the UBC
Scandinavian and Nordic Student Association.
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F o r w a r d  F R O M  T H E  

E D I T O R - I N - C H I E F

Working with the team on the second issue of The Scanner, I
was lucky enough to meet those that seek to uplift their
peers through achievements and milestones made during
their time at UBC. I am convinced that this journal is proof
that students strive to always do their best and are willing to
go above and beyond to create impactful and meaningful
work with each other, and lasting legacies.

    I am honoured to be part of the founding team and having
the opportunity to being Editor-In-Chief for a second term.
Now having worked on The Scanner for three years, there is
lots to learn when it comes to setting up a student journal,
and understanding what its existence within the community
means for everyone involved. The publication of the first
issue suddenly secured a place at UBC for The Scanner, and
we needed to ensure the future of this journal, and how to
maintain the hard work and integrity that student authors
and editors put into this project. To say I overthought this
issue is an understatement. In the end, our team trusted
each other to align all the moving parts, and found what it
was that gave us a solid foundation: rigorous academic work,
creativity, and innovation. These three pillars are at our core,
alongside the promise of showcasing the talent and hard
work of our Nordic minors, and UBC students. To our
esteemed readers, I present to you the second edition of The
Scanner.
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    To give you a small teaser of what you will find in this
edition, be prepared to be swept away by the images you will
encounter that accompany each thought-provoking paper.
Divided into four topics, each section will walk you through
the Nordic landscapes these articles are written about, to ‘set
the scene’ before you dive in. From a variety of analyses from
literary and historical lenses, to the political scopes and
cultural backdrops, there is something to learn here for
everyone.

    Thank you to the Nordic Program, particularly Lena
Karlström and Ann-Kathrine Havemose, here at UBC. Without
the both of you and your endless support, we would not have
the outreach that we do. Thank you to the editors on the 2021-
2022 Editorial Board: Frida Törnqvist Schölde, Delaney Westby,
and Emily Mao who spent countless hours from the shortlist
meeting to time spent with our authors. Thank you to our
Design & Layout Editor Maija Laine, who assisted in creating
this beautiful layout. This journal would not be possible
without all these student leaders and their dedication. Keep a
lookout in 2023, as our journal shows no signs of slowing
down.

All my best, 

vi

Editor-In-Chief, 2021 - 2022 

Ashley Samsone,



N O R G E  

N O R W A Y

" I  D E M O L I S H  M Y  B R I D G E S  B E H I N D  M E  -  T H E N
T H E R E  I S  N O  C H O I C E  B U T  F O R W A R D . ”

-  F R I D T J O F  N A N S E N

“ J E G  R I V E R  B R U E N E  M I N E  B A K  M E G  –  D A  E R
D E T  I K K E  N O E  A N N E T  V A L G  E N N  F R E M O V E R . ”

-  F R I D T J O F  N A N S E N
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Abstract: Following the German
invasion of Norway in 1940,
Norwegian media was swiftly
placed under strict surveillance
and regulations by the
occupying forces. With private
radios confiscated and
newspapers restricted to
publishing news supporting the
Nazi narrative, long gone were
the days of free press. Still, the
nation mobilized and
maintained morale through an
intricate underground network
of news publications. Using
gadgets discreetly donated by
community members or
equipment rescued from
landfills, members of the
underground press expanded
the illegal operations while
simultaneously increasing the
associated risks. Thousands of
Norwegian men, women, and
children took part in these
operations, risking their lives
daily to ensure the Norwegian
people remained informed.
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19     A f ive-year prison sentence seems l ike an unjustif iable price to

pay for possessing a newspaper,  yet a quarter-mil l ion Norwegians

took this gamble every week during the second world war.  From

1940 to 1945,  the daily l ives of Norwegians were overshadowed by

oppression and fear caused by their  German invaders;  nonetheless,

they prevailed in creating a widespread network of publications to

combat the Nazi  propaganda machine.  By control l ing the means

of production,  the Germans had a stranglehold on Norwegian

media,  forcing the people to create their  own manufacturing

system. United under the constant threat of the Gestapo,  the free

press resistance had to stay elusive and wily .  Through such

oppressive circumstances,  the Norwegian underground press was

built  by thousands of patriots r isking their  l ives for free speech,

through bootleg operations and crude technology.

    On the morning of Apri l  9 ,  1940,  Germany launched a ful l-scale

invasion on Norway,  forcing the mountainous nation out of its

previously declared neutral ity and signall ing the start of  what

came to be a f ive-year long occupation.  Although Norway had

prepared for the possibi l ity of  another war,  the invasion came as a

shock to most Norwegians.  Within a mere 12 hours,  Norwegian

media was under German control .  "Our aim is not to take over the

affairs of  the Norwegian press,"  stated the German Corvette

Captain Klaus-Friedrich Hahn as he introduced the comprehensive

set of media rules to the members of the Norwegian press late

afternoon Apri l  9 .¹  From that day onward,  the Norwegian press

was not to publish any information contradicting German mil itary

power and reports relating to mil itary and foreign policy were to

be approved by mil itary censorship prior to publishing.  However,  it

did not take long for the occupying forces to real ize the current  
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19 restrictions did not satisfy their  need for media control  and the

protection of German interests .  Whereas the leading news

reporters had already f led north alongside the Norwegian royal

family and government,  the remaining press workers were now

under even stricter conditions.²  

    Several  of  the largest Norwegian newspapers were taken over by

Germans or Norwegian Nazi  sympathizers while disobeying

publications were f ined,  prosecuted,  or forced to shut down their

operations entirely .  Come Summer 1940,  al l  news publicized in

Norway had been sifted and refined,  and Norwegians were only

permitted to l isten to German radio stations.  In September,  the

complete Nazif ication of the Norwegian press began. As one

newspaper discreetly wrote in a publication,  "That which we speak

is but a fraction of what we think."³  In September,  the complete

Nazif ication of the Norwegian press began. As one newspaper

discreetly wrote in a publication,  "That which we speak is  but a

fraction of what we think."³

    Though Norwegian journalists meticulously attempted to

conceal droplets of  truth within their  works,  the need for factual

reporting untouched by German hands was urgent.  The publishing

of the f irst  i l legal newspapers began in the fal l  of  1940,  although

the majority began their  operations after the occupying forces

confiscated al l  private,  Norwegian-owned radios in fal l  1941 .  The

need to cover daily international and local  news became even

more signif icant with the loss of the radio,  inspiring the under-

ground press to expand its operations.  Hidden in basements and

attics ,  the underground press operating across the country was

Norwegians'  sole source of free press during the occupation,  
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19churning out thousands of publications daily .  

    Operating at such high capacities did not come without

complications or r isk.  From 1940 to 1941 ,  any involvement in the

underground press was punishable by up to f ive years in prison.

