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Hanna Maria Laakso

Asta Nielsen — From the
margins of the theatre
World to becoming the
first European film star

The Danish actor Asta
Nielsen’s (1881-1972)
great contribution to the
development of Danish
film culture and her influe-
nce as a stage actor on
the early Danish cinema
have yet to be sufficiently
studied. Nielsen’s later
performances in German
films have received far
more attention in film
criticism than her per-
formances in the early
Danish cinema that al-
ready displayed her
unique talent as a screen
actor.

This article examines
the influence of Nielsen’s
theatrical background on
her career as a screen
actor; Nielsen was an
actor who adapted the
principles of Ibsenian
acting style to film acting.
The article focuses on
analysing Nielsen’s per-
formance in Afgrunden
(Denmark, 1910). In that
film Nielsen uses two
opposing acting modes:
subdued expressiveness,
which is aligned with psy-
chological introspection,
finds a counterpart in an
excessive, theatrical act-
ing style.

The analysis of the
erotic dance scene in
Afgrunden, which puts
Nielsen's excessive bodily
movements on display,
provides a unique op-
portunity to contemplate
the dynamics between
realism and theatricality in
Nielsen’s performance.
Furthermore, the juxta-
position of these two
acting styles in Afgrunden
is what makes the film
bear important similarities
to Henrik Ibsen’s A Doll’s
House (1879). This com-
parative analysis segues
into an examination of the
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ways in which the juxta-
position of acting styles
takes part in de- and
reconstruction of not only
the forms of expression
but also the prevailing
notions of Woman in both
the play and the film.

Heikki Lansisalo

Frederic the Great
viewed by the
Conservatives of the
Weimar Republic and
the Nazis — Arzen von
Csérepys Film
Fridericus Rex in
Comparison with Veit
Harlan’s The Great
King

The article analyzes Ger-
man nationalistic films
made during the Republic
of Weimar and the Third
Reich which told about the
life and the career of the
king Frederic the Great
(1712-86) of Prussia who
miraculously won the
Seven Year War (1756—
63). Even though the Wei-
mar period is traditionally
presented as the Golden
Age of expressionist art
films, a great many mo-
vies made in Weimar Ger-
many were right-wing
entertainment which was
aimed to conservative
spectators hostile to the
treaty of Versailles and to
the republican form of
government.

The biggest German
film production company
Ufa (Universum-Film Ak-
tiengesellschaft) created
an influential nationalist
genre which consisted of
films portraying the heroic
moments of the history of
Prussia and whose fa-
vourite hero was Frede-
rick the Great. He was
depicted on the one hand
as a sensitive aesthete
and on the other as a stal-
wart and ingenious mili-
tary leader.

The article discusses
the ideological differences
and similarities between

the Frederic films of the
Weimar era and those
made under the pro-
paganda machinery of the
Nazis. It focuses on the
first and on the last film of
the genre: Arzen von
Csérepy's Fridericus Rex
(1921-22) and The Great
King (Der groBe Konig,
1942) shot by Veit Harlan,
the director of the no-
torious anti-Semitic movie
Jew Sdss (Jud SuB,
1940).

Csérepy’s and Har-
lan’'s movies had the sa-
me ideological source: the
traditional Prussian ideal
according to which sub-
mitting to the military
authority was the highest
of German national vir-
tues. Anyhow, Fridericus
Rex emphasized Fred-
eric’s humanism and pre-
sented the war as his per-
sonal tragedy, whereas
The Great King glorified
his mercilessness and
preached collective mo-
rality.

Harri Kilpi

Adventure spectacles
and their smaller-scale
alternatives: British
period film culture
1950-1956

As regards the history of
the cinematic depiction of
the British past, the 1950s
has so far been less tho-
roughly researched than
the decades before and
after it. In this article | will
address this deficit by
providing a comprehen-
sive quantitative survey of
a number of period films
that were on release in
Britain between and in-
cluding 1950 and 1956.
By researching key
sources on British cinema
history, the trade journal
Kine Weekly and Monthly
Film Bulletin, the article
outlines a list of some one
hundred period films
which can be divided into
three major types: ad-

ventures, confined dra-
mas and national dramas.
The first two can be further
divided into several cyc-
les, each with a distinctive
take on the British past.

My analysis of the box-
office performance of
these films and cycles
shows that although
swashbuckling adventu-
res were clearly the most
popular cycle with the au-
diences, the mostly
British-made confined
dramas could also draw
audiences to the theatres.
Moreover, both types of
films employed British
stars and technical talent
to a considerable degree,
thus emphasising the
Britishness of the “genre”
in ways that go beyond
the mere choice of subject
matter.

On the whole, the
image of the past that
emerges from these films
is relatively conservative,
conformist and occa-
sionally inclusive, a fact
that is reflected by the U-
dominated censorship
profile of these films.
However, the confined
dramas offer some no-
table exceptions in terms
of the portrayal of class,
inequality and other, more
contentious social issues.

