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ABSTRACT 

The subject matter of this thesis is how femininity and masculinity are represented in the Nordic 

Noir television series Forbrydelsen (2007) and Broen (2011). I have analysed the two main 

characters from each series, with a main focus on the female characters. I argue that the main 

characters do not represent normative gender roles assigned to their gender, and therefore do 

not live up to normative gender expectations – which I argue can complicate their lives. I 

analyse these texts from a feminist approach and use concepts from gender theory and feminist 

theory, along with previous work on gender in Nordic Noir to underline my findings. A main 

focus lies on the terms hegemonic masculinity by R.W. Connell (1987) and pariah femininities 

by M. Schippers (2007). Because Forbrydelsen and Broen can be read as feminist texts, I 

specifically use N. Schmidt’s (2015) post-feminist approach on reading female detectives in 

Scandinavian crime fiction for underscoring points in my own analysis, such as self-

estrangement and self-alienation that can be found in the female characters. In both television 

series, there is what I believe to be a switch in the performance of gender roles. When it comes 

to Forbrydelsen, Sarah Lund starts out as enacting traditionally feminine traits, and Jan Meyer 

represents hegemonic masculinity. At the course of the series, they switch gender roles. In 

Broen, Saga Norén starts out typically more masculine, and Martin Rohde holds more feminine 

traits. These characters also experience a gender role switch, where the roles are reversed back 

to expected gender behaviour.    
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1 INTRODUCTION 

 

Nordic Noir - Point of departure  

In the last twenty years or so, there have been a growing interest for crime fiction from the 

Nordic countries. Crime fiction literature from several Scandinavian authors, such as: Maj 

Sjöwall and Per Wählöö, Jo Nesbø, Henning Mankell, Camilla Läckberg, and Stieg Larsson, 

have had book series that have been translated into several different languages. Some of these 

book-series have also been made into television adaptions; the series Wallander based on the 

books by Mankell, the television series Beck based on the books by Sjöwall and Wählöö, the 

mini-series Fjällbäcka based on the books by Läckbärg, the film The snowman based on the 

book with the same title by Nesbø, and the famous film-series Millennium Trilogy based on the 

books by Larsson. These are just a few examples, and many more could be mentioned. We also 

find films, and maybe especially TV-series, that are independent productions, which have also 

been successful to different degrees both inside and outside the Nordic region. Some examples 

are: Bron/Broen (The Bridge), Mammon, Forbrydelsen (The Killing) and Borgen.  

 

In this thesis, I have chosen to focus on two TV-series central to Nordic Noir: Broen and 

Forbrydelsen and look at the representation of femininity and masculinity, with a main focus 

on the female characters.  

 

Eichner and Mikos (2016), look specifically on Scandinavian TV Drama series and say that 

there is no single explanation for the international success that this type of content have 

achieved during the past decade. They say that some of the driving forces behind the big 

international success can be explained as a combination of key factors, such as: “patterns of 

storytelling or a specific Nordic aesthetic against the background of the specific development 

of the global television market” (Eichner & Mikos, 2016, p.17). The term Nordic Noir also 

seems to be a driving force for its popularity in itself, and many series have been pinned as 

Nordic Noir, although there is a lack of geographical proximity. Looking at the website Nordic 

Noir & Beyond (nordicnoir.tv) it is clear that there is not only Nordic content that is considered 

under the term Nordic Noir. On this site, series that are considered Nordic Noir are often not 

from the region at all or they are from the region but are clearly not crime series.  

 

Around the year 2000 there was what Steven Peacock (2013) has called an explosion of interest 

in Scandinavian crime fiction, an interest that is still prevailing (p.5). There are several book-
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series from the Nordic region that have reached the best seller lists in many countries: especially 

Stieg Larsson and Jo Nesbø have had enormous success outside the Scandinavian boarders with 

their book series. Also, Nordic Noir television soon started to gain much popularity outside the 

Nordic region. The interest in Scandinavian crime fiction quickly grew in the UK. Peacock 

(2013) says that between 2008 and 2010, the British digital television channel BBC Four “hit 

upon a winning formula of screening double-episodes of Swedish detective series” (p.5). First 

off was the Swedish crime series Wallander, which showed great success. Flush with the 

success, the BBC quickly took more steps to “building the momentum around Nordic Noir”, 

and they started airing several other series that also saw great success with the British television 

audience: Forbrydelsen, Borgen, Broen/Bron and The Millennium trilogy (Peacock, 2013, p.5-

6).  

 

Even though the interest in the Nordic-set crime fiction saw great international success around 

the turn of the millennium, the history of the Scandinavian crime fiction holds a long tradition. 

The perhaps most common view is that the Scandinavian crime fiction as we see it today was 

introduced by Maj Sjöwall and Per Walhöö with the book series about Inspector Martin Beck 

and his investigative team, running from 1965-1975 (Arvas & Nestingen, 2011, p.2).  

 

Maj Sjöwall and Per Wahlöö came out with their first crime fiction novel Roseanna in 1965. 

This novel was the first out of a series of ten in their series Roman om ett brott (The Story of a 

Crime); all of them with a purpose of exposing the shortcomings of the Swedish welfare state 

that started to see some serious issues in the middle of the 1960’s (Bergman, 2014, p.33-34). 

Their book series about police investigator Martin Beck belongs to the police procedural genre, 

and therefore made a distinction from the former “Golden Age” whodunits that had been 

dominating the Swedish crime fiction scene (Bergman, 2014, p.35). The social critique can be 

seen already in their first novel Roseanna. Bergman says:  

 
Something is not quite right about the Swedish welfare state and increasing 
criminality is presented as a sign of this. Martin Beck, who in his professional capacity 
represents the police and, in his private capacity, the average Swede, also illustrates 
Sweden’s problems: he displays the symptoms of a society that is “unwell” (Bergman, 
2014, p.37).  

 

In this novel, the police investigator Martin Beck is always disposed to different kinds of 

sicknesses; for example, headaches and stomach problems. In addition to this, the descriptions 

of Martin Beck are of him as an average man with averagely good looks, living in a boring 
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marriage, and him and his position is simply “part of the machinery of the well-functioning, but 

slow-moving and not very exciting, welfare state” (Bergman, 2014, p.37-38). In other words, 

they were trying to display some of the problems of the Swedish welfare state through the main 

character of the book. Gunhild Agger (2011) argues that: “the special Scandinavian touch in 

crime fiction has been labelled contemporary crime fiction with a social conscience in a Nordic 

setting” (Agger, 2011, p.111). She says that the influence of Sjöwall and Wahlöö’s book series, 

Thee Story of a Crime, spanning from 1965-1075 hardly can be overestimated. According to 

her, Sjöwall and Wahlöö introduced what she sees as the three main ingredients for the modern 

Scandinavian crime fiction:  
 

 (1) The police team as a unit, (2) the dailiness of the investigators, comprising 
their professional investigation as well as their private lives, their relationship 
to gender and less conspicuous conditions such as their colds and stomach 
aches and (3) the social concern for contemporary society and the direction of 
its development. (Agger, 2011, p.111-112).  

 

Most writers within the Swedish crime fiction history have been male. But in the beginning of 

the 2000’s, there was a drastic increase in female writers in the Swedish marked, with Liza 

Marklund as maybe the best example. The female writers did not only take use of the political 

genre that had emerged strongly with the socially and politically critical novels by Sjöwall and 

Wahlöö, but also brought more female characters into the genre, especially the female police 

protagonist (Bergman, 2014, p.26). Bergman writes:  
 

The women writers also contribute to the crime genre by their realistic 
portrayals of modern Swedish women’s everyday life, such elements that had 
previously been almost absent from Swedish crime fiction. When Marklund’s 
Sprängaren was first reviewed, a strong focus was placed on how her 
protagonist, the tabloid journalist Annika Bengtzon, was struggling to balance 
work and family life, a component that has since become almost a staple theme 
in the Swedish crime fiction of women writers in the early 2000’s (Bergman, 
2014, p.26).  

 

 

We can clearly see that this element also has been brought into the Nordic Noir TV-series. 

When still talking about crime novels, Bergman is clear on emphasising that most of the recent 

work by women writers can be characterized as far from feminist, and that it is more common 

to use the typical female stereotype when creating the female characters in these novels.  
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Nordic Noir and Gender  

Agger (2011) says that Scandinavian crime fiction often is claimed to be “the vehicle for the 

urge to explore the relationship between crime and society in a modern welfare state. 

Consequently, a dominant approach to Scandinavian crime culture is social in its essence.” 

(p.113). She continues by saying that: “Typically, it asks the following question: In which ways 

does crime fiction present, describe, mirror, distort and discuss prevalent tendencies in the 

modern welfare society?” (Agger, 2011, p.113). One answer to this question might lie in Nordic 

Noir crime fiction’s representation of gender.   

 

According to Eichner and Mikos (2016), there are three main elements that assure the quality 

of Scandinavian drama series: “the female lead characters, the way of storytelling, and new 

strategies to channel and manage creative output” (p.18). They say that the strategy of “double 

storytelling” used in many Danish TV series productions, is a concept that makes sure that the 

series always tell stories that are not only entertaining, but also contains larger ethical and social 

connotations. This tactic has resulted in “stories that not only contained larger social topics but 

were more often than not centred around a female lead character” (Eichner & Mikos, 2016, 

p.18). Yet, Eichner and Mikos point out, these female lead characters are no glamorous heroines 

as many of them struggle with their circumstances and their gender roles. By focusing on often 

ambivalent women as main characters, these series offer a new form of conflict that would not 

arise if the character was a male. By adding the female perspective instead of replacing a male 

by a female character, these TV-series can give us a new “perspective on social and 

psychological problems that drive the stories” (Eichner & Mikos, 2016, p.19).   

 

The notion of cultural citizenship has been used as an appropriate one to understand the 

mechanisms behind the public interest in crime fiction. But still, in recent years, according to 

Agger (2011), this social approach has been supplemented by other approaches, which can be 

linked to the increased use of emotional effects in addition to the mixing of genres. Agger 

(2011) says that, if we supplement the notion of cultural citizenship with the notion of emotion, 

it will be easier to account for the great appeal of Scandinavian crime fiction, “as the debate 

taking place in this area is not only conducted by arguments, but also by emotions.” (Agger, 

2011, p.114). She goes on by saying that the emotional appeal is strongly backed up by the 

focus on gender. Most of the investigators in modern TV-crime fiction are stereotypical 

characters. (Agger, 2011:116) About gender and stereotypes, Agger says:  
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In summary, a stereotype in the representation of male investigators is their dedication 
to the service of society and community, their professionalism, and their 
overwhelming inability to combine their professional lives with a satisfactory private 
life, including a wife, children, etc. A stereotype in the representation of female 
investigators is their real or more often imagined lack of professionalism in a hostile, 
male environment. The crucial point is that the empathy of the female investigator can 
present problems, and this can make her vulnerable. (Agger, 2011:117) 

 

But at the same time, it can be argued that the two genders in many regards are alike in the 

Scandinavian crime series. Both male and female investigators are dedicating themselves to 

solving the cases they have got and hence serving society. They are equally dependent on solid 

police work, “applying systematic scientific methods and hard thinking, as well as intuition and 

emphatic approaches” (Agger, 2011, p.117-118). Regardless of gender, they both can find it 

hard to combine their work with a family life. Agger (2011) says that: “Hence, the rule among 

the detective inspectors and superintendents is that they are unmarried, divorced or widowed. 

If they have been married, they tend to be lone parents of one child; very few happily married 

couples are represented.” (Agger, 2011, p.117-118). Although both male and female 

investigators are equally dedicated to their work, the female protagonists can have a more 

difficult time being accepted for example for choosing work over family. When it comes to the 

question of gender roles in especially Nordic Noir TV-series, there can be a tendency that the 

female investigator is scrutinised for holding the position she does. It is not uncommon that she 

will be deemed as strange or different, and in many instances, there might occur a power-

struggle between the male and the female investigator, often due to the fact that the female 

investigator is in a typical male position. Analysing Forbrydelsen, Agger (2011) finds that the 

series is representing a reversal of masculine and feminine stereotypes, and that “the characters 

representing career men and women mirror each other […]” (Agger, 2011, p.118). She argues 

that the female investigator Sarah Lund and her colleague Jan Meyer swap roles during the 

series, where Sarah Lund “switches to a formerly primarily male-dominated role and vice 

versa” (Agger, 2011, p.118). This is also evident in other Nordic Noir TV-series, such as Broen. 

The female and male investigators may not represent standard gender stereotypes from the 

beginning, but if they do, they might switch these roles during the course of the series.  

 

In the beginning of Forbrydelsen season one, the male and the female main investigators 

represent more or less standard gender stereotypes, but that switches in the course of the series. 

In Broen, we might spot the opposite. It can be argued that the main characters start off not 

representing standard gender stereotypes, but we will also here see a switch towards the male 
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and female main characters inhabiting more expected gender roles or stereotypes towards the 

end of the series in season one. In the course of the series, the “normal” is in some ways restored.  

 

When it comes to the characters in Nordic Noir, both male and female, they are often portrayed 

as real people with real problems and flaws, just like Agger (2011) described was one of the 

features introduced by Sjöwall and Wahlöö in their book-series from 1965-1975. Several 

“flawed” characters could be mentioned: Kurt Wallander from Wallander and Jon Veraas from 

Mammon serve as good male examples that represent realistic people, but perhaps the most 

discussed characters are the female protagonists of The Millennium Trilogy, Lisbeth Salander 

and the main character of Forbrydelsen, Sarah Lund. Janet McCabe (2013) says about the 

character Sarah Lund that she is portraying something that has barely been seen before in our 

TV-sets (p.119).  She argues that Lund is defying old traditional rules about the representation 

of the female, which is no easy matter as Lund continually is a subject for criticism and reduced 

to silence both from the police authorities where she works and her family (McCabe, 2013, p. 

119). Also, the female main character from the TV-series Broen, Saga Norén, is a different 

female character than we might be used to seeing on TV.  Barry Forshaw (2013) states that the 

character Saga Norén possesses the capacity to become a cult figure in the same way as Sarah 

Lund did, although Norén lacks the social capacity to function well in society and is probably 

even more unable than Lund to relate to other human beings (Forshaw, 2013:135). Forshaw’s 

impression of Saga Norén is that “she makes Lisbeth Salander look like an agony aunt” 

(Forshaw, 2013, p.135). Schmidt (2015) describes Sarah Lund as socially dysfunctional, and 

Saga Norén as a high-functioning autistic/Aspergian (p.451). Schmidt (2015) argues that the 

primary reason for the success of the genre must be that the female detective “has become a 

“real person”, fighting criminals as well as her own existential identity problems” (p.453).  

 
Research Question  

Based on the interest of gender in film, and particularly in the interest of the representation of 

gender roles in Nordic Noir TV-series, this thesis will aim to analyse the representation of 

femininity and masculinity in the Nordic Noir TV-series Broen and Forbrydelsen. My main 

focus will lie on the female characters, as they are the main characters of these series, and the 

secondary focus will lie on the male characters as they function more as the female 

investigator’s “side-kicks”. Both in Forbrydelsen and Broen we see how the teams consisting 

of one female and one male investigator, who in the beginning are forced to work together, 

eventually form some sort of relationships that in many ways can be seen as slightly odd. The 
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female main characters in Forbrydelsen and Broen are often viewed as what one might call 

“unconventional”. It has been stated that the two female characters do not follow society’s 

expected gender norms, and they often find themselves criticised for this. Although the main 

focus and the starting point will be on the female characters, it is also important to investigate 

the men, as their masculinities are constantly being put to the test as a direct or indirect 

consequence of these female’s strong character traits. Because of the “masculine space” that 

the female characters invade, there is little room left for the men to be what we would think of 

as traditionally masculine, and it can sometimes look like they as a consequence take on traits 

associated with femininity in this binary division. This sort of “identity crisis” that arises in our 

male characters seems to be problematic for them. The research question I will look at in this 

thesis is:  

 

RQ: How are femininity and masculinity represented in the Nordic Noir TV-series Broen and 

Forbrydelsen?  

 

Related questions I would like to look at and answer are: 

- How is the representation of femininity and masculinity affecting the relationship 

between the characters?  

- In what ways can we talk about a switch in the character’s representation of gender 

roles, and how is it affecting the characters?  

 

The questions will try to answer both how femininity and masculinity are represented through 

the main investigators in the two series, and what consequences their enactments of femininity 

and masculinity have for the characters themselves, but also how it can affect other relationships 

in their lives.  