On October 12 ,  1942,  Josef Terboven announced that the death

penalty would await those who l istened to i l legal broadcasts,

those involved in the printing and distribution of i l legal

ewspapers,  and even those who merely received a copy.⁴  With

arrests occurring weekly,  it  was no secret that the underground

press was a r isky affair .  Sti l l ,  the resistance members kept the

operations running with a great deal of  f inesse and courage.  The

underground press rel ied primari ly on radio messages to gather

news from Norway and beyond, uti l iz ing rebuilt  broken radios and

il legal radios hidden away prior to the confiscations.  Additionally ,

al l ied airplanes would secure radio senders and receivers in

parachutes and drop them to Norwegian resistance members on

the ground.⁵ Due to the high risk associated with the underground

press,  receiving and printing would occur at two separate sites.

Typical ly ,  one or two individuals operated the radio at a secure

location,  taking shorthand notes as they l istened to broadcasts

from the BBC and messages from Norwegian polit icians and

reporters exi led in England. 

    Young gir ls  and boys would run the receivers’  abbreviated notes

to the printing off ice,  where they were expanded upon and typed.

Although several  of  the writers were journalists by trade who had

either lost or quit their  job or did underground work on the side,   

"most of them were people who wrote their  contributions because

they felt  they were needed in the circumstances."⁶  Similarly ,  the
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19printing process was largely "unprofessional ,"  with most

publications not using regular presses and a couple even hand-

writ ing their  issues.  Most of the operations used regular

typewriters ,  with a stencil  setting,  before duplicating the

publications with mimeograph machines.  The mimeograph

machine was the f irst  widely used duplicating machine,  copying

writ ings by forcing ink through a stencil  onto paper.  

    As the occupying forces closely monitored the regular printing

presses in Norway,  the mimeograph machine was a low-cost

alternative that was relatively easy to f ind,  hide,  and use.  This

alternate process was not,  however,  without r isk.  The purchase of

both mimeograph machines and printing paper was high on the

Gestapo’s watch l ist ,  making the acquisit ion diff icult  and

dangerous.  Therefore,  paper manufacturers and companies close

by would secretly transport paper and equipment to the printing

locations to support the bustl ing underground press.  Most

publications had a largely no-fr i l ls  approach with the primary

incentive of simply conveying vital  information to the Norwegian

people.

    The daily newspapers were printed on both sides of a single

quarter-size sheet of paper,  whereas a weekly summary of the

news would typical ly come in booklet form, with four to eight

pages.  Although the layout was bare-bones and the writ ing

rudimentary,  the trust between publisher and reader had never

been greater .  Fol lowing the printing process,  "newspaper boys"

would deliver the newspapers to mailboxes,  distr ibution centers,

off ices,  schools ,  universit ies,  and select ,  cooperating post off ices.⁷

A majority of  the i l legal press movements took place in the cit ies,  
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19and two-thirds of the publications were situated in the capital

Oslo;  however,  the underground activit ies were not restricted to

urban areas.  A majority of  the i l legal press movements took place

in the cit ies,  and two-thirds of the publications were situated in

the capital  Oslo;  however,  the underground activit ies were not

restricted to urban areas.  Publications in Oslo and other cit ies

frequently sent issues to rural  distr icts where they were reprinted

and redistributed in the area.⁸  

     The duplication of original  issues was highly encouraged by

resistance movements,  and the concept of intel lectual property

was entirely ignored during the f ive years of occupation.  Rather

than a desire to acquire the largest audience,  the leading motive

of the newspapers was to keep the entirety of the Norwegian

population informed. The eff icacy and reach of the operations

were demonstrated in 1944 when the Germans commanded young

men across the country to report for forced labour.  Underground

publications across the nation urged al l  men to refuse registration,

and 50,000 men went into hiding.⁹ With countless reproductions

and single issues circulated through the neighbourhoods,  it  is

impossible to accurately count the total  readership of i l legal

newspapers.  Yet there is  reason to believe the readership did not

stray too far from the numbers before the war,  even though fewer

people obtained a copy outright.¹⁰  Approximately 300 different

newspapers were regularly released from 1940 to 1945,  10% of

which were daily publications,  with a weekly average circulation of

231 ,907 copies.¹¹ The secret operations were tremendous,  and

despite the underground press requiring large quantit ies of

equipment and machinery,  the most crucial  part of  the assembly

l ine was the people involved.
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19    From radio transcription to secret paper deliveries,  about

20,000 Norwegian men, women, and children took part in the

il legal press work during the occupation.¹² The underground

newspapers became a morale booster for many Norwegians during

the war,  particularly to those involved in the publication and

distribution process.  With a wide variety of tasks required to keep

the operations running, the underground press provided an

opportunity for everyone,  including the elderly and children,  to

participate in the resistance and contribute to the safekeeping of

the Norwegian people.  Though involvement was proven

dangerous,  the newspapers " . . .  were the unifying force among the

people of Norway that enabled them, in spite of increasing

persecution,  to remain f irm and hopeful during the long days and

dark nights of more than f ive years of Nazi  occupation."¹³

Regardless of purges,  arrests ,  and executions,  there was rarely a

shortage of individuals looking to help the underground press

carry on.  

    The "London News" publication provides an example of such

determination and camaraderie.¹⁴  First released on the 15th of

September 1941 ,  in Oslo,  the "London News" paper was one of the

most extensive publications in Norway,  eventually circulating

roughly 4000 copies daily .  However,  the paper was especial ly

vulnerable to the Germans'  witch-hunt against resistance

members due to its vast reach.  Although the publication would

frequently change its printing location,  in July 1942 the Gestapo

arrested around 40 of the "London News" distr ibutors and workers

and confiscated al l  equipment;  yet replacement workers were at

the ready.  By early fal l  the paper reappeared under a new name.

Paral lel  to "London News,"  the Gestapo's frequent investigations 
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19 forced most publications to move around and re-publish their

works under new names constantly .  One Oslo newspaper al legedly

moved 600 times throughout the war,  changing its name about as

many times,  but the Gestapo never succeeded in shutting it

down.¹⁵

    The grit  and determination displayed by the Norwegians

involved came to define the underground press movement,  much

more so than the machinery employed. Although the radio

enabled the secret publications to receive crit ical  information and

the mimeograph machine al lowed for eff icient reproduction of

written content,  the underground newspapers would never have

been " . . . the backbone of Norway's articulate resistance" without

the people's repeated commitment to the cause.¹⁶ The Germans'