All'in all, 1950s period
film culture and especially
its British ingredients
come across as rich and
varied entities that per-
haps played a larger and
more important role in the
larger context of British
film culture than has
previously been thought.

Niina Kuorikoski

Television series The L
Word as a lesbian
depiction of the 21%
century

North American television
series The L Word (USA
2004-present) tells the
story of a group of women
living in Los Angeles.



Most of the main charact-
ers are lesbians in
addition to which the
series also includes both
bisexual and heterosexual
characters. The series is
a mixture of drama, co-
medy and elements ty-
pical of soap operas. The
article examines the first
season of this popular
series.

In the article, | discuss
The L Word by paying
attention to themes such
as lesbian femininity, the
normative boundaries of
gender and sexuality, and
lesbian relationships. |
examine these themes by
conducting a close rea-
ding of the series in add-
ition to which | make com-
parisons between the
series and other lesbian
images of both television
and film.

| argue that The L
Word deconstructs the
normative boundaries of
both gender and sexuality
while — to some extent —
maintaining the ideals of
a heteronormative so-
ciety. The series includes
several elements that can
be interpreted as hetero-
normative such as em-
ploying a certain type of a
feminine ideal in depicting
lesbian characters. In
addition, heteronormati-
vity is a part of the series’
advertising both in Finland
and the United States.
Despite this, the series
creates a homonormative
space and depicts rela-
tionships between women
in the context of lesbian
communities and cul-
tures. It is the first tele-
vision series which deals
with several lesbian rela-
tionships in addition to
which the series depicts
lesbian sex repeatedly
and with variation. As a
result, The L Word app-
ears as a contradictory
and interesting lesbian
depiction that has never
before been seen on
television.

ORIk irjoittajille

Lahikuvan artikkelien ka-
sikirjoitukset tulee lahettaa toi-
mitussihteerille joko s&hko-
postitse liitetiedostona tai
kirjeitse levykkeelle tallen-
nettuna (rft-muodossa). Kuvat
ja erilaiset kaaviot lahetetaan
joko orginaaleina tai skannat-
tuina ja tallennettuina erillisiksi
tiedostoiksi (jpg, tai tif-muo-
dossa). Resoluution tulisi olla
vahintaan 240 dpi/90 pikselia/
cm siihen kokoon skannattuna
kuin kuvan toivotaan ilmes-
tyvén lehdesséa. Tekstiin mer-
kitddn kuvion tai kuvan sijoi-
tuspaikka. Kuvituksesta neu-
votellaan toimitussihteerin
kanssa.

Kasikirjoituksen ensim-
maiselle liuskalle merkitaan
kirjoittajan nimi, oppiarvo,
osoite ja muut yhteystiedot,
mahdollinen virka-asema ja
toimipaikka. Artikkelin alkuun
laaditaan lyhyt (n. 3-5 lauseen
mittainen) ingressi, josta il-
menee artikkelin keskeinen
siséltd ja tavoite. Julkaistavas-
ta artikkelista tulee myos laatia
lyhyt (max. 300 sanaa) eng-
lanninkielinen abstrakti.

Kasikirjoituksen arvioi
Lé&hikuvantoimituskunta seka
sen nimedmé& ulkopuolinen
asiantuntija (referee). Kirjoit-
tajan edellytetddn ottavan
huomioon lukijoiden mahdol-
liset kommentit ja muutoseh-
dotukset. Toimitus ei takaa ka-
sikirjoituksen julkaisua, vaik-
ka kirjoitusta olisi pyydetty.

Artikkeliksi tarkoitetun
tekstin maksimipituus on 40
000 merkkia (eli noin 25 lius-
kaa rivivélilla 2, 12 pisteen
fontti). Tekstinsisaiset vieras-
kieliset sitaatit suomennetaan,
ellei vieraskielisyydelle ole jo-
tain erityista syyta. Teksti kir-
joitetaan ilman tavutusta, eika
siind tulisi kayttaa muita muo-
toiluja kuin kursiivia. Kappa-
leet erotetaan toisistaan yh-
dell& tyhjalla rivilla. Sisennyk-
set ja lainaukset merkitaan kéa-
sikirjoitusliuskoihin. Lahdetie-
dot merkitddn artikkelin lop-
puun kirjallisuusluettelona alla
olevan ohjeen mukaisesti.