 

Clarifications  

The series chosen for the thesis are season one of Broen (2011) and season one of Forbrydelsen 

(2007). The reasons for choosing these series are several. First, I have chosen these series 

because of a genuine interest in them, and in the way the characters represent non-stereotypical 

gender roles. Secondly, I believe that these two series serve good examples of what happens 

when the female detectives more or less remove themselves from enacting traditional gendered 

stereotypes and therefore represents a different type of femininity that may have consequences 

for them as characters.  
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Although both series go under different names depending on language, Broen, Bron or The 

Bridge, and Forbrydelsen or The Killing, I will stick to the Danish names of both series, namely 

Broen and Forbrydelsen. Neither series are adaptions from books or other previous work, they 

are both original scripts. Also, these two series both have a female and a male investigator in 

the main roles who work together to solve the cases. In Broen, the two main characters get an 

equal amount of screening time. In Forbrydelsen, Sarah Lund gets more screening time than 

Jan Meyer, showing more of Lund’s private life.  

 

When it comes to Forbrydelsen, the series have several different storylines that would have 

been both possible and interesting to follow, such as the political aspect or the family dynamic 

of the family of the dead girl, Nana. For the sake of this thesis, the focus will lie on the storylines 

that revolve around the investigation and the private lives of the two main investigators.  

 

I will consequently refer to the main characters of Forbrydelsen, Sarah Lund and Jan Meyer, 

by their full name or only their last name, because that is how they refer to each other in the 

series. In Broen I will refer to the characters, Saga Norén and Martin Rohde, either by their 

entire name, or only their first name, because this is how they refer to each other in the series.  

 

There have been some obstacles along the way. What has been particularly problematic is to 

determine the feminist stance these women find themselves in. Although not all parts of post-

feminism fits into the roles of the female detectives presented here, they can still be envisioned 

as taking a greater part of the post-feminist development in the roles women have in society 

today.  

 
Research Strategy 

In the analysis I have chosen to separate the two series. First, I will analyse episode 1, 7, 10 and 

19 from the first season of Forbrydelsen, followed by episode 1, 2, 5 and 10 in the first season 

of Broen. All the episodes will be analysed separately, but some examples from different 

episodes may serve slightly the same points. Episode one has been chosen in both series because 

of the introductory nature a first episode has, and it is fruitful to see how the characters have 

evolved from the beginning of the series to the end of it. This is one of the reasons why I have 

chosen episodes that are in the beginning of the story, in the middle of it, and in the end. There 

were twice as many episodes in season one of Forbrydelsen season one than in season one of 

Broen, respectively twenty episodes versus ten episodes. In the analysis of each episode, I will 
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give detailed examples on situations and scenes that I believe strongest underline the points 

about the characters’ representation of femininity and masculinity, differentiations because of 

gender, gender roles in Nordic Noir and consequences and sanctions both the female and male 

characters meet when not complying to stereotypical gender expectations. The episodes have 

also thus been chosen strategically based on what I believe serve as the episodes with the 

strongest examples on the theme of gender representation, even though it should be mentioned 

that other episodes also serve as good examples on how femininity and masculinity is 

represented in the series and therefore other episodes could have been chosen.  

 

As underlined earlier, the main focus of the analysis will be on the female main characters, how 

they enact their gender, and how their male colleagues (Rohde and Meyer) work more as 

sidekicks, and how their gender representation in many regards are affected by the 

representation of the female characters. I will discuss their masculinities as well, but mostly in 

the light of Sarah Lund and Saga Norén. Other characters that work to underline the distinct 

traits of these female characters will also be included to varying degree. 

 

The method of this thesis is of a textual nature, where I let the theory chapter serve to underline 

and support my findings in the analysis. I have therefore not included a separate chapter on 

method. McKee (2003) says that “textual analysis is a way for researchers to gather information 

about how other human beings make sense of the world” (p.2). When performing textual 

analysis on a text, such as films, we make an educated guess “at some of the most likely 

interpretations that might be made of that text” (McKee, 2003, p.2).  The episodes chosen will 

be analysed with terms and concepts from feminist theory and gender theory as a base. A 

feminist backdrop and terms explaining femininity and masculinity, and their relation, provides 

me with a basis for pointing out specific examples from the chosen episodes. The terms 

introduced in the theory chapter, will serve as tools for analysing.  

 

 

The Course of the Thesis 

Because I in this thesis will concern myself with the representation of femininity and 

masculinity in the two Nordic Noir television series Forbrydelsen and Broen, and how gender 

roles change during the course of the series, it is natural to look into feminist theory and gender 

theory. I will therefore in the theory chapter give an introduction to the feminist backdrop we 

can read out of the two TV-series. I will give an introduction to post-feminism and see how the 
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female characters can be read as characters within the realms of a post-feminist society, 

reflecting women’s liberation, and the price that they pay for autonomy. I refer to Schmidt 

(2015) who talks about the alienation the female detectives might feel for their identity crisis in 

a post-modern society. The terms hegemonic masculinity as coined by Connell (1987), and 

pariah femininity by Schippers (2007) will also be presented and used as a tool to better 

understand what happens when the female and male detectives do not represent stereotypical 

gender roles. I will also briefly introduce the term “Representation”, as seen by Stuart Hall. 

Last but not least, I will give an introduction to the representation of gender, and especially 

females, in both the detective genre at large, but also more specifically in Nordic Noir.  

 

In the analysis, I will first focus on Forbrydelsen, then Broen. I will analyse the episodes 

separately to find answers on how representation is being represented through the male and 

female main investigators. The discussion and the analysis will not be two separate parts, I will 

seek to intertwine the two, where I present specific examples from the chosen episodes followed 

by an analysis and discussion around the importance of the particular scene.  

 

In the end, I will try to sum it all up in a conclusion. Here I will also present what I think would 

be interesting to research in the future regarding this topic.  
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2 THEORY 

 

The Feminist Backdrop 

Forbrydelsen and Broen are arguably feminist texts, because they offer a different narrative of 

gender, and can with their alternative representations of femininity and masculinity have an 

effect that is bigger than the text in itself (Schippers, 2012:74). Schippers (2012) says that: 

“Because we get our ideals about masculinity, femininity, sex and relationships from the stories 

we tell, the stories we tell matter” (p.74). And televised representations of gender roles, 

femininity and masculinity matter on how we view and talk about it in our everyday lives.  

 

Although there may be different takes on what “feminist glasses” to read texts from Nordic 

Noir with, Nete Schmidt (2015) analyse female detectives in Scandinavian crime fiction as 

post-feminist characters in her article “From Periphery to Center: (Post-Feminist) Female 

Detectives in Contemporary Scandinavian Crime Fiction”.  

 

Rosalind Gill (2007) claims that the notion of post-feminism has turned out to be one of the 

most important and challenged terms in feminist cultural analysis (p.147).  She argues that after 

almost two decades (now nearly three) of discussions as to what the term post-feminism has 

come to mean, there is still no agreement as to what post-feminism is. She claims that there is 

a problem with applying current notions of post-feminism to specific media analysis. She says 

that: “In order to use the term “postfeminism” for analytical purposes, at minimum we need to 

be able to specify the criteria used to identify something as postfeminist” (Gill, 2007, p.148). 

In the article “Postfeminist Media Culture: Elements of a Sensibility”, Gill’s (2007) aim is 

therefore to provide an understanding of post-feminism that can be used to analyse 

contemporary cultural content. She seeks to argue that: “postfeminism is best thought of as a 

sensibility that characterizes increasing numbers of films, television shows, advertisements and 

other media products” (Gill, 2007, p.148). Looking at post-feminism as a sensibility, Gill states, 

is to view post-feminist media culture as our critical object and not an analytical perspective. 

She goes on by saying:  

 
This approach does not require a static notion of one single authentic feminism as a 
comparison point, but instead is informed by postmodernist and constructionist 
perspectives and seeks to examine what is distinctive about contemporary 
articulations of gender in the media (Gill, 2007, p.148).  
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Some relatively stable aspects of post-feminist media culture’s discourses are: femininity as a 

bodily property, emphasis on self-surveillance, a new focus on the individual and individualism, 

empowerment and choice (Gill, 2007, p.149). As an example, Gill (2007) argues that the notion 

of self-surveillance is a new emphasis that occurs with the stress upon individuality and 

personal choice in post-feminist media culture. She says that: “In magazines, contemporary 

fiction and television talk shows, it is women, not men, who are addressed and required to work 

on and transform the self. Significantly, it appears that the ideal disciplinary subject of 

neoliberalism is feminine” (Gill, 2007, p.156). She argues that post-feminism articulates a new 

sensibility in a way that entangles both feminist and anti-feminist discourses (Gill, 2007, p.163). 

The constructions of contemporary gender relations can in this sense be seen as contradictory: 

“women are presented as active, desiring social subjects, but they are subject to a level of 

scrutiny and hostile surveillance which has no historical precedent” (Gill, 2007, p.163). It is in 

the contradictions of the post-feminist sensibility that this entanglement can be discovered:  
 

The patterned nature of the contradictions is what constitutes the sensibility, 
one in which notions of autonomy, choice and self-improvement sit side-by-
side with surveillance, discipline and the vilification of those who make the 
“wrong” “choices” (Gill, 2007, p.163).  

 

These aspects can also come to show that there might be a strong link between post-feminism 

and neoliberalism. In neoliberalism, the individuals are constructed as rational, calculating and 

self-regulating actors, and “must bear full responsibility for their life biography, no matter how 

severe the constraints upon their action” (Gill, 2007, p.163).  

 

In second-wave feminism, the focus lies on institutional and interpersonal arrangements that 

“systematically benefit men as a group and constraint women as a group” (Schippers, 2012:73). 

In contrast to a second-wave feminism, Schippers (2012) argues, a post-feminist perspective 

assumes that gender inequality no longer exists, and that women have the power to make 

individual choices about how they should lead their own lives. Third-wave feminism on the 

other hand, “builds on second-wave feminist contentions that gender inequality is 

institutionalized and interpersonal, but at the same time offers a way of thinking about, seeing, 

and using power that differs from both postfeminist perspectives and second-wave feminism” 

(Schippers, 2012, p.73). In a third-wave view, power is not in the hands of the individual, and 

it is not total and in the hands of men as a group that uses it against women as a group either. 

Schippers says that: “From a third-wave feminist perspective, power relations are multiple and 
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dynamic, and there are many strategies for manipulating power” (Schippers, 2012, p.73-74). 

Talking specifically about The Millennium Trilogy in a third-wave feminist perspective, 

Schippers (2012) argues that the main characters successfully reject gender hegemony, and in 

that way are able to work together to deploy “multiple tactics of power against their 

institutionalized and interpersonal enemies” (Schippers, 2012, p.74).  

  

It can be argued that there is an overlap between third-wave feminism and post-feminism in the 

sense that they both according to Schippers and Sapp (2012) define femininity as a “surface 

performance of circulating discourses about what a woman should be” (p.40). Schippers and 

Sapp (2012) argue that the key difference between the two stances is in the assumed context 

the performance is taken up. While third-wave (and second-wave) feminism places 

performance in broader relations of inequality, post-feminism “places performance within the 

context of individual choice and feelings about these choices” (Schippers & Sapp, 2012, p.40). 

They say that within post-feminism, femininity is a set of practices that women can choose 

from, and that this can make women confident, happy and proud. They say that:  

 
A post-feminist definition of femininity is one that defines femininity as a surface 
performance, that claims that performance as a matter of individual choice, that 
emphasises pleasure derived from a celebration of girlie-ness, and, crucially, does not 
acknowledge broader relations of systematic and structural gender inequalities 
(Schippers & Sapp, 2012, p.40).  

 

In second-wave feminism has been a focus on universalism and equality, and the binary 

categorisations such as man/woman or straight/gay were seen as standards. A central thought 

within second-wave feminism was that being feminist and being feminine were two 

contradictory notions, meaning that you could not be both. Unlike the second-wave tradition, 

post-feminism critiques this thought of mutual exclusivity, and argues that in the current it is 

possible to juggle several identities, meaning that it is possible to be both feminine and feminist 

(Schmidt, 2015, p.425). Drawing on work from scholars such as Adriaens (2009), Nete Schmidt 

(2015) explains how in post-feminism women have more than merely the two alternatives of 

being either the passive, oppressed and feminine object, or the hairy, masculine female without 

any make-up. In other words: the conventional ways of expressing femininity do not need to 

conflict with the notion of female power: “Post-feminist women are subjects in their own 

individual right, and they also have a choice of marriage, motherhood, and career, albeit still 

with censorship from more conservative, old-fashioned women” (Schmidt, 2015, p.425). As 

female detectives within, arguably, the realm of post-feminism, criticism and censorship might 
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come from other directions as well, and the freedom of choice that post-feminism claims exists 

does not necessarily mean getting rid of external critique and sanctioning. Not only does the 

female deal with censorship from conservative women, it would be appropriate to echo Schmidt 

(2015) and say that the female detective is indeed also to some degree exposed to the hierarchy 

of the patriarchal society in her workplace. Unlike second-wave feminism, Schmidt argues that 

to draw a distinction between being either the feminine woman or the feminist woman is 

oversimplified, and that the female crime stories we see today are more focused towards a 

gender-political agenda (Schmidt, 2015, p.428). Crime stories, and maybe especially from the 

Scandinavian region, often depict crimes conducted by men against women (a classic example 

being the Stieg Larsson’s The Girl With the Dragon Tattoo, with an original title that translated 

to English means “Men Who Hate Women”), “but while they re-establish the battle of the 

feminists (criticism of inequality, discrimination, prostitution, sex trade and violence), they are 

trying to paint a smoother, less polarized picture, offering women the opportunity to be both 

more “traditional” as well as to embrace careers” (Schmidt, 2015, p.428).  As we shall see later, 

this is not always an easy matter.  

 

One might argue that the female detectives in Forbrydelsen and Broen find themselves within 

the realm of post-feminism in the sense that they are individuals that are free to choose how 

they lead their own lives, although they do not have multiple identities as both feminine and 

feminist. These women can in many ways be seen as masculine, in that they are not particularly 

feminine looking or “groomed”, they take on many traditionally masculine traits, and they 

cannot be identified with the above-mentioned post-feminist definition of femininity that 

“emphasises pleasure derived from a celebration of girlie-ness” (Schippers & Sapp, 2012, p.40).  

They are individuals in their own rights but are in many ways still being sanctioned for not 

being women in “the right way”, and they do in some sense experience inequality as both 

institutionalised and interpersonal– something that could be regarded as third-wave in its 

essence. Schippers and Sapp (2012) argue that both post-feminism and third-way feminism 

defines femininity as a “surface performance of circulating discourses about what a woman 

should be”, the only difference between the two stances being the broader and structural 

relations of inequality versus the individual choice and feelings about these choices. This also 

follows the lines of Judith Butler, who says that: “gender identities are a discursive construction 

of what women and men should be” (Schippers & Sapp, 2012, p.29). It can be argued that 

neither Sarah Lund from Forbrydelsen or Saga Norén from Broen, as we will see later, follow 

accepted surface performances of circulating discourses about what a woman should be. But 
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they can be viewed as post-feminist based on Schmidt’s (2015) argument about how their 

“conflicted post-feminist gender role expectations” make the female investigators escape into 

“near-autism” or “near normless self-alienation”, hence they are paying the price for the mix of 

identities possible within post-feminist frames (Schmidt, 2015, p.425-426).  

 

Janet McCabe (2013), on the other hand, claims that when it comes to Forbrydelsen, gender is 

irrelevant because the accomplished women are everywhere, and they have achieved 

professional equality on the same level as men (p.121-122). She says that the representation of 

women in the workplace in Forbrydelsen (from legal practitioners and political advisors to 

detective inspectors, here represented by Sarah Lund), does not simply follow a liberal feminist 

idea about free lifestyle choice, nor does it adhere to the central principles of “power feminism” 

or post-feminism (Mccabe, 2013, p.122).  

 
It is almost as if the equality debate is beyond feminist theory while remaining deeply 
political nonetheless. There is never any discussion about women not having it all and 
the right for women to work is not ever in question: it is, in fact, normal for a woman 
to work, often combining a demanding career with motherhood (McCabe, 2013, 
p.122).  