attempts to quash the underground press were constant and

merciless,  with many contributors of the operation never making

it to l iberation day on May 8,  1945.  Nonetheless,  the desire for

freedom and truth saturated the underground movement,  serving

as a raison d'être for publications and supporters across the

nation.   
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Abstract:  Tove Jansson’s idyll ic
tale of Finnish summer in The
Summer Book  is broken down
through the lens of nostalgia,
lending itself as a canvas for
readers to imagine and recollect
their pasts.  The feelings of
fleeting memory and time
dilation are both essential to
the story, and analyzed in this
paper to show how fundamental
they are to creating that
childhood sense of timelessness
and fuzziness which constitute
the phenomenon of nostalgia
almost everyone can
understand. In the same way
that we can never return to the
time we are nostalgic for,  The
Summer Book immerses its
readership in a world they
can never replicate and yet they
never experienced to begin
with, raising questions around
the nature of nostalgia. Do we
nostalgically long for the past,
or most abstractly for the things
that are forever beyond our
reach?
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19    There is  something undoubtedly profound about the emotional

connection felt  between humans when harkening back to the

past.  In spite of the diversity of  human experiences,  f leeting

memories of the past as well  as a longing for the childhood

imperfectly captured by these memories remain some of the few

universal  bonds which people can form with one another.  Tove

Jansson’s The Summer Book  effectively harnesses these human

emotions by creating an uncanny sense of longing for the past

within readers,  regardless of how greatly their  l ived experiences

may differ from those depicted in the book.  The choice of

language and setting throughout the novel is  more concerned

with creating abstract sensations of memory than necessari ly

tel l ing any one story.  In fact ,  the result  is  a plot that is  driven by

one predominant sensation,  that of nostalgia.  This nostalgia is  the

most important focal  point for understanding the emotional

impact upon a hypothetical  reader.  Another component just as

important to the story is  t ime dilation:  warping chronology to

make weeks seem l ike hours and many summers seem as though

they were one.  The Summer Book  succeeds in connecting to its

readership by uti l iz ing nostalgia as manifested in t ime dilation as

well  as f leeting memories.  It  is  because of this evocation of

nostalgia that the reader is  able to project their  own memories of

the past and childhood onto the story,  thus giving it  an impressive

quality of  famil iarity rarely achieved in l iterature.

    It  is  of  course impossible to discuss The Summer Book and its

abil ity to create a feel ing of nostalgia in its readership without

ful ly understanding what it  means to experience nostalgia or feel

nostalgic.  The term itself  is  easi ly misinterpreted as being

synonymous with a whole host of  other emotions trying to
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19 describe some kind of aff inity or longing for the past but it  in fact

has very distinct roots from other sensations and emotions.

Nostalgia was originally thought to be synonymous with

homesickness and regarded as a kind of medical  condition

suffered by soldiers and mercenaries in Europe during the 17th

century.¹  By contrast ,  the modern English use of the word has a

“bittersweet nature” due to the fact that while it  can “connote a

pleasant or good time in the past ,  the fact that the individual is

removed from that ideal situation can tr igger sadness and a sense

of loss” .²  This definit ion raises one of the most important and

unique aspects of nostalgia which is essential  to understanding its

role in The Summer Book.

    It  is  of  course impossible to discuss The Summer Book and its

abil ity to create a feel ing of nostalgia in its readership without

ful ly understanding what it  means to experience nostalgia or feel

nostalgic.  The term itself  is  easi ly misinterpreted as being synon-

ymous with a whole host of  other emotions trying to describe

some kind of aff inity or longing for the past but it  in fact has very

distinct roots from other sensations and emotions.  Nostalgia was

originally thought to be synonymous with homesickness and

regarded as a kind of medical  condition suffered by soldiers and

mercenaries in Europe during the 17th century.¹  By contrast ,  the

modern English use of the word has a “bittersweet nature” due to

the fact that while it  can “connote a pleasant or good time in the

past,  the fact that the individual is  removed from that ideal

situation can tr igger sadness and a sense of loss” .²  This definit ion

raises one of the most important and unique aspects of nostalgia

which is essential  to understanding its role in The Summer Book.
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19The sensation does not merely make one long for the past or feel

emotional about an event that happened, but it  serves to contrast

the posit ive memories of someone with their  real ization that by

remembering,  they cannot replicate that past which is gone,

hence the bittersweet nature.  That is  exactly the experience of the

story;  a reader is  not able to ever experience the events of the

book f irst  and foremost because they are f ictional-  but they are

able to feel  the emotional sensations described in the book as

they project their  own memories.  Thus,  creating that sense of

nostalgia where there is  no going back yet they look back fondly

upon the events of the book as i f  they were their  own. The

experience of f leeting memories and time dilation both have their

respective places within the nostalgic qualit ies of  the book as they

all  relate to a certain longing for the past ,  specif ical ly childhood

and the melancholy feel ing of knowing that these sensations were

all  experienced at one time as in the book,  yet can never be

captured in quite the same way again.

    Throughout The Summer Book there is  a continual fuzziness

regarding time and how exactly it  works in the story.  The tit le of

the book itself  is  ambiguous,  as summer could be singular and yet

it  could just as easi ly refer to the concept of summer itself :  the

experience of many summers amalgamated into one book.

Nevertheless,  t ime does not work as would typical ly be expected

which serves to create an ambiguity that helps place the reader in

a state of childl ike t imelessness,  where the concern is  not when

things are happening but rather what is  happening, or perhaps

more aptly what is  being experienced. For instance,  the opening

lines of the book:  “  It  was an early ,  very warm morning in July and

it had rained during the night” .³  This introduction seems quite
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19innocuous and it  opens the story in two places which seem the

natural  beginning,  both the “morning” as the start of  the day and

“July” the f irst  ful l  month of summer fol lowing the solstice.  Read

alone,  this passage does not exactly create a sense of nostalgia as

it  may as well  be the standard opening of a book in chronological

order,  where it  is  known exactly when the story starts and where it

is  going to progress.  However,  when contrasted with the openings

of other chapters it  becomes clear that this is  not the chrono-

logical  beginning,  but rather more of an emotional beginning to

the book,  the f irst  sequence of memories recollected.  In the very

next chapter there is  a stark contrast :  “One time in Apri l  there was

a ful l  moon, and the sea was covered with ice” .⁴  Not only is  the

chronology tossed aside,  but the mood of the story is  shifted,  it

goes from “morning” to a “ful l  moon”,  from “very warm” to a sea

“covered with ice” .

    Throughout The Summer Book there is  a continual fuzziness

regarding time and how exactly it  works in the story.  The tit le of

the book itself  is  ambiguous,  as summer could be singular and yet

it  could just as easi ly refer to the concept of summer itself :  the

experience of many summers amalgamated into one book.