Viitteet merkitaan péaa-
saantéisesti loppuviittein. Viit-
teet merkitddn siten, ettd en-
sin mainitaan kirjoittajan suku-
nimi, sitten painovuosi ja pil-
kun jalkeen sivunumero(t):
esim. Dyer 1992, 48. Sivunu-
merot erotetaan toisistaan aja-
tusviivalla (-) tavuviivan (-) si-
jaan: esim. Dyer 1992, 48—

49. Loppuviitteisiin sijoitetaan
my6s mahdolliset tarkennuk-
set ja tekstin muut sivupolut.

Kun tekstissd mainitaan
ensimmaisen kerran jokin
elokuva, sen tuotantomaa ja -
vuosi kerrotaan suluissa valit-
témaésti elokuvan nimen jal-
keen. Jos kyseessé on ulko-
mainen elokuva, joka on ollut
levityksess& Suomessa, siita
kaytetddn suomenkielista ni-
med ja alkuperaisnimi maini-
taan sulkeissa. Esimerkki:
Musta sade (Black Rain, USA
1989). Alkuperaiskielinen nimi
mainitaan erikseen myods sil-
loin, kun suomenkielinen nimi
on sama. Jos elokuvan nimi
on kaksiosainen (esim. Total
Recall— unohda tai kuole), se
mainitaan ensimmaisella ker-
ralla kokonaisuudessaan ja
mydhemmin elokuvaan voi-
daan viitata nimen ensimmai-
selld osalla. Vastaavasti tele-
visio-ohjelmista ja -sarjoista
kerrotaan suomenkielinen ja
alkuperéinen nimi seka tuo-
tantomaa ja -vuosi/det. Elo-
kuvien ja televisio-ohjelmien
nimet kursivoidaan.

Artikkelien lisaksi Lahi-
kuva julkaisee mm. haastat-
teluja, kommentaareja, kes-
kustelupuheenvuoroja, raport-
teja ja arvioita. Kirja-arvion al-
kuun tulee otsikko ja sen alle
tiedot kirjasta (teoksen nimi,
kirjoittajan/toimittajan nimi,
kustantaja, julkaisupaikka ja -
vuosi, sivumaara). Raportoi-
tavista tapahtumista (esim. se-
minaarit ja festivaalit) kerro-
taan tapahtuman koko nimi,
ajankohta ja paikka.
Lahdeluettelo laaditaan kirjoi-
tuksen loppuun seuraavan
mallin mukaisesti:

Monografiat:

Tekijéa (sukunimi, etunimi)
Teoksen painovuosi
(sulkeissa), Teoksen nimi:
Teoksen alaotsikko
(kursivoituna). Mahdollinen
julkaisusarja ja numero.
Kustantajan kotipaikka:
kustantaja. Esimerkiksi:

Dyer, Richard (1990), Now
You See It: Studies on
Lesbian and Gay Film.
London and New York:
Routledge.

Artikkeli lehdessa:

Tekija (Vuosi), Artikkelin
otsikko: Artikkelin alaotsikko
(ilman lainausmerkkeja).

Lehden nimi ja vuosikerta
(vol): numero, artikkelin
sivunumerot. Huom!
Sivunumerot erotetaan
toisistaan ajatusviivalla.
Esimerkiksi:

Acland, Charles R. (2000),
Cinemagoing and the Rise of
the Megaplex. Television &
New Media vol. 1:4, 375—
402.

Nash, Melanie (1999),
"Beavis is just confused”:
Ideologies, Intertexts,
Audiences. The Velvet Light
Trap 43, 4-22.

Artikkeli kokoomateoksessa:
Tekija (Vuosi), Artikkelin
nimi. Teoksessa Teoksen
toimittaja(t), Teoksen nimi:
Alaotsikko kursivoituna.
Kustantajan kotipaikka:
kustantaja, artikkelin
sivunumerot. Huom!
Sivunumerot erotetaan
toisistaan ajatusviivalla.
Esimerkiksi:

Holland, Samantha (1995),
Descartes Goes to
Hollywood: Mind, Body and
Gender in Contemporary
Cyborg Cinema. Teoksessa
Mike Featherstone and
Roger Burrows (eds.),
Cyberspace/Cyberbodies/
Cyberpunk: Cultures of
Technological Embodiment.
London: Sage, 157-174.

Www-sivu:

Tekija (Vuosi), Artikkelin
nimi. On-line-lehden nimi,
vuosikerta (vol):numero
(vuosi), www-osoite.
Esimerkiksi:

Keathley, Christian (2000),
The Cinephiliac Moment.
Framework 42,
www.frameworkonline.com/
42ck.htm.

Anderson, Aaron (2001),
Violent Dances in Martial
Arts Films. Jumpcut,
darkwing.uoregon.edu/
~jlesageftrialsite/aarona/
aaroni.html. Linkki
tarkistettu 30.5.2001. (Kerro
milloin olet tarkistanut sivun,
mikali siité ei ole saatavilla
vuosikerta- ja numerotietoja.)

Ote Nelosen katsojapalaut-
teesta. www.nelonen.fi/info/
tiedote5c.html. Linkki
tarkistettu 9.2.2001.
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