 

McCabe (2013) suggests that Forbrydelsen and The Millennium Trilogy share this basic 

assumption that in the workplace, it is about skill and not gender, and when sexism occurs, it is 

rather as a problem of the male and especially the male criminals. She says that: “It is the 

murderers, sexual perverts and social psychopaths who split the world according to sexuality 

and select victims according to gender” (McCabe, 2013, p.122). There is an overrepresentation 

of male offenders in crime-series. This is also (I would assume) a correct representation of the 

real situation. But I would still need to disagree with McCabe. There might have been an 

achievement of gender equality in the workplace in Forbrydelsen and Broen as women in both 

series are well represented, but it could be argued that in these series, the female main characters 

are skilled at their jobs, and yet they somehow need to pay for it. This is especially true when 

it comes to Forbrydelsen. I base that assumption especially on R.W. Connell’s notion of 

hegemonic masculinity and M. Schippers’ notion of pariah femininities and how these terms 

work in the two Nordic Noir television series. I will return to this discussion in the analysis.   

 

It has been said that the crime story with a female protagonist, or what has been labelled “femi-

krimi”, is the most postmodern expression within literature. This is partly due to how it is known 

to show relatable aspects of women’s lives through the centrality of female characters (Schmidt, 
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2015, p.426). The crime story does therefore not only convey the story of the crime but merges 

with other genres, such as contemporary fiction, lifestyle fiction and melodrama (Schmidt, 

2015, p.426, Agger, 2011, p.114). Schmidt says that:  
 

The personal and professional roles of the protagonists illustrate how they deal 
with the entrenched male hierarchies at work, and there is a clear dichotomy 
between their private lives, which must function in spite of external pressure, 
and their overpowering professional personas (Schmidt, 2015, p.426-427).  

 

Annetmette Hejlsted has written in her “Femi-krimiens 10 Bud” (The Ten Commandments of 

the Femi-Crime story) that the femi-crime is closely related to the genre thriller, as it emphasises 

the depiction of the lives of the detectives. “In certain novels, a story forms about the detective 

that is as important as the crime plot itself” (Schmidt, 2015, p.427). Because of this split in the 

story (one being the crime, the other being the lives and conflicts of the female detectives), 

these stories can be read, according to Schmidt (2015), as a critical gender-political tool because 

of their focus on “the societal inequalities based on ingrown cultural perceptions of femininity 

and masculinity” (Schmidt, 2015, p.427). Hejlsted (2009) also underlines the realism-aspect of 

the crime story, and that the crime story’s plot, characters and world coincide with our basic 

assumptions of the world (Hejlsted, 2009:6). She claims that the crime story functions like a 

barometer for interpretations and attitudes toward “contemporary social constructions from the 

legal system to the welfare system, and perceptions of gender and ethnical minorities” 

(Hejlsted, 2009, p.6). Because the plot of crime stories according to Hejlsted (2009) contain an 

aspect of realism, it is even more important to analyse the representation of the gender roles of 

the characters and how the representation of femininity and masculinity through these 

characters can be based on a larger cultural perception of femininity and masculinity. It would 

therefore be fruitful to have a look at representation theory as presented by Stuart Hall.  

 

Representation 

According to Hall (1997), representation is the production of meaning through language (p.16). 

In his book Representation: Cultural Representations and Signifying Practices, he presents two 

relevant suggestions from the Shorter Oxford English Dictionary for the word representation, 

one of them being: “To represent also means to symbolise, stand for, to be a specimen of, or to 

substitute for […] (Hall, 1997:16). Hall (1997) says that representation is one of the central 

practices that produce culture, and this culture is about shared meanings. These meanings can 

only be shared through our common access to language, where the language works as a 
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representational system. Language is the aspect that has always been regarded as a central 

source of cultural meanings and values (Hall, 1997, p.1). Because we in language use signs and 

symbols to represent our feelings, concepts and ideas to other people, it makes language one of 

the “media” that feelings, thoughts and ideas are represented through in a culture. Hall says 

that: “Representation through language is therefore central to the process by which meaning is 

produced” (Hall, 1997, p.1).  

 

Language is able to construct meaning and enable people to build up a culture of shared 

understandings for us to interpret the world in roughly the same ways, because language works 

as a representational system, meaning that we in language – whether this is written text or 

produced images, such as film – use signs and symbols to represent our concepts to other 

people. Hall (1997) argues that in this way, representation through language is central to the 

process where meaning is produced (p.1). Therefore, the representations conveyed of 

femininity and masculinity through film or TV-series will contribute in building a culture of 

shared understandings on what femininity and masculinity is.  

 

According to Hall (1997), culture is mostly concerned with production and exchange of 

meanings between members of the culture, and to say that two people belong to the same culture 

is to say that they interpret the world in roughly the same way (p.2). It is the participants of a 

culture that give meaning to the people, things and events, rather than the things in themselves. 

Hall (1997) says that:  

 
In part, we give things meaning by how we use them, or integrate them into our 
everyday practice. […] In part, we give things meaning by how we represent them – 
the words we use about them, the stories we tell about them, the images of them we 
produce, the emotions we associate with them, the ways we classify and conceptualize 
them, the values we place on them (p.3).  

 

Culture is a part of all of those practices that are carrying meaning for us and that need to be 

meaningfully interpreted by others. Hall (1997) introduces the constructionist approach as one 

of three approaches to explain how representation of meaning through language works (p.24-

25). The constructionist approach recognizes the social character of language. This means that 

neither the things in themselves nor the users of language can fix meaning in language, but that 

we construct meaning by using representational systems, or concepts and signs. In this approach 

we must not confuse the “material world, where things and people exist, and the symbolic 

practice and processes through which representation, meaning and language operate” (Hall, 
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1997, p.25). This means that representation is dependent on the material world, because it is a 

practice that uses material objects and effects, but the meaning in itself depends on the symbolic 

function of the sign, and not the material quality of it. Hall says that: “It is because a particular 

sound or word stands for, symbolizes or represents a concept that it can function, in language, 

as a sign and convey meaning […] (Hall, 1997, p.26). But meaning is not just straightforward, 

transparent or fixed and it does not survive undamaged through the passage of representation 

(Hall, 1997, p.9). Meaning can change with context, usage and historical circumstances, and it 

is often connected to power, because meanings can decide what is “normal” and who is 

included, but therefore also define what is “abnormal” and who is excluded. Being connected 

to power, meanings are also often organized in opposing binaries, (such as man/woman) but 

Hall (1997) argues that these binaries are frequently being weakened, as different 

representations interact with each other (p.10).  

 

Hegemonic Masculinity and Pariah Femininities 

Representations of masculinity and femininity that have prevailed in the media landscape for a 

long time, and still to some degree does, are hegemonic masculinity and emphasised femininity. 

The term hegemonic masculinity, as described in the political sociology it sprung out of in the 

1980’s, was, at that time, understood as “the pattern of practice (i.e., things done, not just a set 

of role expectations or an identity) that allowed men’s dominance over women to continue” 

(Connell & Messerschmidt, 2005, p.832). Connell (1987) has stated that the interrelation 

between the forms of femininity and masculinity on the large scale is centred around one 

structural fact: “the global dominance of men over women” (p.183). The concept of hegemonic 

masculinity as a normative role or characteristics that only a minority of men might enact, as it 

was worked out in the 1980’s and 1990’s, did not only suggest men’s continuous power over 

women, but also drew a line of distinction from other types of masculinities, especially those 

that are subordinate (Connell & Messerschmidt, 2005, p.832). The concept of hegemonic 

masculinity did not mean violence, even though it could be supported by force; “it meant 

ascendancy achieved through culture, institutions, and persuasion” (Connell & Messerschmidt, 

2005, p.832). The definition of the hegemonic masculinity was set as: “the configuration of 

gender practice which embodies the currently accepted answer to the problem of the legitimacy 

of patriarchy, which guarantees (or is taken to guarantee) the dominant position of men and the 

subordination of women” (Schippers, 2007, p.87). When embodied by a number of men over 

space and time, it is legitimizing men’s domination over women.   
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The concept of hegemonic masculinity has been frequently used on research about men and 

masculinities, and Connell’s path-breaking conceptualizations of both hegemonic masculinity 

and multiple masculinities have been central in gender theory and influenced thinking about 

men, gender and social hierarchy (Connel & Messerschmidt, 2005, p.835, Schippers, 2007, 

p.85). But the conceptualization has also attracted criticism (Connell and Messerschmidt, 2005, 

p.835). The concept of hegemonic masculinity initially saw the relational character of gender 

hierarchy as central, and Connell underlined that hegemonic masculinity has no meaning 

outside its relationship to what was termed “emphasised femininity” or “to those femininities 

practiced in a complementary, compliant, and accommodating subordinate relationship with 

hegemonic masculinity” (Messerschmidt, 2012, p.58). Connell and Messerschmidt (2005) say 

in the article Hegemonic Masculinity. Rethinking the Concept, that gender is always relational:  

 
The concept of hegemonic masculinity was originally formulated in tandem with a 
concept of hegemonic femininity – soon renamed “emphasized femininity” to 
acknowledge the asymmetrical position of masculinities and femininities in a 
patriarchal gender order. In the development of research on men and masculinities, 
this relationship has dropped out of focus. This is regrettable […] (Connell & 
Messerschmidt, 2005, p.848).  

 

Connell (1987) says that there is no femininity that “holds among women the position held by 

hegemonic masculinity among men” (p.187). Because femininity in general is constructed in 

our society in the context of the overall subordination of women to men, emphasized femininity 

is “defined around compliance with this subordination and is oriented to accommodating the 

interests and desires of men” (Connell, 1987, p.87). While the concept of emphasized 

femininity focused on compliance to patriarchy, Connell and Messerschmidt see that gender 

hierarchies are also affected by new changes in women’s identity and practice (Connell & 

Messerschmidt, 2005, p.848). They argue that the understanding of hegemonic masculinity 

needs to incorporate a more full and inclusive understanding of gender hierarchy. One who is 

aware of adding this “mutual conditioning of gender dynamics” is Mimi Schippers (2007), who 

in the article “Recovering the Feminine Other: Masculinity, Femininity, and Gender 

Hegemony”, seeks to “recover the feminine other and place it in the centre of a theory of gender 

hegemony” (Schippers, 2007, p.86).  

 

Judith Butler says that gender is the “socially constructed binary that defines “men” and 

“women” as two distinct classes of people” (Schippers, 2007, p.89). Butler also says that while 

gender is constructed discursively, which creates an assumption that certain bodies, personality 
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traits or behaviours match up to one or the other category (Schippers, 2007, p.89-90).  Both 

Butler and Connell agree that the categories “woman” and “man” inhabit a great deal of 

symbolic meanings, and the symbolic meanings of gender difference “establish the origins […], 

significance […], and quality characteristics of each category […] (Schippers,2007, p.90). 

Schippers’ (2007) focus in her alternative model that is a re-work of Connells model, is on the 

quality content of the categories “woman” and “man”, and it is here, in the idealized quality 

content of the categories, she argues, that we can find the hegemonic significance of masculinity 

and femininity. She says that: “Embedded within the system of symbolic meanings that 

articulate and define gender positions and their relationships to each other are qualities members 

of each gender category should and are assumed to possess” (Schippers, 2007, p.90). Focusing 

on relationality, she says she can identify characteristics that underline the relationship between 

men and women as complementary and hierarchical. Characteristics of hegemonic masculinity 

can for example be: physical strength, authority and being inclined to use violence in conflict. 

Schippers (2007) underlines that these characteristics “guarantee men’s legitimate dominance 

over women only when they are symbolically paired with a complementary and inferior quality 

attached to femininity” (p.91). That means that feminine characteristics would be physical 

weakness or vulnerability, obedience or submissiveness and “an inability to use violence 

effectively” (Schippers, 2007, p.91). Even though there probably are few women and men who 

fully embody these relational characteristics, Schippers argues that the symbolic relationship 

that is established through the complementary characteristics that are hegemonic creates a 

“rationale for social practice more generally”. She continues by saying:  

 
Thus, the significance of masculinity and femininity in gender hegemony is that they 
establish symbolic meanings for the relationship between women and men that 
provide the legitimating rationale for social relations ensuring the ascendancy and 
dominance of men (Schippers, 2007, p.91).  

 

By continuing in the same patterns in social practice, the “quality content” or characteristics of 

femininities and masculinities do not only become the gender identities of individuals, but it 

becomes a collective repetition and idealized features of femininity and masculinity and provide 

a reason for “social relations at all levels of social organization” (Schippers, 2007, p.91).   

 
As individuals, groups, and societies use masculinity and femininity as the rationale 
for what to do and how to do it, and collectively do so on a recurring basis in different 
institutional settings, not just gender difference, but also the implicit relationship 
between genders become a taken-for-granted feature of interpersonal relationships, 
culture, and social structure. (Schippers, 2007, p.91) 
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In other words, gender difference and maybe more importantly, gender relationality is 

something that is institutionalized. She says that it is the “relationship articulated through the 

quality content of femininity and masculinity that is the central feature of gender hegemony” 

(Schippers, 2007, p.94). She creates some alterations in the definition of hegemonic masculinity 

as presented by Connell, explicitly adding femininity, and suggests the definition should rather 

be: “Hegemonic masculinity is the qualities defined as manly that establish and legitimate a 

hierarchical and complementary relationship to femininity and that, by doing so, guarantee the 

dominant position of men and the subordination of women” (Schippers, 2007, p.94). Adding 

space for the centrality of the relationship between masculinity and femininity in this definition, 

Schippers argues there is now a conceptual space for hegemonic femininity, which she then 

defines similarly like this:  
 

Hegemonic femininity consists of the characteristics defined as womanly that 
establish and legitimate a hierarchical and complementary relationship to 
hegemonic masculinity and that, by doing so, guarantee the dominant position 
of men and the subordination of women (Schippers, 2007, p.94).   

 

Connell (1987) has said that “Femininity organized as an adaption to men’s power, and 

emphasizing compliance, nurturance, and empathy as womanly virtues, is not in much of a state 

to establish hegemony over other kinds of femininity” (Connell, 1987, p.188). She also says 

that: “All forms of femininity in this society are constructed in the context of the overall 

subordination of women to men. For this reason there is no femininity that holds among women 

the position held by hegemonic masculinity among men” (Connell, 1987, p.186-187). 

Schippers (2007) disagrees with this and argues that even though the relation between 

hegemonic masculinity and hegemonic femininity is a relationship where the masculine and 

men are the dominant factor, hegemonic femininity holds a dominant position over other 

femininities to keep the gender order and male domination in check (Schippers, 2007, p.94). 

She believes that the statement above made by Connell only is possible if femininity and 

masculinity are conceptualized in isolation from each other but says that they should not be. 

The relationship between masculinity and femininity should be placed in the centre of gender 

hegemony: “If gender hegemony is produced through the relationship between femininity and 

masculinity, our efforts to identify multiple and hierarchical configurations of masculinities and 

femininities must also focus on this relationship” (Schippers, 2007, p.94). And what we get are 

gender qualities clustered together into structures that are constructed against the idealized 
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relationship between masculinity and femininity. If hegemonic gender relations depend on the 

symbolic construction of characteristics that differentiate men from women and legitimates 

men’s social dominance over women, these specific characteristics (desire for the feminine 

object, physical strength, authority etc.) must remain unavailable to women (Schippers, 2007, 

p.94).  

 
To guarantee men’s exclusive access to these characteristics, other configurations of 
feminine characteristics must be defined as deviant and stigmatized. This is needed to 
define the ideals for femininity, but also to ensure swift and severe social sanction for 
women who take on or enact hegemonic masculinity (Schippers, 2007, p.95).  

 

If women embody or act out characteristics reserved for men, they are seen as threatening to 

the male dominance, and contaminating to the hierarchical relationship between masculinity 

and femininity required for gender hegemony. Schippers (2007) does not call this set of 

characteristics or deviant demeanour subordinate femininities, but rather pariah femininities 

because of the contaminating character it has to the relationship between femininity and 

masculinity. When women practice features of hegemonic masculinity they will often be 

stigmatized and sanctioned because it challenges the hegemonic relationship between 

masculinity and femininity. For a woman to inhabit one of the characteristics of hegemonic 

masculinity – desire for the feminine object, physical strength or authority - is seen to also 

contaminate her as an individual, and she becomes a type of person – “a lesbian, a “slut”, a 

shrew or “cock-teaser”, a “bitch” (Schippers, 2007, p.95). Schippers (2007) says that: “Not only 

do the characteristics become master statuses for women who exhibit or enact them, these 

women are considered socially undesirable and contaminating to social life more generally” 

(Schippers, 2007, p.95).  