Nevertheless,  t ime does not work as would typical ly be expected

which serves to create an ambiguity that helps place the reader in

a state of childl ike t imelessness,  where the concern is  not when

things are happening but rather what is  happening, or perhaps

more aptly what is  being experienced. For instance,  the opening

lines of the book:  “  It  was an early ,  very warm morning in July and

it had rained during the night” .³  This introduction seems quite

innocuous and it  opens the story in two places which seem the

natural  beginning,  both the “morning” as the start of  the day and 
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19“July”  the f irst  ful l  month of summer fol lowing the solstice.  Read

alone,  this passage does not exactly create a sense of nostalgia as

it  may as well  be the standard opening of a book in chronological

order,  where it  is  known exactly when the story starts and where it

is  going to progress.  However,  when contrasted with the openings

of other chapters it  becomes clear that this is  not the chrono-

logical  beginning,  but rather more of an emotional beginning to

the book,  the f irst  sequence of memories recollected.  In the very

next chapter there is  a stark contrast :  “One time in Apri l  there was

a ful l  moon, and the sea was covered with ice” .⁴  Not only is  the

chronology tossed aside,  but the mood of the story is  shifted,  it

goes from “morning” to a “ful l  moon”,  from “very warm” to a sea

“covered with ice” .  This shift  in t ime reveals a certain murkiness

with regards to a l inear story,  and presents the possibi l ity of  the

story being told not in sequence of events but in the sequence

that they are remembered, thus there is  no logical  issue with Apri l

coming after July because it  is  the events that matter ,  not their

t iming. 

    A jump in t ime itself  may not seem related to nostalgia,  but the

emotional impact on a reader by blurring the experience of t ime is

indeed prevalent.  In the words of Patrick Colm Hogan “Plot too

involves its own distinctive set of  emotions” .⁵  In essence,  this

means that it  is  not merely the events of the story which make a

reader feel  emotions,  but rather the way these events are

structured and laid out.  In that sense,  it  is  then the di lation of

time and the ambiguity of when everything takes place that gives

the feel ing of nostalgia throughout The Summer Book.  This is

primari ly because such ambiguity replicates human memory and

therefore makes the audience feel  the longing for a past where 
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19 days were blurred,  just as a child would perceive them. The reader

is confronted with the real ity that the very act of  recollecting the

events of the story means that such events are unreachable.  In the

chapter t it led ‘The Scolder’  there is  a potent example of this

ambiguous nostalgia when it  is  noted that “  The neck of land out

toward the point was completely transformed by the winter

storms. There had never been anything but rocks out there,  but

now the whole shore was sand”.⁶  The choice of the word

“transformed” is  influential  for casting a sense of nostalgia as it

creates a sense of change, of  irreversible alteration from one state

to another as the shorel ine is  clearly implied to have once been

something that the reader is  left  to imagine,  yet it  is  only evident

that it  is  no longer what it  was.  When the narrator clarif ies that

“now the whole shore was sand” it  creates that essence of

nostalgia where there is  a longing for those happy days when

“there had never been anything but rocks out there” but the

reader is  forced into the melancholy present of accepting that by

fondly remembering the rocks they have to reconcile that they

have been worn down into sand (Jansson,  21) .⁷

    The “winter storms” are not given any particular placement in

time- they could have occurred months prior to the chapter or

over the course of years- but it  is  this ambiguity which also

contributes to the sense of nostalgia as the causal effect is

imperfect .  Al l  which is  known is that over some period of t ime the

land was changed to a point where it  could no longer be reversed

or returned to.⁸  The most important reason that this di lation of

time evokes nostalgia is  that “ it  is  again part of  our simulative

capacities that we respond to simulations as we respond to

comparable real it ies” .⁹  In a sense,  the reader is  well  aware that

they had not personally experienced the past as presented in the 
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19book,  but by reading this text and simulating the feel ings of

longing for a past that is  not their  own, they are then faced with

the real ity of  change and the reader is  able to imprint their  own

experiences,  whatever they may be.  

    This al l  serves to simulate the feel ings of loss and happiness in

the book which culminate in a very real  feel ing of nostalgia,  even

if  that nostalgia is  grounded in imagined events.  It  is  not just the

way that The Summer Book plays with t ime which evokes a feel ing

of nostalgia,  but the way it  creates sensations of f leeting time and

memories through events in the book.  The non-chronological

format of the story arguably contributes to this feel ing as each

chapter feels emotionally connected but also disconnected

enough that every moment is  forgotten once it  fades into the next

chapter.  Thus,  the reader is  made to feel  a fondness for the events

of each chapter but is  always confronted with the fact that the

next chapter wil l  not continue the story,  so every character

interaction is  lost to t ime as soon as it  is  over.  This is  coupled with

the very direct sensation of how temporary and f leeting every

moment in the story is  from the perspective of its characters.  For

instance,  after being quite mortif ied by the death of a seabird for

most of a chapter,  by the end Sophia says “What Scolder” as “she

had forgotten the bird that died of love” .¹⁰   In this context there is

an immense feel ing of nostalgia as not only can most readers

relate to that feel ing of forgetting what was once important to

them, but Sophia’s quickness to forget about something so

upsetting as death creates a feel ing of nostalgia for when she did

feel  upset about the bird's death.¹¹ When Sophia says “They don’t

die now; they’re brand new and just married” she is  quite clearly

upset and insistent that it  is  not r ight that the bird was dead, and 
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19while this is  not an outwardly posit ive experience there is

something posit ive about her learning about death and her care

for such a small  creature.  She forgets about the death altogether,

the effect is  a feel ing of nostalgia for when she did remember the

bird and cared for its demise.  There is  a melancholy feel ing in that

the bird got its funeral  but was promptly forgotten,  and never

again talked about in the story.  Thus,  it  is  Sophia’s passion and

subsequent forgetfulness which creates a kind of meta-awareness

of just how fleeting and short-term the experience of al l  events in

the book are.

After each chapter al l  the reader is  left  with is  the knowledge that

the events transpired and the feel ing that they had come and

gone within a span of weeks,  i f  not years,  before the next chapter.

This sensation is  brought forth once more near the end of the

book where the end of summer itself  is  discussed from

Grandmother's perspective as she ponders where the t ime went:

“Every Year,  the bright Scandinavian summer nights fade away

without anyone’s noticing.  One evening you have an errand

outdoors,  and al l  of  a sudden it ’s  pitch black” .¹²  There are multiple

levels to the nostalgia and longing here,  on the one hand

Grandmother is  struck by the sudden end of summer and the

“bright Scandinavian summer nights” rapidly descending into

“pitch black” in a very clear and jarring sense of nostalgia,  as she

looks back upon a very clearly brighter and happier t ime while

acknowledging the present darkness by contrast .¹³  The reader in

this instance is  made to feel  s imultaneous nostalgia by proxy of

Grandmother as she thinks about the beginning of that summer,

but at the same time this nostalgia for the summer operates at a

higher level  as the eader is  aware the book is coming to an end,

24



19and therefore is  made to feel  a kind of arti f icial  nostalgia for the

Grandmother but also a very real  nostalgia for the beginning of

the book,  knowing that there is  nothing beyond the end of the

pages.  