 

Even though pariah femininities are the “quality content of hegemonic masculinity enacted by 

women”, they are constructed as feminine and not masculine when acted out by women 

(Schippers, 2007, p.95). To make hegemonic masculinity something completely different when 

acted out by women is to ensure that hegemonic masculinity’s only legitimate enactment stays 

in the hands of men. For example, when a woman is authoritative she is not masculine, but she 

is rather a bitch. She is being sanctioned and feminized at the same time.  

 
The symbolic construction of pariah femininities, then, is a central feature of gender 
hegemony and, as such, central to the very real, material sanctions exacted on women 
who embody them (Schippers, 2007, p.96).  
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Men who embody hegemonic, feminine characters, the opposites to that of hegemonic, 

masculine characters: desiring to be the object of masculine desire, physically weak, or 

compliant, will also be met with social sanction. Because masculinity always must be superior, 

anybody who enacts hegemonic characteristics that do not add up to their gender category will 

be stigmatized as problematic and maybe more importantly, feminine. Therefore, we cannot 

call these pariah masculinities or subordinate masculinities because there are no masculine 

characteristics that are deemed subordinate or contaminating, but femininity is. Schippers uses 

homosexuality as an example of hegemonic femininity enacted by men and says that: “Men’s 

homosexual desire and being weak and ineffectual are not symbolically constructed as 

problematic masculine characteristics; they are constructed as decidedly feminine” (Schippers, 

2007, p.96). The term “subordinate masculinities” coined by Connell is by Schippers (2007) 

therefore substituted with “hegemonic femininity enacted by men” (p.96).  

 

Gender in the Detective Genre 

It has been stated that Nordic Noir represents something that is particularly Scandinavian, both 

when it comes to aesthetics and characters. As part of the history of the crime fiction tradition, 

Nordic Noir naturally builds upon other and previous detective genres, and it is therefore fruitful 

to take a look at the history of crime fiction and its representation of gender.   

 

According to Philippa Gates (2011), scholars have in the recent years tended to explore film 

genres as the product of specific socioeconomic and industrial moments and not as a consistent 

body of films that goes over a long period of time (p.15). She says that:  

 
The detective genre as a term, then, does connote consistency over the decades as it 
identifies a group of texts with the common topic of the investigation of a crime and 
the common structure of the detective as protagonist; however, the genre is not 
cohesive in terms of its representation of female detectives. (Gates, 2011, p.15)  

 

There have been several subgenres of crime fiction, from the “whodunits” of Sherlock Holmes 

and the private eye character as depicted by Humphrey Bogart in film noir productions from 

the 1940’s, to the police procedurals (Cavender & Jurik,1998, p.12). What might be common 

for all of these subgenres is that they have at all times tended to be male dominated in the sense 

that the main character, the police investigator and the solver of the case, is most often a man. 

Feminists tend to criticize the way that women are depicted in the genre (Cavender & Jurik, 
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1998, 12). Both Sally Munt and Kathleen Gregory Klein see the genre as a misogynistic genre, 

mostly because violence is most often directed at women (Cavender & Jurik,1998, p.12, 21). 

“Women appear as sex objects, as seductresses (femme fatale characters), or as victims” 

(Cavender & Jurik,1998, p.12-13). It is most often men that conduct the violence against 

women. Some claim that men’s violence against women in the genre is not simply the product 

of a few men, but rather a product of the more overall patterns of society’s gender hierarchical 

system, seen as masculine domination and feminine subordination (Cavender & Jurik, 1998, 

p.22). Exploring this gender difference even further, Klein points out that both the detective 

and the criminal typically are male, and if and when the detective is a woman, it is no longer 

sure whether or not she will be able to solve the crime (Gates, 2011, p.19). The early history of 

the crime fiction, whether it being the British detective, or the tough, middle-class and 

hardboiled American detective, is what Gates points out, also the history of the male detective. 

She says that “it has overshadowed that of the female detective and her place both in detective 

fiction and film” (Gates, 2011, p.17).  

 

The female detective first appeared in the 1860’s in British fiction, and in the 1880’s in 

American fiction. Catherine Ross Nickerson has stated about determining the first presentations 

of the female detectives that: “we can call them detectives (as we do Agatha Christie’s Jane 

Marple) when they compete with, supplant, supplement, or correct a more official, male-headed 

investigation” (Gates, 2011, p.20). The American dime novel died out by the time of the great 

depression, and so did the American female detective until she turned up again in the silent 

movies (Gates, 2011, p.23). At this point, the detective fiction had “justified” the typically 

masculine doings of the female detective by different strategies:  

 
(1) that she employed her skills only to clear the name of a loved one; (2) by making 
her the assistant of a male relative; (3) by reuniting her with a male love interest at the 
end of the adventure; or (4) by suggesting that her crime-fighting career is over with 
the solution of this sole case (Gates, 2011, p.24).  

 

Often in early detective fiction, for a female detective not to be married signalled her failure as 

a woman (Gates, 2011, p.33). Similar remarks have been made about detective fiction in 

typically the 1980’s and the 1990’s, and it could be argued that the same remarks have occurred 

in Nordic Noir content as well. What has been called the “problem” of the female detective in 

film has often been worked out with what Andrea Walsh terms the “femininity-achievement 

conflict” (Gates, 2011, p.33). What she means by this is that the female detective’s “feminine” 
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success rests on her ability to receive a marriage proposal, and her “masculine” success is 

determined by solving the case (Gates, 2011, p.33).  But it can prove to be difficult to be 

successful in both domains. In the article “Picturing the Female Dick: The Silence of the Lambs 

and Blue Steel”, Linda Mizejewski (1993) states that the whole idea of sexual difference is at 

stake in the cinematic representation of the professional female investigator. She argues that 

the mere presence of the female investigator threatens to disturb already existing power 

relations, and that her presence is “calling into question not just her own heterosexuality but 

that of the entire (homosocial) male milieu that she has infiltrated […]” (Mizejewski, 1993, p. 

6). The challenge the female investigator imposes upon gender hierarchy, the gender 

relationality and thus the gender balance, would often have to be fixed by adding elements to 

the story that would regain her femininity. Looking particularly at detective films from the 

1980’s and 90’s, Mizejewski argues that the “problem” of the female detective taking on a 

traditionally male position was in that time most easily resolved through recognizable 

heterosexual strategies like: 

 
The excessive fetishization and domesticization of the female detective […]; the 
imposition of a romantic subplot[…]; the glamorization[…]; the heterosexual 
partnership […]. An alternative resolution of the female dick problem in cinema has 
been to represent her as a Hollywood version of the lesbian, thereby associating her 
with another kind of “illegitimacy” (Mizejewski, 1993, p.6-7). 1 

 

As the slang word for detective suggests, the female “dick” problem raises a considerable threat 

to heterosexual norms set by mainstream cinema (Mizejewski, 1993, p.6). Going back to the 

early female detectives of the American dime novel, Kathleen Gregory Klein argues that none 

of them were portrayed as a complete detective and a complete woman at the same time. 

Echoing Mizejewski and her concept of illegitimacy, they would all be set up to either prove 

their femininity or to be branded as something unnatural. This would in many instances account 

for the “failure” of the female detective as a woman as her ambition and success as a detective 

are unnatural traits and does not go along with the notion of femininity and female qualities of 

being nurturing, domesticated and attractive to men (Gates, 2011, p.33).  

 

The media are central actors in spreading information about culturally dominant images of 

gender, and thus media’s images of female detectives stand out as a dominant representation 

(Cavender & Jurik, 1998, p.11). In the intro to the article “Jane Tennison and the Feminist 

                                                
1 Dick refers here to the short term for Detective.  
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Police Procedural”, a gender analysis of the crime TV-series Prime Suspect, Cavender and Jurik 

(1998) writes:  

 
Hegemonic images of masculinity and femininity are conveyed to the millions of 
viewers who everyday turn on their sets to watch hours of TV programming. The 
popularity of a woman-centered TV detective series is significant given the rarity of 
strong women in such programming. Usually, women appear as one-dimensional 
stereotypes. However, some argue that a new feminist crime genre has emerged that 
offers progressive images of strong, independent women in search of truth and justice 
(Cavender & Jurik, 1998, p.11). 

 

In the television movie Prime Suspect, an investigation of two murdered women has a damaging 

effect on the main character Jane Tennison’s personal life. As a female she possesses several 

traditionally male characteristics and is conveyed as being different, not unlike the female 

protagonists of Broen and Forbrydelsen, Sarah Lund and Saga Norén: “She drinks and smokes 

and curses; she even wears a trench coat. She is aggressive and relentless. She works long hours 

sorting evidence and interpreting the facts” (Cavender & Jurik, 1998, p.18). She is also often 

reminded that she is a woman in a “man’s world”. When asking to lead the murder investigation, 

the response she gets from the DC’s is: “This is not the right time [….] Now’s not the time to 

shove your women’s rights down my throat.” (Cavender & Jurik, 1998, p.18). Her devotion to 

her job and the investigation also damages her relationship with her lover (Cavender & Jurik, 

1998, p.20). With this example, one could say that in some ways the female detective cannot 

win. On the one side she possesses traditionally masculine traits such as rational thinking, tough 

action and is ambitious about her career, so she has to prove her femininity in order to be 

socially accepted. On the other side, because she is a woman, it would be difficult to take on a 

typical “man’s job” without some sort of negotiation or justification first (Gates, 2011, p.33).  

 

It has been argued that the female characters of TV-series labelled Nordic Noir are defying old 

traditional rules about the representation of the female (McCabe,2013) and that there has been 

a turn of the stereotypical gender roles in Scandinavian crime fiction in general over the years 

(Agger, 2011). When talking about masculinity in film, Gates (2006) says that like femininity, 

it is a consequence of reactions to changing social conceptions of masculinity in an attempt to 

“re-imagine those fragmented, changing, and contradictory notions of masculinity into a unified 

an unproblematic image of masculinity for its audiences” (Gates, 2006, p.6). This means that 

there might be a bigger acceptance for different types of masculinity in film now.  But even 

though the thought of masculinity and femininity in many cultures and over history has been 
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seen as a more or less binary opposition, men might now be faced with the expectation of 

showing character traits that are seen as traditionally masculine at the same time as they often 

have to display traits that are traditionally associated with femininity (Gates, 2006, p.29). But 

Gates (2006) argues that:  

 
[…] contemporary Western society does not necessarily recognize the multiplicity of 
masculine experience and tends to prescribe a standard masculine role to its male 
subjects regardless of their individuality. That role is then problematic for individuals 
to fulfil because it does not necessarily correspond to their actual experiences in 
society because it can embody conflicting expectations of the characteristics of 
masculinity (Gates, 2006, p.29).  

 

So even though masculinity today can mean to possess different kinds of traits than previously, 

there are still expectations for men to inhabit more traditional masculine qualities. An 

interesting question to answer is in what ways the female and male detectives slightly move or 

fully remove themselves from traditional feminine and masculine gender roles and take on roles 

that are traditionally seen as stereotypical for the other gender, and what this does to the 

representation of their characters. Gunhild Agger has stated that the Scandinavian crime fiction 

genre tends to be social, and typically ask the question: “In which ways does crime fiction 

present, describe, mirror, distort and discuss prevalent tendencies in a modern welfare state?” 

(Agger, 2011, p.113). A possible answer could be in the way that Scandinavian crime fiction 

represents gender.  

 

Femininity and Masculinity in Nordic Noir  

Scandinavian crime fiction and Nordic Noir is often claimed to be “the vehicle for the urge to 

explore the relationship between crime and society in a modern welfare state” (Agger, 2011, 

p.113). Gunhild Agger (2011) says that a dominant approach to Scandinavian or Nordic fiction 

is social in its essence, and typically asks the questions: “In which ways does crime fiction 

present, describe, mirror, distort and discuss prevalent tendencies in the modern welfare 

society?” (Agger, 2011, p.113). According to her, the social “touch” in crime fiction from this 

area is labelled as crime fiction with a social conscience in a Nordic setting (Agger, 2011, 

p.111). McCabe (2013) says: “Scandinavian crime fiction interwove realism with a radical 

political agenda in order to critique society and analyse the state of a nation” (McCabe, 2013, 

p.120). These television series from Scandinavia are capable of encouraging public debates and 

ask questions about such as causes of crime and gender in the police force in real life (Agger, 

2011, p.113).  
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The impact of socially engaged Nordic Noir content or Scandinavian crime fiction both locally 

and internationally can, according to Agger (2011), be explained by its emphasis on the notions 

of emotion and gender, as well as its mix of genres, adding on especially melodrama and thriller 

to the classic police procedural (Agger, 2011, p.111). Her opinion is that the emotional appeal, 

supported by the notion of gender and a genre-mix, that this content provides, can help account 

for the vast engagement because the viewers get emotionally involved (Agger, 2011, p.114). In 

crime fiction made for TV, the emotions often lie in the actions and expressions of the 

perpetrators and the victims, while the investigators often suppress their own emotions, putting 

their private lives on stand-by (Agger, 2011, p.116). But because gaining sympathy from the 

audience lies in the expressing of emotions, the investigator’s problem is how to administer 

these inevitable emotions, something that again will depend on genre administration (Agger, 

2011, p.116).  

 

Focusing mainly on Forbrydelsen, Agger (2011) points out how emotion, gender and genre-

mix is central in the series, and says she has a basic understanding that Forbrydelsen 

“undertakes a revision of the traditional social and gendered positions of crime fiction” by:   

 
[…] (1) performing a reversal of masculine and feminine stereotypes, complicating 
the role models for a female lead presented in previous crime series, (2) exhibiting the 
invalidation of family life in the process and (3) making the genre mix […] and the 
style (film noir) essential ingredients in conveying this to the viewer in a way that 
both provokes debate and is emotively impressive (Agger, 2011, p.114).   

 

Most of the investigators from Nordic Noir are characters that are not so one-dimensional as 

they used to be in TV crime fiction. While it is commonplace to get a glimpse of both 

professional and private life of the investigators, they are often, both male and female, 

workaholics dedicated and sometimes even obsessed to solve the crime they are investigating 

(Agger, 2011,p.116). Agger points out that the two genders are to some degree very similar in 

Scandinavian crime series: there are very few happily married couples represented in 

Scandinavian crime fiction. The detective inspectors and the superintendents are more often 

than not unmarried or divorced, and if they have been married, they are often single parents to 

a child. Both Jan Meyer in Forbrydelsen and Martin Rohde in Broen are happily married (for 

Martin’s case at least in the first half of the first season), while Sarah Lund is in a troubled 

relationship with a Swedish man and is a single mother to her teenage son from a previous 

relationship, and Saga Norén is single without children, and her intimate relationships is 
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restricted to sexual encounters with random men she picks up in nightclubs. The statement by 

Karen Klitgaard Povlsen that the main problem of the female investigator often is to “learn how 

to administer their gender and role as a mother, professionally when working”, (Agger, 2011, 

p.117) could be argued does not apply to Saga Norén as her private life is kept to a bare 

minimum. But it might apply when talking about Sarah Lund as a mother of a teenage boy, 

feeling insufficient as a mother time after time.  

 

Women are generally a minority in the police force, which according to Cavender and Jurik 

(1998) heightens their visibility (Cavender & Jurik, 1998, p.14). They say that:  

 
This visibility, combined with negative expectations about women’s ability to do 
police work, subjects women to greater scrutiny than men. To be viewed as minimally 
competent, women must exceed normal work expectations. However, highly 
competent women also threaten male co-workers (Cavender & Jurik, 1998, p.14).  

 

Successful women in the police force can, according to Cavender and Jurik (1998), challenge 

male investigator’s sense of self to the extent that police work and masculine identity are 

intertwined, as she as an outsider can undermine the historical links between doing a good job 

as a police officer and masculine skills (Cavender & Jurik, 1998, p.14).  