    However,  it  is  because the story evokes those feel ings of

nostalgia for an earl ier t ime that the reader is  then able to foster

their  own nostalgia by proxy.   It  is  as Isak Winkel Holm said,  “The

literary work,  then,  is  not only cognition but also perception:  a sort

of prosthetic sense which enables the reader to sense the world

through the consciousness of another” .¹⁴  In the context of  the

story,  as the grandmother laments the summer the reader is  able

to acquire that “prosthetic sense” of  nostalgia she feels while

applying it  in different ways,  as they are both nostalgic from her

perspective but also nostalgic for their  own reading of the book.

The Summer Book  is  then understandable not just as a story but

as an experience of the disjointed f leeting memories of summers

that have passed,  it  is  a direct portal  for the reader to experience

the nostalgia of memories that are not their  own precisely

because it  is  told more as a str ing of fragmented events akin to

human memory rather than a rel iable and thorough account as is

common in l iterature.

    Tove Janssons’s The Summer Book stands out from most f iction

since it  does not necessari ly tel l  a story but rather it  relays an

experience that therefore feels more genuine because the

takeaway from this experience is  so subjective to each person.

Thanks to its structure and format this feel ing of genuineness

then enables the reader to truly experience the nostalgia of the

book because they themselves are feel ing the sensations of every 
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19     chapter as i f  it  was their  own dreamlike stream of conscious-

ness.  Since the story is  able to vividly capture human sensations

the reader is  forced to confront the gulf  between what they feel

and what is  real .  As anyone is taught from a young age,  the events

of a f ictional story are not real ,  and yet the feel ings evoked from

the story are undoubtedly genuine and real ,  as i f  the reader had

lived through the events themself .  This is  precisely what builds

nostalgia in the story:  the contradiction between the genuine

emotions evoked and the f ictit ious circumstances from which they

arise,  which can never be experienced again because they were

never truly experienced to begin with.  The implications here

perhaps warrant further study,  as it  is  admittedly bizarre to

conclude that a piece of f iction is  capable of creating nostalgia

when that sensation is  premised upon longing for the past .  I f

nostalgia spans beyond personal memory but can be an artif icial

or cultural  construct,  then that raises the question,  whether

humans are exclusively longing for the past ,  or is  the past just the

first thing conceived of when people try to imagine something

they cannot ever have again? What is  certain,  though, is  that,  in

spite of any real-world l ikeness,  The Summer Book  creates a very

real  longing for the summer that never was,  and never wil l  be.
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B E C O M E  O U R S ,  I F  W E  A R E  C A P A B L E  O F  R E C E I V I N G

T H E M . ”
-  D A G  H A M M A R S K J Ö L D
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T A  E M O T  D E M . ”  -  D A G  H A M M A R S K J Ö L D

S V E R I G E
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H o m o n a t i o n a l i s m
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Abstract:  Using the term
“homonationalism” as coined by
Jaspir Puar, this paper explores the
ways in which certain queer
identities have been used within
Sweden as markers of progress and
superiority,  and consequently have
been used as tools of exclusion for
racialized “Others.” Beginning by
looking at the history of queer rights
within Sweden, the paper
establishes how all  non-
heteronormative identities were
initially on the margins of society,
but with recent political trends,
certain ‘palatable’ queer identities
have been accepted into
mainstream mainstream society,
demonstrating that the line of
exclusion has shifted the focus from
the basis of sexuality to the basis of
race. This essay will  further look into,
first,  the specific depictions of non-
Western states within Swedish
media and how that plays into a  

sense of homo-nationalism. Then it examines the way in which
homo -nationalism has been used as a tool by right-wing
politicians to move forward anti- immigrant agendas. Finally,
the paper looks at the role of homo-nationalism in the
securitization of the Swedish state by exploring the
relationship between queerness and the military.
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19Creating a sense of national identity is  integral  for a nation state,

as it  plays a signif icant role in the way that cit izens conceptualize

themselves in relation to their  home state as well  as in relation to

other states.  The creation of an “us vs .  them” dichotomy has been

a big part of  the agenda of those in power,  as it  encourages a

sense of unity and nationalism within cit izens which motivates

them to defend their  state regardless of who the opponent is .  In

the past few decades,  certain queer identit ies and rights have

been used to create national values and norms, which states have

used to promote themselves as more progressive than others.  This

essay wil l  discuss the ways in which queer r ights have been used

in the creation of a national identity by focusing on Sweden as a

case study.  This homonationalism can be demonstrated through

the ways in which media portrays African countries and their

opinions towards queer issues,  how the mil itary performs the

image of an ‘accepting’  national self ,  and the rhetorics used by

polit ical  actors to distance themselves from the Other and further

right-wing agendas.

    The term homonationalism was originally coined by Jasbir

Puar.¹  Puar described homonationalism as “a facet of modernity

and a historical  shift  marked by the entrance of (some)

homosexual bodies as worthy of protection by nation-states.”²

Puar also intended for homonationalism to be used as a tool to

analyze the ways in which sexuality works in nation-building

processes on the global sphere.³  These nation-building processes

also include the creation of the national subject,  which within a

Scandinavian context often refers to white,  middle-class,  able-

bodied and though increasingly less,  straight individuals .  
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19Therefore,  al l  individuals that fal l  outside the boundaries of these

categories are viewed as ‘Others’  and are thus excluded from the

idea of a cit izen.⁴ They are often the ‘them’ in the “us vs .  them”

and not viewed as worthy of protection by the state.  This paper

wil l  demonstrate the ways in which a national identity has been

created through the usage of queer r ights to form the basis of

exclusionary public sentiments.

    Sweden is often viewed as one of the most “progressive”

countries in the world due to its high rates of GDP⁵ and its fair ly

social ist  public policies.⁶  200 years free of war and corruption has

led the people of Sweden to prosper economically and to have the

privi lege of turning their  public attention toward a myriad of

social  issues.  Sweden originally legalized same-sex marriage in

2009 and same-sex couples have had the abil ity to petit ion to

adopt since 2003,  with public attitudes towards gay and lesbian

individuals having been much more posit ive in comparison to

other countries worldwide.⁷ Swedes do not hesitate to

acknowledge themselves as extremely progressive due to this

acceptance and take pride in doing so.  These attitudes have led to

the conceptualization of Sweden as “the epitome of progress,

democracy,  and the civi l ized benevolent West” creating a sense of

homonationalism.⁸ It  is  important to note that not al l  queer

identit ies are provided with this protection from the threat of the

(racial ized) Other,  as they fal l  outside of the white,  able-bodied,

gender-conforming, and well-earning idea of a gay individual that

has been promoted by the Western state.  Previously ,  al l  members

of the queer community were conceptualized as the Other along

the l ines of sexuality rather than race.  However,  this narrative has

slowly changed and white able-bodied,  gender-conforming and 
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19well-earning queer individuals have become the ‘r ight’  and far

more palatable kind of Other.  The kind of Other that Swedes can

proudly point to and praise their  own progressivity .

    

    An analysis of  the ways in which non-Western states are

portrayed in Swedish daily newspapers,  such as Sundsvall  Tidning

or Svenska Dagbladet exhibits that this sense of pride in al lowing

Swedish gay and lesbian individuals to have r ights has led to a

sense of superiority over other states.⁹  Katarina Jungar and Salla

Pelotenen’s analysis of  dai ly Swedish newspapers demonstrates

that Swedish homonationalism “makes possible a transnational

discourse on Western modernity and superiority ,  while

simultaneously producing racial ized bodies of pathologized

nationalit ies.”¹⁰  By establishing certain queer identit ies as worthy

of protection by the state,  Sweden asserts Western modernity,  and

thus superiority over the non-Western world,  and also perpetuates

this discourse on the international sphere.  By doing so,  Swedish

homo-nationalism also establishes the non-Western nationalit ies

as the Other from which protection is  needed, while also othering

and excluding non-white queer identit ies within Sweden.

    This attention that the media places on the laws against gay

marriage in Africa posit ions African and Arab countries as the

antithesis of  the progressive West,  thus creating a regressive,

undemocratic ,  and traditional Other.  By accepting certain queer

identit ies,  the West is  painted as superior to African countries and

cultures.¹¹ In doing so,  homonationalism also al lows other queer

issues to become invisible by solely focusing on marriage laws,

thus reinforcing heteronormative institutions.  Additionally ,  it  also

completely fai ls  to address the ways in which these 
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19normative Western claims tend to control  non-normative (and

non-Western) sexualit ies through establishing what is  an

‘acceptable’  queer identity and what is  not.¹²  Homonationalism

thus helps create a national identity (an “us”)  by also contrasting

Swedish norms against African polit ical  and cultural  norms (a

“them”) .  This rhetoric not only creates a divide between racial ized

minorit ies and Swedish subjects,  but is  also used by polit ical

actors to further r ight-wing agendas.

    The homonationalism that has been demonstrated previously by

media’s conceptualization and understanding of African queer

laws continues to be used as a tool to further r ight-wing agendas

by r ight-wing polit ical  actors in Sweden. In fact ,  these actors are

the ones who are most blatant in regards to the way in which they

describe Swedish and Western superiority in contrast with middle

eastern norms and cultures.  As Katharina Kehl discusses in her

article,  r ight-wing polit ical  actor Jan Sjunnesson has uti l ized

homonationalism to “ increasingly enlist  LGBT rights in nationalist ,

xenophobic and racist projects of exclusion” similar to other r ight-

wing polit ical  actors across Europe.

    Kehl argues that by uti l iz ing queer r ights and conceptualizing

them as Swedish norms, these actors construct a threatening

racial ized Other and once again create an “us vs .  them” dichotomy.

Much l ike Puar described in her l iterature,  the question of “how

well  do you treat your homosexuals?” has begun to be used as a

measuring tape determining the progressiveness of a state.  By

proudly claiming that they treat their  homosexuals justly ,  polit ical

actors antagonize non-Western states and by extension,

antagonize any racial ized individual within the West.  
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19This homo-nationalism that is  built  on a narrative of threat and

protection al lows it  to be easi ly integratable into r ight-wing

populist  rhetoric .  It  is  also specif ical ly white queer individuals that

play the most central  role in this narrative by being the ‘r ight’  kind

of other,  as they become a minority group that gets included in

the narrative for the sole purpose of excluding racial ized others.

    The creation of an “us vs .  them” is  more important in the

mil itary than elsewhere,  as the mil itary requires its personnel to

have enough passion for the state to be wil l ing to sacrif ice their

l i fe for it .  Research has shown that the composition of genders

and sexualit ies plays a signif icant role in “performative

enactments” of  the state.  Being viewed as gender-fr iendly and

gay-fr iendly has become a marker of progress and therefore

“gender-conscious mil itaries contribute to performances of

national Selves and simultaneously [discipl ine] external Others

through (the threat of)  armed violence.”  The Swedish mil itary has

adopted this strategy in its marketing campaigns,  by f launting its

tolerance for the ‘r ight’  sexualit ies and genders,  such as the recent

launch of a campaign in support of  Sweden’s Pride,  headed by the

image of a white woman and white man with rainbow-coloured

face paint stating “We don’t  always march straight.”The uti l ization

of this strategy clearly i l lustrates that being thought of as

progressive due to equal marriage laws is  known as a trait  of

Swedish identity .  It  also works to construct the idea that the

raison d’être for the Swedish Armed Forces is  this progressiveness

and the protection of these r ights from the aforementioned Other.

However,  this ongoing sense of homonationalism yet again

renders any queer issue outside of marriage laws invisible,  
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19and ignores the fact that a lack of tolerance for queer r ights exists

within Sweden. This conceptualization of the Swedish Armed

Forces as protectors of r ights and progress implies that any Other

is a constant threat to Swedish identity and well-being.  Any queer

identit ies that fal l  outside of the accepted gay man or lesbian

woman are also pushed aside,  in order to create room for more

“palatable” queer identit ies.  This narrative also has the potential  to

spread into a conversation regarding the protection of racial ized

queer individuals from their  own government.  This narrative has

the possibi l ity to pave the way for international intervention and

forms of neoimperial ism in the name of queer r ights.  As Strand

and Kehl state “By rendering equality between al l  genders and

sexualit ies a national trait ,  Sweden is performatively enacted as an

‘extremely’  equal ,  tolerant and progressive nation/state,  currently

under threat from traditional Others.”  This demonstrates a rhetoric

that is  produced by the media,  pushed by r ight-wing polit ical

actors and used by the Swedish mil itary in order to paint Sweden

as superior to the non-Western world.

    This essay has demonstrated the ways in which

homonationalism is uti l ized to create a Swedish national identity .