 

In her analysis of Forbrydelsen, Agger points out what she sees as a swapping and mirroring 

of normative gender roles between the main characters. In other words, her thought is that the 

female investigator, Sarah Lund, switches to enacting a traditionally primarily male-dominated 

role, and vice versa (Agger, 2011, p.118). The thought is that both Sarah Lund and Jan Meyer 

start off as representing standard gender stereotypes, Sarah Lund is about to leave Copenhagen 

to live with her boyfriend and her son in rural Sweden, and Meyer is the eager, confronting 

investigator who is impatiently waiting for her to leave so he can take over her job. In the course 

of the show, this shifts in several ways where Meyer seems to grow closer to his family and 

Lund only grows further apart from hers. It might be argued that there is a shift in roles in Broen 

as well, but it is rather the other way around. In the beginning of season one, Saga Norén is not 

our typical female character, nor is she maybe not even the typical investigator either. She lives 

alone in an apartment that is filled with books and papers, and she clearly is a workaholic, a 

trait she shares with Sarah Lund. She drives a Porsche, speaks whatever is on her mind and 

picks up men and has sex with them at her apartment merely for pleasure. Her colleague Martin 

Rohde is married with five children and lives a rather quiet life in a big house with his family 
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a bit outside of the city centre of Copenhagen. He starts off rather feminine, she rather 

masculine.  

 

I believe that the men in the police force in these series have some problems with these women 

being different, and maybe us as viewers have a problem with it as well. The problem the men 

might have in positioning themselves in an atmosphere where the women take on masculine 

traits can be, I argue, to categorize them, not only within a box of pariah femininity, but also 

explaining their unconventional gender performances with some sort of mental 

dysfunctionality.  

 

Alienated and Dysfunctional Characters?  

Sarah Ahmed (2010) talks about how the feminist is a killjoy, an affect alien that spoils the 

happiness of others by refusing to convene or meet up over happiness and is thus the one who 

ruins the atmosphere (Ahmed, 2010, p.581-582). She points out that to be recognized as a 

feminist is to be “assigned to a difficult category and a category of difficulty. You are already 

read as not easy to get along with when you name yourself a feminist” (Ahmed, 2010, p.582). 

In her article “Killing Joy: Feminism and the History of Happiness”, Ahmed (2010) quotes 

Marilyn Frye who says that: “this means, at the very least, that we may be found to be “difficult” 

or unpleasant to work with, which is enough to cost one’s livelihood” (Ahmed, 2010, p.583). 

Ahmed quotes Frye further, who says:  
 

It is often a requirement upon oppressed people that we smile and be cheerful. 
If we comply, we signify our docility and our acquiescence in our situation. 
To be oppressed requires that you show signs of happiness, signs of being or 
having been adjusted.” As a result, for Frye, “anything but the sunniest 
countenance exposes us to being perceived as mean, bitter, angry or dangerous 
(Ahmed, 2010, p.582).  

 

She says further that feminists can be affectively alien or alienated when not experiencing 

pleasure from “proximity to objects that are attributed as being good” (Ahmed, 2010, p.580). 

The promise of happiness, Ahmed (2010) says, is: “if you do this or if you have that, then 

happiness is what follows” (Ahmed, 2010, p.576). The way that we can be directed toward 

happiness suggests that objects can be affects before we have even faced them. There is an 

understanding that some objects are known to make you happy, and you know that before even 

experiencing it. But an object might be understood to give us happiness without even having 
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affected us in a good way. According to Ahmed, feminists can kill the joy or happiness of 

others, be killjoys: 
They disturb the very fantasy that happiness can be found in certain places. To kill a 
fantasy can still kill a feeling. It is not just that feminists might not be happily affected 
by the objects that are supposed to cause happiness but that the failure to be happy is 
read as sabotaging the happiness of others. Feminists might be strangers at the table 
of happiness (Ahmed, 2010, p.582).  

 

Feminists can be read as being unhappy in a way that situations of conflict and power are 

understood as the unhappiness of feminists rather than what they are unhappy about. As a 

feminist you might be affectively alien because you affect others in the wrong way: “your 

proximity gets in the way of other people’s enjoyment of the right things, functioning as 

unwanted reminder of histories that are disturbing, that disturb an atmosphere” (Ahmed, 2010, 

p.584).  

 

In the The New York Times Magazine article TV’s New Wave of Women: Smart, Strong 

Borderline Insane from 2013, Heather Havrilesky says that at first glance, the current looks like 

a great moment for women on television with many smart women entering our living rooms 

through our screens. She continues: “But I’m bothered by one persistent caveat: that the more 

astute and capable many of these women are, the more likely it is that they’re also completely 

nuts” (Havrilesky, 2013). She goes on by saying that these women are depicted as volcanoes 

that could erupt at any moment, and even worse: “the very abilities and skills that make them 

singular and interesting come coupled with some hideous psychic deficiency (Havrilesky, 

2013).  

 

Barry Forshaw (2013) describes Sofia Helin’s and Kim Bodnia’s characters Saga Norén and 

Martin Rohde like this: 

 
Helin’s eccentric Saga Norén certainly possessed the capacity to become as much of 
a cult figure as The Killing’s Sarah Lund – though she takes the latter’s lack of 
interpersonal skills to almost cosmic levels, showing a hilarious inability to relate to 
other human beings. In this area, she makes Lisbeth Salander look like an agony aunt. 
[…] Sofia Helin […] balances the schizophrenic elements of her character with total 
understanding, while Kim Bodnia, functioning as the viewer’s eyes (through which 
we review his eccentric partner), does quite as well with a far less showy part. 
(Forshaw, 2013, p.135).  

 

Here Saga Norén is described as a person with character traits that are schizophrenic, echoing 

the many news- and magazine articles that take a guess on what her mental disability could be. 
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There are also scholars who have commented on the mental state of female crime solvers on 

screen. Nete Schmidt (2015) is one of them. She claims that Saga Norén is a high-functioning 

autistic/Aspergian, although the character’s mental health has never been stated in the series. 

About Sarah Lund from Forbrydelsen, she says that she is socially dysfunctional (Schmidt, 

2015, p.451). Schmidt also describes both Sarah Lund and Saga Norén as “obstinate workaholic 

rule-breakers”, who time and time again take unorthodox and sometimes questionable paths 

towards solving crimes (Schmidt, 2015, p.451, 445). She claims that the female detective’s 

conflicted post-feminist gender role expectations result in them escaping into a state of “near-

autism or near normless self-alienation” (Schmidt, 2015, p.426). According to her, they both 

achieve what psychologist Mihaly Csikszentmihalyi calls “flow”, which is a “channel between 

boredom and anxiety where a person’s skills and capacity to act are just balanced with the 

person’s challenges” (Schmidt, 2015, p.445). In other words, “flow” can be described as “a 

state of total absorption in a given activity, entailing strong concentration and focused attention 

along with a loss of feelings of self-consciousness” (Schmidt, 2015, p.451). But these women 

do not achieve this flow through what we would call socially accepted “female” activities or 

normal job responsibilities, but rather: 

 
(…) they resolve the anxiety or angst-inducing condition of general frustration 
associated with the conflict between actual responsibilities to oneself, one’s 
principles, and others by escaping into near autism, pitting their skills against those of 
their male partners, and sinking into a state of near normless self-alienation (Schmidt, 
2015:445-446).  

 

In Sarah Lund’s case, Schmidt (2015) points out that she is an anxious character not in the sense 

that she fears the mysterious crimes and the unknown, because this provides her with the 

challenges she desires and needs to survive. The anxiety is rather an “inseparable and necessary 

element of social alienation, or more exactly, self-estrangement”, and that it is this channel 

between the skills of social interaction and crime-solving that defines her personality (Schmidt, 

2015, p.448-449).  

 

We can think of the post-modern self as relationally constituted, meaning that the self has been 

redefined as no longer being an essence in itself, but rather is relational. Kenneth Gergen argues 

that in the post-modern world, selves might be expressed through relationship, placing 

relationships in the central position that has previously been occupied by the individual self. 

“[Thus] one’s sense of individual autonomy gives way to a reality of immersed 

interdependence, in which it is relationship that constructs the self” (Schmidt, 2015, p.449). It 
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has been argued that social relationships are often characterized by physical closeness and some 

form of psychological distance, and Schmidt (2015) therefore argues that: “A self constructed 

through relationships characterized by psychological distance finds itself between a rock and a 

hard place and with a flawed core” (Schmidt, 2015, p.449). The outcome for not being able to 

identify or follow what is understood to be the dominant values of a society can lead to 

normlessness and alienation. For women, such dominant values often involve “fulfilment 

through wifehood, motherhood, domesticity, and female friendships” (Schmidt, 2015, p.450). 

Neither Saga Norén nor Sarah Lund fulfill any of these categories, although Lund is a mother. 

Devorah Kalekin-Fishman says that a person suffers from alienation through powerlessness 

“when she is conscious of the gap between what she would like to do and what she feels capable 

of doing” (Schmidt, 2015, p.450). Melvin Seeman says that normlessness “denotes the situation 

in which the social norms regulating individual conduct have broken down or are no longer 

effective as rules of behaviour” and that “the anomic situation…may be defined as one in which 

there is a high expectancy that socially unapproved behaviours are required to achieve given 

goals” (Schmidt, 2015, p.450). Both Saga Norén and Sarah Lund are arguably both living in an 

anomic situation and an existence of normlessness. “They […] discard socially acceptable 

behaviour, and being female underscores their normlessness, but they crave the process of 

uncovering and facing the ugliness inherent in crimes in order to exist (Schmidt, 2015, p.450). 

Reaching their “flow” through “sinking into a state of near autism and pitting their skills against 

their male partners” leaving them to be self-alienated and normless, in a state where they are 

not conscious of themselves, in some sense prevents these characters to create and lead socially 

fulfilling lives and relationships. Schmidt says that: “To varying degrees, their sole strength lies 

within the criminal environment, not normal everyday life” (Schmidt, 2015, p.451).  

 

But does this alienation stemming from their obsessive need to solve crimes, dedicating all their 

time, energy and life to their work, make these women crazy? A question that could be raised, 

but not answered here, is why are similar male characters envisioned as alienated or crazy?  

Why is it so that we as viewers get a feeling of sympathy towards the sidekicks of the show, 

Martin Rohde and Jan Meyer, for having to deal with these women, when in fact they are being 

straight up mean to these women in several instances (Meyer tries to steal Lund’s job, he wants 

her to just leave, yells at her and refuses to take her orders. Rohde yells at Norén in multiple 

occasions for her lack of social skills, cheats on his wife, shoots an innocent woman in the arm 

to save his son). 
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Even though this thesis concerns itself with both the notions of femininity and masculinity in 

the Nordic Noir genre, I would still argue that the way to analyse and rationalize the way the 

male characters behave, is best shown through the female characters. The general thought is 

that the male detectives in the female/male-duos in both the series work more as “sidekicks” to 

the females. I believe that Jan Meyer is a character whose function is to underline and strengthen 

the characteristics of Sarah Lund that represent her as working outside the law, taking the case 

into her own hands and constantly battling the system and its gender norms. And even though 

Martin Rohde has a clearer role than Jan Meyer, his functions are, I would argue, more or less 

to back up and amplify Saga’s character. But it is still important to take into consideration both 

male and female characters to analyse the duality, the differences between them, and what the 

consequences of stepping outside of gender norms will be for both male and female. There can 

be clear evidence that the male characters also act outside the norm of traditional masculinity, 

but this is in many regards, I would argue, in relation or as a reaction to the way the female 

characters are and act. I therefore think it is crucial that we make the female characters the 

starting point and see the male characters’ personality more as a reaction to the strong female 

characters. 
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3 ANALYSIS 

 

The Bridge and The Killing – An introduction  

Both Broen and Forbrydelsen are Scandinavian TV-series productions in what has been 

labelled Nordic Noir. Forbrydelsen is a Danish production by Danmarks Radio (DR) made in 

collaboration with other production companies such as the Swedish Public Broadcaster, 

Sveriges Television (SVT), and the Norwegian Public Broadcaster, Norsk Rikskringkasting 

(NRK). (IMDB, 2018b) The first season of Forbrydelsen aired in Denmark in 2007. The series 

consists of three seasons with twenty episodes in the first season, and ten episodes in each of 

the last two seasons. The series has gained much success both inside and outside the 

Scandinavian countries, and it can be argued that Forbrydelsen has helped subtitled content 

from the Nordics, but also other countries, to really enter onto TV-screens in English-speaking 

countries. Its success shows in the several nominations and wins the series has received for 

prestigious international awards for television: British Academy Television Awards (BAFTA), 

Monte-Carlo TV Festival and the International Emmy awards, just to name a few. In 2011 the 

American version of the series titled The Killing aired, an adaption close to the Danish original 

but with some alterations in the plot.  

 

The plot in season one of Forbrydelsen is set to the Danish capital, Copenhagen, where we 

follow the two main characters Detective Chief Inspector Sarah Lund and her colleague Jan 

Meyer as they investigate the murder of Nanna. The story of the first season runs over 21 days, 

from November 3rd to November 24th. In the first episode of season one, we meet Lund on her 

last day at work in the police unit. She and her son, Mark, are about to move to Sweden to live 

with Lund’s Swedish boyfriend, Bengt. While she is moving out of her office, her successor 

Jan Meyer moves in. Early on in the episode when the disappearance of Nanna not yet is 

considered a very serious matter, Sarah Lund is made main investigator on the case. This simple 

missing person-case turns out instead to be a murder investigation as they later find Nanna dead 

in the trunk of a car that has been driven into a lake. The first day, November 3rd, runs over 

two full episodes. At the end of these two episodes, Sarah Lund is so consumed by the 

investigation that she misses her flight to Sweden and complicates her relationship with Bengt. 

Throughout the first season we watch Lund as she is torn between the investigation in 

Copenhagen and her private life, and Meyer’s struggle to accept Lund as an investigator and a 

leader.   
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Broen is a Danish/Swedish production, a collaboration between the Swedish production 

company Filmlance International AB, Danish Nimbus Film Productions, the Swedish Public 

Service Broadcaster, Sveriges Television (SVT) and the Danish Public Service Broadcaster, 

Danmarks Radio (DR), amongst others (IMDB, 2018a). The series has similarly to 

Forbrydelsen seen great success and popularity both inside and outside the Nordic boarders. 

Broen was nominated for the BAFTA Awards in 2013, and has won the award for Best 

International TV Drama at the Crime Thriller Awards, UK in 2012. In 2014, Kim Bodnia won 

the award for “Outstanding Actor in a Drama Series” at the Monte-Carlo TV Festival for his 

role as Martin Rohde.  

 

The plot in the first season of Broen takes place in both the Danish capital Copenhagen and the 

Swedish city Malmö, as a dead body that is cut in half is found on the bridge that links these 

two cities together. Because half of the body is in Denmark and the other half is in Sweden, 

both Swedish and Danish police forces are rushed to the crime scene. When they discover that 

the body parts belong to two different women, one Swedish and the other Danish, they see no 

other way than for the police units from the two countries to cooperate. Therefore, the rational 

and logical Swedish detective Saga Norén, and the more relaxed, warm and down-to-earth 

police investigator from Denmark, Martin Rohde, have to work together to solve the case. In 

both series, it is evident from the beginning that the main characters are somehow different. In 

Forbrydelsen, this is mostly evident in the way Sarah Lund and Jan Meyer are constantly 

working against each other, but here it can be argued that the characters are somewhat mirroring 

each other. In Broen, the difference between the characters is more evident.  

 

Both Sarah Lund and Saga Norén have gained attention in the media for their abnormal 

behaviours. When it comes to Norén, several newspapers and magazines draw the conclusion 

that she has Asperger’s syndrome, even though this is not directly stated in the series. The 

British newspaper The Telegraph has said about Norén and her relationship to her Danish 

colleague Martin Rohde, that:  

 
[…] she ignores social niceties and has a mind that works like an internet search 
engine – though the series never make her diagnosis explicit. Martin, meanwhile, 
wears Nordic knits, drives a people carrier (he has five children by three different 
women), and is intuitive and emotional. She’s troubled; he’s warm. She asks him 
things she wants to know, such as what’s the point of small talk; he tries to educate 
her in social behaviour (The Telegraph, 28 November 2015).  
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Throughout the two first seasons, these two very different investigators are forced to work 

together to solve first the murder on the bridge, and then in the second season, a murder on a 

cargo ship. In this thesis, I will only focus on the first season.  

 

First, I will examine episodes 1, 7, 10 and 19 of Forbrydelsen season one. Then I will turn to 

the analysis of episode 1, 2, 5 and 10 of Broen, season one. Each episode will be analysed 

separately.  

 

Representation of Masculinity and Femininity in Forbrydelsen  

Meeting Sarah Lund and Jan Meyer – Episode One  

 

The two main characters in season one of Forbrydelsen (2007) are Sarah Lund, played by Sofie 

Gråbøl, and Jan Meyer, played by Søren Mallin. Sarah Lund looks like a simple woman, just 

by the looks of her. She wears little to no make-up, she always has her hair in a simple style 

(either in a ponytail or straight down) and is often seen wearing “neutral” clothes both regarding 

colour and style, like her world famous knitted Faroese sweater. Based on this alone, many 

would say she does not look like a particularly feminine woman, in the traditional sense. In 

many ways she is a modern woman and can be read as a woman within the realms of post-

feminism. She is an individual in a post-feminist sense – she has in many ways an individual 

freedom to choose the course of her own life, although she is often criticised for her choices. 