This is  often done through the creation of an “us vs .  them”

dichotomy which gives r ise to narratives of threat from non-

Western (and specif ical ly African and Middle Eastern) states and

actors.  The way in which African countries are understood and

discussed in daily newspapers indicates the way Swedes believe

they have a sense of moral  superiority due to their  acceptance of

(certain) queer identit ies.  Further,  the uti l ization of queer r ights in

marketing strategies of the Swedish Armed Forces places queer

rights as a concept that requires protection by Western (Swedish)

powers from the threat of non-Western (African and Middle  
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19Eastern) Other.  Finally ,  r ight-wing polit ical  actors within Sweden

uti l ize their  inclusion of certain acceptable queer identit ies as

tools to push an anti-racial ized Other agenda.
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S u b v e r s i v e  S e x :  A n t i -

C h r i s t i a n i s m  a s  a  M e a n s  o f

H e a l i n g  i n  T h e l m a  a n d  B o r d e r

b y  P r a n i d h i  B i s h t  

19A b s t r a c t :  T h e  s u p e r n a t u r a l  i s

a  h i s t o r i c a l l y  e x t a n t

p h e n o m e n o n  o c c u r r i n g  i n

S c a n d i n a v i a n  f o l k l o r e  f r o m

t h e  e a r l y  a g e s .  D e e p l y

e n g r a v e d  i n t o  t h e  c u l t u r e  o f

t h e  r e g i o n ,  S c a n d i n a v i a n

m e d i a  i s  k n o w n  f o r  i t s

e x p l o r a t i o n  o f  w i t c h e s  a n d

t r o l l s ,  l a b e l l i n g  t h e m  a s

S a t a n i s t  s i n n e r s  a n d

h i g h l i g h t i n g  t h e i r  n e g a t i v e

i m p a c t  o n  s o c i e t y .  T o d a y ,

S c a n d i n a v i a n  f i l m s  h a v e

s e e m i n g l y  m o v e d  a w a y  f r o m

t h i s  r h e t o r i c ,  o p t i n g  t o

e x p l o r e  s u p e r n a t u r a l  i n  a

m o r e  s u b v e r s i v e  w a y .  B y

c o m b i n i n g  t h e  s i n s  o f

‘ p a g a n i s m ’  a n d  ‘ s e x u a l i t y ’ ,

f i l m s  l i k e  J o a c h i m  T r i e r ’ s  

T h e l m a  ( 2 0 1 7 )  a n d  A l i  A b b a s i ’ s  B o r d e r  ( 2 0 1 8 )  s u b v e r t

t h e  t r a d i t i o n a l  C h r i s t i a n  t h o u g h t  p o r t r a y e d  i n  o l d e r

S c a n d i n a v i a n  c i n e m a  t o  e x p l o r e  h o w  t h e s e  s i n s  c a n

a i d  i n  h e a l i n g  v a r i o u s  t r a u m a .  T h i s  p a p e r  a i m s  t o

e v a l u a t e  t h e s e  f i l m s  t h r o u g h  a  p o s t -  C h r i s t i a n  l e n s ,

a n d  a n a l y z e  h o w  t h e y  u t i l i z e  s i n ,  r a t h e r  t h a n  t h e

m o r e  c o m m o n l y  u s e d  t h e m e s  o f  v i r t u e  a n d  f a i t h ,  t o

r e m e d y  t h e i r  c h a r a c t e r s ’  i n t e r n a l  s t r u g g l e s  w i t h  t h e

s e l f .
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19Ever-present in Scandinavian media,  the element of the super-

natural  is  indelible to the culture either through the idea of the

Pagan witch or through the creation of the folkloric ‘trol l ’ .

Historical ly used to promote the idea of ‘Christian forgiveness’ ,  the

supernatural  is  pervasive within Scandinavian horror ,  from

Benjamin Christensen’s Häxan (1922) to Lars von Trier ’s  Antichrist

(2009) .  Being at the end of the Christian conversion shift  within

the European region,  Scandinavian f i lms used the fear of  Pagan

communities to promote Christianity,  often through the use of

‘the witch’ .¹  The existence of the supernatural  being inherently

anti-Christian al lowed for f i lmmakers at the t ime to set the tone of

sin and virtue.  It  is  often used in opposit ion to stories wherein

characters have ‘ found God’ to heal .  However,  this is  directly

subverted in contemporary f i lmmakers Joachim Trier and Ali

Abbasi ’s  Thelma  (2017) and Border (2018) ,  wherein anti-Christianity

is directly rooted in the main characters’  journeys towards healing,

rather than trauma. 

    Thelma  tel ls  the story of the t itular character and her pere-

grination into acceptance of her same-sex attraction and the

mystical  powers that come with her anxiety towards it ,  despite the

disapproval of  her rel igious,  Christian,  parents.²  Border ,  on the

other hand, explores the outsider and the consequences of forced

identity through the lead character ,  Tina,  and her self-discovering

journey of f inding out that she is  a trol l ,  raised as a human.³

Neither of the f i lms subscribe to the horror genre,  rather taking up

the coming-of-age route in order to truly subvert the idea of the

supernatural  terror ,  opting to view it  as supernatural  healing

instead.  This paper aims to analyze Thelma  and Border  through a

post-Christian lens in an attempt to better understand its use of 
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19sexuality and the supernatural  as a means of healing from various

trauma. For the purpose of this paper,  the term anti-Christian is

not synonymous with Christian hatred,  but rather used in the

sense that the f i lms reject the classic Christian ethics.

    Premarital/extramarital  sex and sexual morality are popular

topics within the Christian canon, often being associated with sin

under God’s eyes.  Both Thelma and Border begin their  characters’

journeys through the depiction of intense sexual attraction;  while

in Thelma, this desire is  shown through Thelma’s random seizures,

in Border,  it  is  shown through Tina’s immediate attraction to Vore

over her abusive boyfriend, Roland. Thelma’s journey begins when

she arrives at her university in the city ,  opting to go to a l ibrary to

study where she is  confronted with beautiful  women; one sitt ing

down next to her tr iggers a seizure⁴ for which she is  continuously

hospital ized throughout the remainder of the f i lm. Thelma’s same-

sex attraction is  in and of itself  a sin under God’s eyes,  something

that she is  aware of and tries to keep repressed.  Her rejection of

her attraction towards Anja is  routine,  s imilar to her rejection of

smoking, drinking,  or engaging in blasphemous activit ies.  This

repression in favour of Christian ethics further worsens Thelma’s

seizures,  thus deposing Trier ’s  anti-Christian rhetoric not only

through her same-sex attraction,  but through the psycho-kinetic

powers that Thelma begins to experience as a result  of  her

repression.  This is  further explored after Thelma and Anja’s f irst

kiss after the performance art show, where Thelma’s sexual and

romantic desire towards Anja deepens resulting intense guilt .

Thelma’s rel igious trauma not only subverts the idea of rel igious

healing,  but promotes the idea of harm as a result  of  devout

rel igiousness – 
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19a direct opposit ion towards the idea of ‘Christian forgiveness’ .

Thelma’s supernatural  powers are a direct stand-in for a coping

mechanism in regards to her rel igious guilt ,  coming in

uncontrol lable bursts of  intense emotion,  thus directly l inking the

anti-Christian rhetoric with the power of using the supernatural  to

heal .  Thelma’s plot and characters are a direct al lusion to the

biblical  story of Adam and Eve:  Anja’s middle name is revealed to

be ‘Adams’⁵ and Thelma’s is  revealed to be ‘Eve’ .⁶  This revelation is

important to one of the most pivotal  moments within the f i lm: the

scene in which Thelma’s strong Christian resolve is  f inal ly

overpowered by the sin of desire.  At about 00:52:15 ,  Thelma is

shown to give into her peer pressure and smoke a joint ,  which is

later revealed to be fake.

 This ingress into debauchery,  and Thelma’s f irst  conscious sin,

tr iggers a hallucination in which she visualizes her feel ings

towards Anja,  as well  as her shame and self-hatred for having

them. Thelma and Anja both appear to look demonic with glowing

red skin as they kiss ,  heightening Thelma’s frantic attraction.  As

Anja further pleasures Thelma with the ‘apple’  of  s in,  the bibl ical

snake appears out of her hand, almost phall ic ,  as it  enters

Thelma’s mouth,  thus ‘taking her virginity ’  and ‘corrupting Eve’  .⁷

This subverted image of Adam and Eve featuring two women

rather than a man and a woman exemplif ies the anti-Christian

stance that the f i lm takes by rejecting the most famous Christian

moral of  a man only laying with a woman; this is  taken further by

having them engage in premarital  sex,  adding to the sin.

Throughout the f i lm, Christian imagery is  used against itself  as

Thelma’s powers and her control  over them increase.  For Thelma,

her father is  God - an ever-present being who she cal ls  to repent 
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19for her sins,  control l ing her motives and desires.  As Thelma gains

independence and begins to accept her sexuality ,  she baptizes her

father with f ire,  burning him al ive;⁸  this further subverts Christian

rhetoric as Thelma, rather than accepting God, accepts her

supernatural  powers (or ‘witchcraft ’ )  into her l i fe ,  thus freeing her

from her Christian burden, and beginning her journey of healing.

    In Border,  Tina’s journey to healing begins almost immediately

after she meets Vore.  While the f i lm is not set around Christianity,

or rel igion,  it  is  assumed that the society l ived in by the characters

is post-Christian,  due to the location being Sweden where the

society is  prominently secular .  Early on in the f i lm, Tina is  shown

to be introverted and subdued when meeting others,  rejecting the

sexual advances of her boyfriend, Roland, by swatting his hand

away from her thigh.⁹ She is  distant with him, preferring the

company of animals or walking outdoors than spending time with

him. In her relationship,  Tina feels no desire,  happiness,  or

fulf i l lment;  however,  at her f irst  meeting with Vore,  there is  a clear

immediate attraction between the two. Tina begins to lean in as i f

she is  going to kiss him, but resists the urge.¹⁰ This inkl ing of

desire and attraction,  to a man she is  not in a relationship with,

exemplif ies the anti-Christian rhetoric of  the extramarital  affair ,

taken further when Tina and Vore begin to ‘date’  while she is  st i l l

in a relationship and l iving with Roland. While Christianity scribes

marriage to be the strongest bond that should not be challenged

under any circumstance whatsoever,  the audience roots for Tina’s

relationship with Vore,  wanting better for her as she f inds

someone who looks similar to her,  someone who she feels a

connection with and does not feel  trapped with.  
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19    Once it  is  revealed that Tina is  a trol l ,  a supernatural  being

present in many Nordic cultures,  Tina begins her process of

healing.  For Tina,  the idea that she is  a trol l  immediately pins her

as an anti-Christian character ,  however,  Tina actually accepts

Christian rhetoric to begin her healing as a contrast to Thelma.

Trol ls ,  in the Nordic folklore,  hunt and ki l l  Christians by smell ing

their blood.  They are not creatures created by God; rather,  they are

creatures that ki l l  and eat God’s creation (humans) .  Vore also

exemplif ies this idea,  as while it  is  not explicit ly stated that he

hates humans because they are God’s creation,  his hatred towards

humanity can be seen as anti-Christian because of the species he

is a part of .  Tina’s acceptance of her trol l-being happens after the

scene in which she unveils her penis and begins to have sex with

Vore.¹¹ While this happens before Tina f inds out that she is  a trol l ,

i t  is  a pivotal  moment in her journey towards her acceptance of

her identity .  Vore al lows her to be herself  without shame, and not

only fulf i l ls  her sexually ,  but is  l ike-minded and l ike-abled with her

in ways that humans could never be.  After this scene,  Tina begins

to l ive her l i fe in a more trol l- l ike manner,  accepting the

supernatural  part of  herself  over her identity as a human;

behaving in an anti-Christian way.

    Tina’s rejection of the Christian morals of  f idel ity and

acceptance of the anti-Christian element of the supernatural  al low

her to begin healing;  she is  seen to be happier in her new way of

l i fe ,  and is able to muster up the courage to break up with her

boyfriend, Roland, and ask him to leave the house.  Similar to

Thelma’s ending, with Thelma accepting the supernatural  in a

rel igious way,  Tina shows signs of accepting Christian morals in a

subversive way.  When asked by Vore to meet him at the guest

house after f inding out that he is  a human traff icker,  Tina visits 
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19him and tel ls  him that revenge is not the answer,  and that while

trol ls  are not human, compassion is avai lable to everyone.¹² This

adherence to the Christian rhetoric of  ‘ love thy neighbour’ ,  is

inherently subversive as deemed by Tina’s very existence.  Being an

entity that wil l  never be accepted by the Christian faith,  a trol l ,  she

sti l l  l ives by the Christian rules in an already post-Christian world.

By choosing to fol low these Christian rules despite the --  rejection

she would face,  Tina al lows herself  to heal from her trauma caused

by humans by embracing the very people who would not welcome

her,  making her the ‘bigger person’ .  

    To conclude,  both f i lms employ anti-Christian rhetoric by

focusing on sexuality in order to promote emotional healing for

their  characters.  While Thelma’s approach is more straightforward

in its stance,  Border does so with a post-Christian perspective and

without any explicit  mention of rel igion.  In Thelma, Christianity is

the driving force of the t itular character 's  l i fe ,  control l ing Thelma’s

desires,  her motivations,  and her choices;  she keeps up the facade

of the ‘good Christian gir l ’  despite having desires that her

rel igious family would not al low. By embracing her sexual desire

towards women, Thelma welcomes her family ’s  secret ‘witch’

powers,  thus championing the supernatural  s in over Christian

virtue.  Through this she is  able to escape the abuse of

her family ,  al lowing her to f ind solace in the supernatural  and heal

from her trauma. For Tina,  this is  done in a similar manner;  she

embraces her identity as a trol l ,  an anti-Christian supernatural

f igure,  despite it  being the cause of her ostracization.  By

embracing her trol l-self ,  she chooses to be free of the social

constraints and the abusive treatments humans place onto her,  
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19beginning her journey of healing.  Ult imately,  both Thelma and

Tina are better for rejecting Christian values,  with both f i lms

successful ly subverting the audience’s expectations of having

‘typical  Scandinavian characters’  that would adhere to these

customs, thus creating rich,  emotional storyl ines of healing.  
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