She is a divorcé, has a teenage son, she is very successful and skilled at her job, and she is 

temporarily living at her mother’s apartment. Her relationship with her mother is a challenging 

one, as her mother is a more traditional woman, stemming from another generation and that 

would tend to cherish marriage and family life over professional success. Jan Meyer, Lund’s 

colleague and successor, is what one would call a masculine man, and a good example of 

hegemonic masculinity. He always wears a leather jacket, he smokes, has a bruiting manner, 

and a way of walking that can remind you of a detective from the old noir movies – and he does 

not respect Lund’s authority.  

 

In the beginning of the first episode, we see a girl running in the woods at night, scared. She is 

barely wearing any clothes, and she has blood running down her forehead. The camera follows 

her while she runs from an unknown person - her perpetrator. The girl is Nanna Birk Larsen. 

Immediately after this scene, we first meet Detective Chief Inspector Sarah Lund. She wakes 

up in the middle of the night, almost gasping for air as if she has had a nightmare. The scene 
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with Nanna running for her life and Lund waking up from a nightmare suggests that there is a 

connection between them. We soon learn that the connection is rather one between Sarah Lund 

and her obsession to find the perpetrator of 19-year-old Nanna. Janet McCabe describes this 

scene like this: “It is as if the nightmare of the latter-day Red Riding Hood had been conjured 

deep from inside Lund’s own unconscious: a spectre of being devoured. It soon transpires, 

however, that this is no night terror” (McCabe, 2013:118). The first day of the series, November 

3rd, is supposed to be Lund’s last day at work at the Copenhagen police station, but the murder 

of Nanna Birk Larsen alters this plan.  

 

The following morning, we see Sarah Lund packing up her things at her office and is getting 

ready to leave her position in the Copenhagen police force, while simultaneously talking on the 

phone with her boyfriend, Bengt. They are discussing her flight to Sweden which is to take 

place later that same day, and she seems to be excited, or at least ready, for this change in her 

life. She clears out some items from her desk, including a pack of nicotine gum that we see a 

close-up shot of. The pack of nicotine gum shows that she is trying to quit smoking – and even 

though we do not know about Lund’s life previous to this episode, her smoking habits seems 

like one of several things in her life she is trying to change. The cigarette can somehow be 

symbolic for her trying to change, and when she later in the series starts smoking again, 

everything else in her private life also falls to pieces. The new investigator and her successor, 

Jan Meyer, steps into the office ready to move in and take over her job. He is carrying a box of 

his items, and a cigarette is dangling from his mouth while he is talking. He asks if she has 

anything against him smoking, to which she replies “no” while grabbing the box of nicotine 

gum and puts one in her mouth. Meyer starts unpacking his things: a poster depicting different 

kinds of guns, a basketball hoop, a toy police car and a football, all items clearly denoted to boy 

or man. Lund and Meyer are soon after called out to investigate some bloody items found out 

in a field, among them a video rental card that has the name Theis Birk Larsen on it. Lund is 

convinced that this is not a big case and because nobody has been reported missing, she wants 

to hand the case over to someone else. But Meyer pushes Lund to investigate more closely, 

threatening her that he will proceed alone if she chooses not to go with him. Lund does not 

seem to want Meyer to be in charge quite yet, and she eventually gives in to his request.  

 

After Meyer pushes Lund, they both go to the house of the Birk Larsen family to track down 

Nanna’s father,Theis, and ask him about the video rental card, where they meet Nanna’s 

mother, Pernille. Meyer starts asking her some questions while Lund is looking around in their 
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garage, which also holds the office of their family business. Meyer is quite “straight-to-the-

point” and strict with Pernille, and when he fails to get any leads on the questions he asks about 

the whereabouts of Theis that same weekend, he gives up and walks over to the car and gets 

ready to leave. Mysterious off-screen music suddenly starts playing when the camera focuses 

on Lund, who is staring at something on the wall opposite to her. At this moment, it is like 

everything else around her has vanished, and she does not pay attention to anything else and 

can only focus on what is on that wall. Lund, who has been quite uninterested in the case up 

until this point, is suddenly intrigued. We get a close-up shot of Lund, and then a shot of the 

wall where a photo of Nanna hangs. The music and the shot of Lund underlines that Lund is 

onto something, and the audience can understand that Lund is getting an idea in her head that 

Nanna might be the potential victim. The same music appears several times in the series, and 

symbolically denotes that Lund understands something that is off everyone else’s radar. Lund 

starts asking Pernille about the whereabouts of Nanna.  

 

This scene contains a good example of something that is repeated in the entire season – Sarah 

Lund is a brilliant crime investigator. As viewers we come to realize that she understands 

something us viewers, or any other investigator on the team, has not understood when the 

familiar off-screen music starts playing, accompanied by a shot of an almost frozen Lund, 

sometimes only a close-up shot of her eye with a very small pupil.  

 

From the very first scene where the two main characters meet, it could be argued that the 

representation of the character Jan Meyer is a traditionally masculine one. He immediately 

makes himself “at home” in the office before Lund has even left, his cigarette dangles from his 

mouth, typical for masculine characters in both film noir and Western movies, and he 

continuously challenges Lund on decisions she makes. He clearly has some problems with 

having a female superior. But while Meyer enacts what we could think of as hegemonic 

masculinity as described by Connell (1987) and Schippers (2007), Sarah Lund does not strike 

us as a particularly feminine woman in the traditional sense, even though she is trying to live a 

life “accepted” by society in the beginning, and in that way trying to play out the role as more 

feminine.  In other words, she is more typically feminine in the beginning of the season than in 

the end of it. In the first episode, she gives in to Meyer’s requests and commands, she does not 

complain too much about his smoking even though it is evident that she has just quit, and she 

does not have any objections when he gets comfortable in her office, ready to take over her job 

before she has even left – she is being very accommodating and almost submissive. She is also 
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quite sensitive in conversations she has with her boyfriend, and also when she talks to Nanna’s 

family.  

 

Another thing that early on becomes clear is that Lund is very much engaged in her work, and 

very good at it. But it is also clear that she is inattentive (and sometimes seemingly uninterested) 

to her son and other people in her private life, as a consequence of the focus she has on work. 

We see a good example of Lund’s problems in keeping a balance between her professional life 

and private life already in episode one. The example we are about to look at shows Lund’s 

failing relationship with her son, Mark. Janet McCabe says about this relationship that:  

 
[…] she obviously loves him, but her job distracts from remembering details of his 
life […] Driving home in the rain, their flight to Stockholm only hours away, mother 
and son talk about the move as if for the first time. Shot in gloomy shadows, in and 
out of focus (with faces blurred by the rain-soaked windows), the two never quite 
share the same space despite sitting next to each other. Lund cares for him, and does 
hear what he says, but she does things her way (McCabe, 2013:125).  

 

Lund and her son, Mark, are in the car, and she is dropping him off at her mother’s place, their 

temporary home before they move to Sweden. She asks him if he has the key. They are talking 

about the move to Sweden, and Mark is not particularly pleased about the situation. Like 

McCabe pointed out, it seems like it is the first time that they are having this conversation. 

While they talk, it quickly becomes clear that Lund is listening, but not always paying attention 

to what Mark tells her. Mark seems to understand that they might not be moving to Sweden at 

all. He asks his mother if they are not moving after all, and she replies that they will move but 

that she has to fix something first (solve the case), to which he replies that he also has something 

to do before they go. Lund looks very confused about his reply and asks him what he has to do 

before leaving. Mark says: “I already told you mom, Magnus’ birthday on Friday”, and the way 

he says it makes it seem like this is not the first time she has forgotten something or not paid 

attention to something he has told her. She has clearly forgotten about it and tells him that they 

have known for a long time that they are traveling that same day, somewhat making an excuse 

for herself for forgetting. Lund’s phone starts ringing, and she picks up in the middle of the 

conversation with her son. She continues her conversation with Mark while still on the phone, 

telling him that her boyfriend, Bengt, has found a new hockey team in Sweden that he can play 

for. Mark rejects her attempt to make the move seem like a positive thing, and says he already 

has got an ice hockey team to play for in Copenhagen. While still on the line with someone, 

Lund says: “Well, you must be sick of being the youngest one in that club FCK”. Mark replies: 
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“It’s called KSF…. KSF”, repeating it in an annoyed tone that tells us that he might be used to 

her not paying that much attention to what is happening in his life, which is also underlined by 

the fact that she does not seem to hear what he has to say either. She tells the person on the 

phone that she is on her way and hangs up. Mark says: “You say it wrong every time”.  She 

repeats “KSF” and asks him again if he has the key to her mother’s apartment. Her attempt at 

what seems like a rare conversation with her son was interrupted by what seems like her more 

important job, and there is an underlying feeling here that it is not the first time this happens.  

 

Later in the episode, Lund, Meyer and the others from the police unit are in the woods where 

they have found the last traces of Nanna. Lund gets an update from Meyer, who tells her that 

they have searched the entire area without finding anything. While Meyer is determined to get 

out of there and turn their focus elsewhere, Lund persistently wants them to continue the search 

where they are because she is certain that they will find something. Meyer gets annoyed with 

Lund and her persistency. Already here, we can see a hint of her obsession with the case that 

has been commented on by several scholars. Nete Schmidt (2015) has described Sarah Lund as 

socially dysfunctional and as an “obstinate workaholic rule-breaker”, who time and time again 

takes unorthodox and sometimes questionable paths towards solving crimes (p. 451, 445). Lund 

turns her back to Meyer and looks out over the area that is a small forest. The same off-screen 

music from earlier that we connected with Lund’s discovery of something, starts playing and 

Lund is stood frozen in the shot, all the noises and voices in the background are muted, and we 

can immediately understand that Lund is processing the case in her head, understanding 

something that no one else does. The viewers can now recognize the forest the police are 

investigating to be the same forest we saw in the first scene in the episode, where Nanna is 

running for her life, escaping from someone. But we have seen this forest before; Lund has not 

(maybe only in a nightmare). Lund stands there for a while, overlooking an analysing the area. 

Overruling Meyer’s wish, which clearly strongly irritates him, she grabs a walkie-talkie from a 

police officer and asks the unit to search the area again. Already this early we see Lund’s 

determination to find Nanna, and later her killer. Later, we see Sarah Lund talking to her boss, 

Buchard, on the phone, and he is not happy with her decision to keep going. He clarifies to her, 

as if she did not understand, that they used a lot of resources because of her “hunch” that there 

was something to be found in the forest. Lund informs Buchard that they have found a grave, 

and he cuts her off by asking in a quite irritated tone if she did not find it necessary to report 

this back to him. He continues by saying: “I was at your good-bye party with the chief of 

police”, insinuating that she is not even supposed to be there investigating this case, and if she 
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does, she better not mess up. It is clear that Lund has overstayed her welcome. Meyer walks 

over to Lund with something wrapped in plastic while she is still on the phone with the Chief. 

Buchard asks her if they have found anything. Meyer pulls out a dead fox from the plastic cover, 

and Lund disappointingly says: “No, we didn’t find anything…”. Buchard immediately asks 

her to close the case and give him a full report before she leaves for Sweden. Lund hangs up 

the phone and Meyer looks pleased that she was wrong.  

 

A little later in the episode, Lund is standing on the open field with a map in her hands. Meyer 

comes over and informs her that they have packed up and are ready to leave. Lund grabs a piece 

of nicotine gum from her pocket while Meyer lights up a cigarette. The fact that Lund is 

constantly chewing on nicotine gum shows that she is a woman that might know her faults and 

is trying to change it for the better: she gives up her career in Copenhagen to go live in the 

Swedish countryside with her boyfriend, she tries her best in conversing and being involved in 

her son’s life and she has quite recently quit smoking. We do not know that much about Lund’s 

life previous to the series’ beginning, all we know is that she is a single mother and a good 

police investigator. Could it be that she is also a person that is trying to change to fit into the 

society’s norms about motherhood, relationships and career?  From the beginning of the series 

we come to understand that Sarah Lund is a woman and a police investigator who, no matter 

what she does, cannot win. When choosing her family over her career, she gets little respect 

from her boss and Meyer, and she is in some sense being squeezed out of the investigation. 

When she chooses work over family, she loses the people in her private life, as we will learn 

later on. In the beginning of the season, she represents femininity in the way that she has made 

a choice about trying to make her personal life and her relationships work, although it in some 

ways seems quite half-hearted. On the other side, she possesses what we would think of as 

traditionally masculine traits such as rational thinking and in some sense also authority, and she 

is ambitious about her career, and so she in some way has to prove her femininity in order to 

be socially accepted. But because she is in fact a woman, it is difficult for her to take on a 

typical “man’s job” without some sort of negotiation or justification first (Gates, 2011:33).  

Meyer does not have the same natural instinct as Lund, or the same “connection” that Lund has 

with the murder victim, and he is prepared to follow the orders from their boss and close the 

case. Lund tells him that she is certain that Nanna has been where they are now, and that 

something has happened to her. Bengt calls her and asks her if she and Mark are already on 

their way to Sweden, which they are not. He is calm and asks her if they should have a house-

warming party that Saturday. Bengt keeps talking to her about the party and how her mother 
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can furnish their new guest bedroom, but Lund’s mind is somewhere else. She keeps looking 

at the map she is holding and looking around the area. Suddenly she spots three children with 

bikes and fishing poles, who fully grabs her attention and an idea springs to her mind. The 

recognizable music comes on and the camera zooms in on her face from the side, where we see 

her holding the phone to her ear, but her eyes stay intensely focused on the children that are 

walking past her. She lowers the phone, while Bengt is still talking to her, and it is clear that 

she stopped listening to what he had to say the moment she saw the children walking by. After 

some time, we cannot hear Bengt anymore and the off-screen music gets louder. She asks Meyer 

what lays in the direction the children are going, and he answers that it is just more forest and 

a pond. While we get a close-up shot of her eye with a very small pupil, she asks Meyer and 

the team if they have searched the area in that same direction. While Meyer is trying to convince 

Lund that Nanna must have gone the opposite direction, she turns and gives him a look that 

suddenly makes him realize that Nanna probably lies dead in the water. She lifts the phone back 

up to her ear, interrupting Bengt who is still talking, and tells him that she will not be able to 

make the flight to Sweden that day. Before he is given a chance to say anything, Lund hangs 

up the phone and walks quickly towards the direction of the pond – where they eventually find 

Nanna, tied-up, beaten and drowned in the trunk of a car that has sunk in the water. Her instinct 

was right, but she has defied her boss in the process, which we will learn will be the first of 

many times.  

 

In this first episode we meet Sarah Lund, a woman that is ready to give up her promising career 

to move to Sweden with her boyfriend. It is almost like she has forced herself to change her 

personality for Bengt and other people in her life, so that she can lead a “normal” and acceptable 

life. In the beginning, the representation of femininity through the character Lund is in some 

ways as more traditional in a Scandinavian sense – she is trying to take care of her son as a 

single mother, she has what seems like a happy relationship with Bengt, and she is a working 

woman, even though she is in the process of moving to Sweden where she will start working 

for a smaller police force. Schmidt has argued that Sarah Lund is what we can think of as a 

woman within the realms of post-feminism, to which I agree. When talking about Lund as a 

post-feminist character, it is not so much about her appearance and conveying traditional 

femininity externally at the same time as being feminist, because her looks are not particularly 

feminine. It is more about how she finds herself in a world where a universal identity and binary 

categorizations such as man/woman that had a focus in second-wave feminism have been 

punctured, and how she rather has a mix of identities. And it is about the price she has to pay, 
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where her “conflicted post-feminist gender role expectations lead to an “escape” into near 

autism or near normless self-alienation” (Schmidt, 2015, p.426). Seen more evidently later in 

the season when she eventually gets completely absorbed in solving the crime, Lund reaches 

what Csikszentmihalyi has termed “flow”, which is the channel between boredom and anxiety, 

by escaping into near autism, ends up having conflicts with her male partner at work, Jan Meyer, 

and go into a state of near normless self-alienation. We will see this aspect better in a later 

episode. Sarah Lund wants to be a committed mother and partner, but it is contradictory to the 

person she really is, which maybe at best can be described as a workaholic. Other factors also 

show how she wants to change her life. She has recently stopped smoking (proven by the fact 

that she always needs to chew nicotine gum when Meyer is around her with his cigarettes), and 

she is planning to live a quiet family life in the Swedish countryside. But it seems like she has 

a natural attraction towards solving the case. Therefore, she cannot quit the chase for Nanna’s 

body, no matter the cost; she defies her boss and goes behind his back, she chooses to drop her 

flight to Sweden to work just a bit more on the case, she cannot concentrate on what Mark is 

telling her about his life and his plans and she even forgets that he is going to a birthday party 

at his friend’s place the upcoming Friday. In other words: her mission of changing and 

representing an accepted and expected form of femininity seems to be going well, until this 

case comes up and she becomes somewhat obsessed with finding Nanna and solving the case. 

I think this is where we get to see Sarah Lund’s true colours.  

 

Meyer on the other hand, is a character who starts out as a tough and typically masculine 

character. The representation of masculinity as shown through Meyer is as cold, straight to the 

point, inpatient, easily irritated and a little aggressive, but yet an efficient police investigator 

and a man. Lund on the other hand is a very rational woman. In the first episodes of 

Forbrydelsen, there are few soft or “feminine” character traits to be found in the character Jan 

Meyer in the beginning of the season. During the season, we do not get to know that much 

about his private life even though we are briefly introduced to his family, something that 

eventually introduces us to Meyer’s softer side. This is natural, as the focus of the series lies 

first of all on the murder investigation, and on Lund’s personal life. But in the first episode we 

meet Jan Meyer as a character that holds more traditional masculine traits, and Sarah Lund that 

forcefully inhabits traits that are more traditionally female or feminine to conform to society’s 

expectations.  
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The Evolution – Episode Seven  
“People only interest you when they are dead” – Mark, Sarah Lund’s son 

 

In episodes 2-6, Sarah Lund is still the more rational thinking counterpart to her more irrational 

partner Jan Meyer, in the sense that Meyer lets his anger and restlessness towards the case 

control his actions, while Lund stays calmer. Meyer continues to have problems taking orders 

from a woman, and threats and violence are more often than not his technique in interrogations 

of witnesses or suspects. Also, in his discussions with Lund he tends to raise his voice, letting 

his frustration or anger take over. We can in these introductory episodes see that Meyer clearly 

has a problem taking orders from Lund. An example of this is a scene from episode four when 

Meyer is about to light up a cigarette in the office and Lund tells him that he cannot smoke 

there, but he does it anyway. This is an indication of a clear demonstration of power, and the 

fact that Meyer has no respect for her. Meyer is frustrated that Lund will not give up the case 

and go to Sweden as planned. When Buchard wants Lund to stay until the end of the 

investigation, Meyer frustratingly suggests to her that she rather just go to Sweden. For Jan 

Meyer, Sarah Lund might in these first episodes just represent a woman that was supposed to 

hand over her job to him, which she does not do. But maybe more importantly, she is a woman 

that is in what Meyer believes to be his rightful position. As the series progresses, these two 

characters both change when it comes to the representation of femininity and masculinity and 

gender roles. Lund’s changes are arguably more visible than Meyer’s, but I will argue that 

Meyer changes slightly during the series but more as an effect or reaction to the changes that 

Lund goes through. As the series evolves, Lund is seen acting out more and more typically 

masculine traits (traits I think she has just tried to suppress), but there might be no room in the 

show for two equally strong, powerful and aggressive characters; hence Meyer might slowly 

change some character traits as the show moves forward. In episodes two to six, things are not 

getting any better in Lund’s private life. She is constantly criticised by her mother for being a 

bad mother to Mark, and for not knowing what is happening in her son’s life. When in one of 

the episodes Lund tries to have a conversation with Mark, he says: “People only interest you 

when they are dead”. In episode six, Lund is actually about to go Sweden with her mother and 

Mark but commands the airplane staff to let them get off in the last minute because she has 

gotten some information about an important evolvement in the investigation, and she cannot let 

the case go.  The end of episode six, showing this scene might be the beginning of a breaking 

point for our main character, Sarah Lund. Episode seven is therefore the next episode that will 

be analysed.  
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Hegemonic Masculinity and Pariah Femininity  

There is clearly a struggle for power in the relationship between Lund and Meyer, mostly shown 

in the way Meyer has problems with Lund’s power position, and his wish to be in charge. Here 

we can look at the relationship between femininity and masculinity as presented by Connell 

(1987) and Schippers (2007). Connell (1987) has defined the term hegemonic masculinity as: 

“the configuration of gender practice which embodies the currently accepted answer to the 

problem of the legitimacy of patriarchy, which guarantees (or is taken to guarantee) the 

dominant position of men and the subordination of women” (Schippers, 2007, p.87). As 

explained previously, there are several types of femininities, but according to Connell no such 

thing as hegemonic femininity as the dominance will ultimately lie with the man. Because 

emphasized femininity is the sort of femininity that is meant to accommodate the interests and 

desires of men, it therefore could be argued that this is the desired form of femininity. 

Schippers’ alternative model puts the relational aspect of femininity and masculinity in the 

centre, explaining that it is the “relationship articulated through the quality content”, or the 

traits, of femininity and masculinity that is the central feature of gender hegemony (Schippers, 

2007: 94). She believes that there is such a thing as hegemonic femininity, and says that it:  

 
[…] consists of the characteristics defined as womanly that establish and legitimate a 
hierarchical and complementary relationship to hegemonic masculinity and that, by 
doing so, guarantee the dominant position of men and the subordination of women 
(Schippers, 2007, p.94).   

 

From this, the term pariah femininity comes to life as characteristics or features of hegemonic 

masculinity taken on by women, which challenges the hegemonic relationship between 

masculinity and femininity. Therefore, when women embody characteristics that are typical of 

hegemonic masculinity, they can find themselves in a situation of stigmatisation and sanctions. 

Because they take on traits that are seen as belonging to the dominant group of society, they are 

seen as contaminating the relationship between masculinity and femininity. It could be argued 

that Sarah Lund is seen as enacting a sort of pariah femininity, meaning that she embodies 

characteristics of hegemonic masculinity. Her position may be seen as, and maybe especially 

by Meyer, breaking the hegemonic position of men and hence the subordination of women. We 

can say that Meyer inhabits typical characteristics for hegemonic masculinity for the crime 

genre: rusty, tired body, his cigarette always dangling from his mouth, bruiting attitude, he has 

a distinct walk and he talks to witnesses and suspects often in a brutal manner, and he tends to 
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get angry. Sarah Lund starts off softer, more typical feminine, maybe not belonging to the term 

hegemonic femininity but not necessarily pariah femininity either. But when Lund starts 

bossing Meyer around, and when he realises she might be a better investigator than he is, he 

immediately starts questioning what she is still doing in Copenhagen, and hoping that she would 

leave. Early on, it seems like Meyer brands Lund as inhabiting characteristics of pariah 

femininity, or hegemonic masculinity, in the sense that if she stays on in Copenhagen, she will 

be a threat to him as a man in the dominant position, and she will be contaminating to the 

“natural gender environment”.   

 

There are several good examples of this in episode seven. In the beginning of episode seven, 

we see Meyer standing with his other male colleagues, who are suggesting that they should 

search for Nanna’s father, Theis’ car, because Lund has told them that Theis could potentially 

be dangerous. Because Lund is supposedly on her way to Sweden by now, Meyer responds: 

“Do you see Lund here? I can’t see her here. From now on we will do this my way!”. Someone 

reports on the police radio that Lund has asked for an inquiry of Theis’ car, Meyer hears this 

and answer the radio telling them that he has not asked for a search for Theis’ car. The man on 

the line informs Meyer that it is in fact Lund that has asked for this search. Meyer laughs, taking 

this as a joke, and answers: “Lund is in Sweden. Try taking this a little seriously”. The man on 

the radio tells him that he is not kidding, and that Lund called in five minutes ago, asking them 

to search for the car. Meyer’s face freezes, as if in shock. He is yet again forced to work with 

Lund, against his will. On a later point in the episode, Meyer is not afraid to show her that he 

is annoyed and angry and warns her that her actions will have consequences.  

 

Lund is now back at the office and leaving a message on Bengt’s voicemail, telling him how 

sorry she is for not being able to get to Sweden to the big house warming party they had planned 

that day. She makes the excuse that something came up in the investigation. Meyer walks in 

and waits in the doorway for her to finish her call. He does not seem happy about her return, 

and when she hangs up the phone, he says: “I don’t know what the hell is happening, and I 

don’t want to know. But this is not working”. Lund agrees, and says that he is absolutely right, 

and continues: “So that’s why I have decided to stay until we have solved the case”. Meyer is 

not happy about this. Lund makes it clear that she is not going anywhere, when she says: “It’s 

not good enough that I travel back and forth from Sweden.”. And I’ve been allowed by the 

Swedish police to….” Meyer interrupts her before she can finish that sentence and says: “Lund! 

Stop it! You are not supposed to be here! And that’s the end of it!” Later on in the conversation, 
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before they are about to question a suspect, Meyer tells Lund that there is no use for her in 

Copenhagen, and: “I will tell Buchard about this. I’m in charge of the interrogation now, you 

can sit next to me!” 

 

Later in the episode, Lund and Meyer are talking to their boss Buchard after questioning their 

prime suspect, Kemal. Meyer is certain that Kemal is lying and that he is in fact guilty. Meyer 

tries to convince Buchard about this, and asks Buchard to give him two hours alone with Kemal 

to get a confession. Because of Meyer’s previous behaviours during interrogations, Buchard 

replies ironically: “Well, we had such good experience with that before”. Lund now backs 

Meyer up and says she also thinks Kemal is lying. When she says this, Buchard all of a sudden 

asks them to ransack Kemal’s apartment, basement, and vacation house and listen in on his 

phone. Maybe feeling a little overlooked, Meyer asks Buchard for a private conversation, but 

Buchard says it would have to wait to the next day. It is pretty evident that Meyer wants to talk 

about the power struggle he and Lund find themselves in. He has issues with the fact that Lund 

is back and that she seems to have more power than him, and he is not handling it very well. 

Meyer tried to tell Buchard that Kemal was lying but was not heard and gets annoyed when 

Buchard immediately acts when Lund claims the same.  

 

Two Generations 

The difference between Lund and her mother is also evident in episode seven. If Lund enacts 

characteristics belonging to hegemonic masculinity, and thereby representing pariah 

femininity, then her mother would be a typical example of enacting what has been called 

emphasised femininity, or what Schippers (2007) has termed hegemonic femininity, the type of 

femininity that works to guarantee the dominant position of men and the subordination of 

women. Her mother is of course from an older generation, which can also help to explain some 

of their differences. She seems to be working as a dressmaker, as she is always either on her 

sewing machine or fixing up some of the dresses that are always in the background in shots 

from inside her apartment. The few times we get to see Lund’s mother in season one, she always 

states how upset she is with the life her daughter has chosen for herself. Lund’s mother inhabits 

more feminine traits. Although Lund’s mother also appears to be alone in life without a partner, 

it seems to bother her that Lund chooses her work over relationships in her private life, even 

though she continually tries to fix her relationship with Bengt although half-hearted.  
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There is a difference between second-wave feminism and post-feminism wherein second-wave 

feminism, binary categorisations such as man/woman or straight/gay are seen as standards, and 

in post-feminism there has been a bigger focus on the possibility of juggling more than one 

identity, meaning for example that it is possible to be both feminine and feminist (Schmidt, 

2015:425). Schmidt underlines how in a post-feminist state of mind, women have more options 

than merely the two alternatives of either being the passive, oppressed and feminine object, or 

the hairy, masculine female that wears no make-up. The thought is that in post-feminism, the 

conventional ways of expressing femininity and the notion of female power do not need to be 

conflicting thoughts, although we can see in the representation of Lund and her mother, that it 

might be difficult to do both. Schmidt (2015) says that: “Post-feminist women are subjects in 

their own individual right, and they also have a choice of marriage, motherhood, and career, 

albeit still with censorship from more conservative, old-fashioned women” (Schmidt, 2015, 

p.425). While Lund is slowly but surely making a choice in her life to stay in Copenhagen and 

finish the investigation and not move to Sweden with her boyfriend, she meets censorship from 

her more conservative mother, but also, as we shall see later, the police force as an institution.  

 

In the beginning of episode seven, we see Lund, Mark and her mother in a taxi after Lund has 

decided to get off the airplane and not go to Sweden. In a previous episode, the detectives 

discovered that Nanna’s father, Theis, has a criminal background. In the taxi, Lund is on the 

phone giving information about Theis’ car so they can prevent him from beating up, or worse, 

killing their now prime suspect Kemal. While Lund is on the phone, her mother says to Mark: 

“the fact that your mother is doing this should not have consequences for you”. Her mother is 

also afraid that Lund will ruin her relationship with Bengt. While we see a close-up shot of 

Lund, her mother says: “Poor Bengt, God knows what he must be thinking, that sweet man”. 

Whereby Lund replies: “He is not only thinking about himself. He would understand this better 

than you do!” Her mom says: “ Let’s hope that, for your sake”. It is evident that her mother 

does not respect her decision, and is taking Bengt’s side in this matter.  

 

Later in the episode, Lund gets home from work. Before we can see her, we hear Bengt’s 

voicemail message as she is trying to reach him on his phone. She has desperately been trying 

to contact him after she decided to get off the airplane in episode six. She enters her mother’s 

apartment where she is currently staying. Her mother is on the sewing machine where she is 

making a dress (that looks suspiciously similar to a wedding dress). Her mother says: “You 

know that if you want a family, you have to work for it”, clearly criticising Sarah Lund for her 
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choices that favours her professional life over her personal life. Lund explains to her mother 

that she has tried to call Bengt but that he is not answering. She tries to keep the conversation 

casual and continues by saying that they are probably enjoying the house warming party in 

Sweden and that he cannot hear the phone ringing, perhaps making up excuses as to why he is 

not picking up, scared that he is angry with her. Her mother says: “I know that I haven’t been 

the world’s best example but that’s not an excuse”, to which Lund replies that she and Bengt 

have not left each other. Her mother answers: “But you haven’t let him in either”.  

 

Lund turns on the television and stops concentrating on what her mother is telling her. Her 

mother continues talking, saying: “I only want you to be happy”, but like always, Lund has 

stopped paying attention. There is a press conference on TV with a politician, Hartmann, who 

has a key role in the series, and this is distracting her from listening to what her mother has to 

say. Her mother continues talking about Lund’s love life: “…that you don’t become lonely 

when you get old. Do you understand?” While she is saying this, she is holding the dress she 

was making earlier. Lund answers “yes”, but she is clearly not interested in what her mother is 

telling her, which makes her mother frustrated and she throws the dress and walks away. The 

press conference on TV is over and Lund turns the TV off. She turns around and finds that her 

mother is not there anymore. We can see parts of what looks like the veil of the wedding dress 

out of focus in the corner of the shot.  

 

At a later point, Bengt actually comes back to Copenhagen and goes to seek out Lund at her 

office to convince her to come back to Sweden with him. He tells her: “Listen Sarah. It’s not 

that hard. Walk out of that door, go downstairs and get into the car and we’ll go home”. There 

is a bit of a pause before he continues: “You don’t even know these people. What about your 

family? What about Mark? He was supposed to start school.”, trying to shake some sense into 

the mother in her. She ignores his attempt at using Mark as a reason for her to give up her job 

and focus on her personal life and asks if Bengt could help her in the case, as he is a criminal 

psychologist. He replies: “That’s exactly your problem. You want everyone to follow your 

needs”, claiming that she is selfish for choosing her career over her family. She still ignores his 

efforts, and she continues to talk about the case, trying to convince him to help her. Eventually 

Bengt says: “I don’t care about your case. I care about you”. Meyer comes in, interrupting the 

conversation, saying that he will go to the Birk Larsen’s, and Lund decides to go with him, 

leaving the conversation with Bengt unresolved. Before she goes, she asks Bengt if he can stay 

and says: “It would mean a lot to me. I need your help”, making it rather clear that she does not 
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need him that much in her private life, but needs him to stay because of his expertise in creating 

a psychological profile of the murderer, which he eventually decides to do. It seems like he 

would go to great lengths to please, or even just keep, Sarah Lund in his life.  

 

Afterwards, Lund and Meyer are in the car. Meyer asks Lund why she has not told him that 

Bengt is a psychologist. He says: “That explains a lot. It’s an honest case meeting him in 

therapy”, suggesting that Lund is a “nut-case”. Although he might be joking now, he will be 

serious about that she should seek out help in a later episode. She explains to Meyer that Bengt 

is a criminal psychologist. She says: “He is the wisest man I know, and yes, I have included 

you in that calculation.” There is a long pause before Meyer starts talking again, and his 

humours tone is replaced with seriousness. He says: “I have asked Buchard to have a meeting 

with the two of us”. Lund answers him: “I bet you have”.   

 

The characters are slowly but surely starting to change, and we can see a hint of that in this 

episode. Lund goes to talk to a witness who claims to have important information about the 

murder case. He says he has seen one of the suspects, Kemal, walk out of the house in the 

middle of the night with big black trash bags. After telling Lund what he knows, the witness 

asks her to leave, but she is being very persistent, certain that he has seen something else he 

will not tell her. She pushes him, appealing to his guilt, saying that a young woman has been 

murdered. The softer side of Lund is starting to be replaced by the part of her that is obsessed 

with solving the case. Eventually, the witness tells her that he saw a young girl being carried 

out into a van that night, by Kemal and another man. At the police station, Meyer gets some 

new clues about Kemal’s accomplice when they are analysing a telephone call Kemal has made. 

Lund calls up Meyer and tells him that the witness has changed his statement and is now 

claiming that Kemal has had a helper. This adds up with the telephone call that they are 

analysing. Meyer and Lund are on the same track now, actually agreeing on something. Meyer 

figures out where the call from the helper comes from and says that he will go there 

immediately. Lund says: “See you there”, to which Meyer replies: “I guess that’s unavoidable”.   

 

In the following episodes, there are some scenes that underline the thought on masculinity and 

femininity, and gender expectations, and it shows how Meyer views gender roles. An example 

is in the beginning of episode eight when Lund and Meyer are about to go into a mosque to talk 

to someone. Meyer tells Lund that it might be best if she waits outside. When she asks him 

why, he jokingly tells her it is because she did not bring her burka. She, who clearly takes this 



 

 52 

seriously and handles it with respect, tells Meyer that she will stay in the background. He 

replies: “For once that would be nice.” But when they both walk into the mosque where some 

men are praying, Meyer is the one who is stopped and asked to take his shoes off. The man they 

talk to says nothing about Lund’s outfit. It is actually Lund who has the conversation with the 

man they want to speak with in the mosque.  

 

We also get a good example of the beginning of Lund’s obsession with solving the case during 

these episodes. The investigators have analysed a suspect’s car. After finding nothing, Lund 

goes through the car herself, but does not find anything new. There is a technician with her, and 

he is eager to get home. He says he would like to get a couple of hours of sleep, telling us that 

this must be very late in the evening or even in the middle of the night. She ignores his every 

attempt at getting home. He says goodbye, but instead of saying goodbye back, she asks more 

questions about the car. She has a drive that the other people on the team do not have. When 

she asks her colleague if it is possible that they have done something wrong or missed 

something when searching the car, he replies that they have looked through the car 117 times, 

and not done anything wrong. Still, she is there in the middle of the night, going over every 

single detail again, and in the end, finds the mistake they have made and the evidence they need.     

 

The Switch – Episode 10 

When we come to episode ten of season one of Forbrydelsen, we are halfway through the first 

season, and ironically it is also in this episode that we can see a clear shift in the behaviour of 

the characters, and especially in Sarah Lund. This far, she has gone to great personal lengths to 

try and change her ways. It seems like she understands her responsibilities and also comes to 

terms with the struggles she has maintaining her personal life. Still, she is changing from 

showing traits of femininity, to showing traits that are more masculine. At one point she even 

admits to her boyfriend Bengt that she does not know what her problem is and why she is the 

way she is. She is now also experiences being more scrutinised by the police force.  

  

In a scene at the police office, Lund and Meyer are showing surveillance footage to Buchard 

from a car park close to the town hall that shows that the car Nanna was found dead in was 

parked there. They suspects that Nanna met up with the man that owns the car before she died. 

While watching the surveillance footage, Lund is explaining her theory about what is 

happening. Buchard is trying to challenge her theory, but Lund is in charge and confident about 

it. Lund starts explaining what is happening on the tape, she says: “At 19.55, this happens”, 
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while they see a family walking into the car park, where one of the children walks with a bunch 

of balloons. Stating the obvious, Buchard says: “I see some balloons…”.  

Lund interrupts him very quickly, answering: “Look at the background”.  

We see a man walking behind the family, trying to hide from the cameras. He slips into the car 

where we know Nanna was found dead. Buchard is again trying to insinuate that Lund is just 

drawing conclusions based on nothing. Buchard does not think that they have any proof other 

than the fact that this man drives the same car as the one where the body was discovered, and 

says: “…because he drives a station wagon..”. Lund and Meyer have worked on this together 

and been thorough in their work. Lund answers Buchard: “No..the number plate. It’s the car 

Nanna was found in.” 

 

Lund is taking charge in the conversation with Buchard now, because both Meyer and Lund 

know that they are right. Instead of working against her, Meyer is now on her side. Lund tells 

Buchard that Nanna probably had an affair with a man who gave her expensive gifts, and he 

asks her who knows about this. She starts answering him, but he leaves in the middle of her 

sentence. Either he is scared that this information will leak and needs to act quickly, or it shows 

that he has a lack of respect for Lund and her work. Both Lund and Meyer watches Buchard as 

he walks out, and they are both left a bit confused. We see that Buchard leaves the room to 

makes a telephone call but when they ask him about it, he is reluctant to tell them whom he has 

been talking to. It seems like he is hiding something from them, and Lund will not have it. 

Buchard keeps refusing to tell them who he talked to and what the conversation was about, but 

Lund demands of him that he inform them. She is yet again taking charge, being strict, 

authoritative and persistent. Buchard gives in and asks to speak with her in private.  

 

In private, Buchard speaks to her as if she was a child. He says: “When I say it’s nothing, it’s 

nothing. I want to solve this case just as much as you do, so focus”, then he leaves. Meyer enters 

the room and wants to know what Buchard told her. She ignores his question and asks him to 

go over Nanna’s phone records even though he has already informed her that they have gone 

through it and found nothing. When she does not say anything else and leaves the room, Meyer 

starts following her and demands that she tells him what is going on and what she and Buchard 

talked about. He follows her all the way to her office, but she keeps ignoring him. Meyer is not 

happy about being left in the dark. Her phone rings, she answers while she is reading a note that 

is in her office. She cannot concentrate on what the person on the phone is saying, and she gives 

the phone to Meyer. He asks her for a last time what Buchard told her, but she just walks out.  
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It can seem like Buchard has faith in her work, but that he his scared of what she will uncover. 

Meyer on the other hand still has problems with being left in the dark, feeling that Buchard has 

more respect for Lund as an investigator as he is giving her information that Meyer does not 

get. This might be a hit for Meyer’s self-feeling of masculinity, at the same time as Meyer and 

Lund become more synchronised when Lund’s private life really starts going downhill.  

 

The note in Lund’s office was from Bengt, and in the next scene, Lund is at the train station 

where she finds him. He is on his way back to Sweden after staying in the hospital in 

Copenhagen for a while, after he in a previous episode got drunk and ended up in a car accident 

because of his frustration with Lund. Lund immediately starts explaining and defending herself 

and says: “It was because something happened… can we talk about it on our way home? I 

understand that you don’t want to live with my mother. We can book a hotel room”. She 

understands that she has been spending too much time at work, and too little with Bengt. Bengt 

also tries to find an explanation for everything that has happened and says: “Maybe we did 

things too fast…by moving to Sweden.” Lund gets desperate and sad now, and is trying to 

convince him to stay so they can work things out, so she asks him what he means by that. She 

is having some trouble with expressing what she feels, and she stutters out: “I would like to….I 

would… I would like you to stay. Can’t you?” Bengt, who by now probably has realised that 

Sarah Lund will never stop working until she has solved the case, answers: “Let’s give it some 

time!” Then he kisses her cheek, hugs her and tells her to take care of herself, before boarding 

the train that will take him back to Sweden. Lund is left alone on the station, crying. In some 

sense, this scene can be seen as the turning point for Lund because from here on out, things 

change rapidly for her. When she is driving fast back from the train station she listens to rock 

music, and she has rolled down the window even though it is raining outside, making her hair 

messy. Lund has lost most people in her life now. The only thing she cares about that she has 

left now, is the murder investigation. In an earlier episode, her son Mark decided to move to 

his father and his new girlfriend, her mother has given up on her as well and eventually moves 

into her friend’s house, leaving Lund alone in her apartment, and now Bengt has also decided 

to leave her. At the same time there is somewhat a turn in the relationship between Lund and 

Meyer, where Meyer becomes more accepting of Lund as a partner, even though he is still not 

fully on board with her in position of power. A question that comes to mind is: does Lund get 

newfound respect from Meyer when she does not have anything else but the investigation to 

care about? One possible thought is that maybe Meyer does not view Lund first and foremost 



 

 55 

as a female investigator now, and with that distinction and element gone, what is left of this 

shell of a woman is a very talented police investigator. Yes, Lund takes on traits that are 

masculine, but maybe the gender difference is more blurred for Meyer now.  A question that 

can be raised is: Is this change and newfound respect from Meyer due to the change in Lund’s 

life? For Meyer, before Lund might just have been “the bitch” standing in the way of his career, 

but that now, she has turned into something else.  

 

A colleague of Lund and Meyer informs them that there is a taxi driver at the police station who 

thinks he drove Nanna on the night of her death. During the talk with the taxi driver, Lund and 

Meyer are sitting on the same side of the table, while the taxi driver is sits opposite of them. 

While the taxi driver is talking about that Friday night Nanna went missing, we see Lund and 

Meyer as a synchronised duo as their movements are identical. They are crossing their arms 

over their chest at the same time; the taxi driver puts the receipt of the trip he had with Nanna 

on the table, and Lund and Meyer moves forward simultaneously to have a closer look at it; 

Meyer scratches his head while Lund scratches her neck; Lund pushes a photo of Nanna she 

has lying before her on the table a bit further away, looking at it while still touching it, she 

moves her upper body closer to the table, and Meyer does the same with the receipt. Meyer 

starts scratching his fingers and Lund does the same. Their body language is the same now, but 

they are still fighting their “power battle” and quarrelling about small issues. After the taxi 

driver leaves, they start discussing once again. They are (maybe even unconsciously) working 

on the same team, at the same time as they are both in need of the upper hand and the more 

authoritative role or position in the duo.   

 

At the end of episode nine, Buchard has strictly asked Lund and Meyer to stay far away from 

the town hall, the politicians and the election campaign due to a big mistake they made when 

they wrongly accused Kemal (a former suspect in the case) of the murder of Nanna. In episode 

ten, Lund ignores Buchard’s demand about staying away not once, but twice. First by going to 

the city hall to check up on their lead regarding the campaign car that they watched on the 

surveillance tape earlier and its involvement in the case, the second time she comes to seek help 

from the politician Truels Hartmann to find out who the man on the surveillance tape was, the 

man who drove away in the car. When she talks to Hartmann, his advisor Rie calls the police 

station while standing right next to Lund to get a hold of Buchard and tell him that Lund is 

there, questioning them. This is due to the mistake that Lund made when she wrongly accused 

Kemal for being the murderer, which could have cost Hartmann the election campaign, seeing 
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that Kemal was one of his mentors in his mentor program. Lund acknowledges this, but keeps 

asking questions - she wants to get as many answers from Hartmann as possible before she is 

forced to leave. Rie hands the phone to Lund and says that Buchard wants to talk to her. Lund 

knows that she has acted wrongly and ignored orders that were given, and Rie’s tactics to call 

Buchard seems to have made Lund ashamed, and she leaves. Lund clearly gets more and more 

obsessed with solving this case, and it is clearly shown in the way she chooses to ignore 

commands from her superior.  

 

Back at the office, we see a close-up of Lund’s hand as she picks up a cigarette from Meyers 

cigarette box and plays with it between her fingers. After doing this for a while, she puts it 

between her lips and lights it up. She inhales deeply. We hear Buchard talking about her in the 

background. He says that Lund will start her new job in Sweden the following day and that 

Meyer will lead the investigation from now on. She is being sanctioned by the police force for 

not following rules, and they are letting her go because she is being difficult. Ahmed (2010) 

has said that to be recognised as a feminist is to be assigned to “a category of difficulty” (p.582). 

Sarah Lund is by now read as being difficult to work with, and we might read her as a “stranger 

at the table of happiness” (Ahmed, 2010, p.582). She is killing the joy for the others, and they 

are shipping her away to Sweden. She walks over to the window of her office that overlooks 

another room in the station, and we see Buchard. She looks at him while still smoking. He 

enters her office and says that he has talked to the Swedish police and told them that she is 

ready to start working for them now and informs her that he chose not to tell them that she 

messed up in her current position. She looks at him, answers “thank you” in a very sarcastic 

tone and takes another drag. The look she has on her face is showing that she is not happy with 

Buchard. He says he is sorry that it had to end this way, and leaves. Meyer and another colleague 

enter the office. He says that there is someone from Sweden downstairs waiting for her to sign 

something. She looks out of the window, and there is a moving truck with the name “Hasse’s 

Flyttningsbyrå” on the side of it, a Swedish name. It appears that Bengt has sent her belongings 

back from Sweden. Anybody or anything that has been regarded as important to her, is now 

either rejecting her or being taken away from her: Buchard wants Lund transferred to Sweden, 

taking her off the case in Copenhagen that she is obsessed with solving, while Bengt does not 

want her in Sweden or in his personal life anymore, and Mark moved in with his father. While 

Lund is still by the window, looking down at the moving truck, Meyer has understood what is 

going on and talks carefully and softly to her. He says he has to leave but that she can just keep 

his box of cigarettes. Agger (2011) says that during the case, Meyer and Lund swap roles. While 



 

 57 

Lund starts focusing more and more on the investigation and starts stepping outside the law, 

Meyer simultaneously starts withdrawing. At the same time, Meyer stops smoking, and Lund 

starts (Agger, 2011, p.119). After Meyer has left, Lund picks up a key that is stored in a plastic 

bag and that is part of the evidence in the case. She turns around to make sure that no one will 

see her take it. It is presumably late at night, because it is dark outside. Lund drives out to an 

apartment area where she thinks the key will fit, and with some help from Meyer on the phone, 

she finds the right door and gets inside. It is the apartment that belongs to Hartmann’s political 

party. Inside the apartment it is a complete mess; it is covered in broken glass and bloodstains. 

She is the whole time on the phone with Meyer, who starts to become quite concerned about 

her whereabouts. She tells him that she thinks Truels Hartmann is involved in the case, and that 

he was the one driving the car where they found Nanna.   

 

Yet again Lund is putting herself in danger, and yet again she has ignored an order she was 

given from her superior. This time she has even been transferred to Sweden sooner than 

planned, against her will. The system is trying to squeeze her out, but she refuses to be put 

aside, and it makes her ever more determined to solve the case. Lund’s involvement in the case 

is now arguably borderline obsessive. While her personal life has seen a downward spiral 

almost from the beginning of the series, and the final punch was taken when the moving truck 

came with all of her belongings from Sweden, Lund is now starting to experience problems in 

her professional life as well. She ignores orders from her boss, she puts herself in potentially 

dangerous situations by stealing evidence and breaking into apartments, and she is squeezed 

out, or even sanctioned for not conforming to gender norms or the norms of femininity, by the 

patriarchy that is the police station she works at. It can be argued that Sarah Lund as a female 

detective cannot win: she is criticised when she is not being a good enough mother and 

girlfriend, at the same time as she is being criticised for not doing their job well enough.  

 

Meyer’s change into being more cooperative with Lund instead of working against her might 

have something to do with the fact that he also changes and becomes softer and realises that he 

need to share the masculine space in the workplace instead of fighting over it. At this point, 

Meyer also starts to get genuinely concerned about Lund’s obsession with the case.  

 

After discovering the apartment, Lund has been allowed to stay on in the Copenhagen police 

force. But several of Lund’s colleagues start suggesting that she should seek some professional 

help. The further into the series we go, the more both us as viewers and her colleagues consider 
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Lund to be an unstable police officer. After her former boss, Buchard has been forced to give 

up his position at the police station, a new Chief Superintendent has been appointed. Unlike 

Buchard, who was strict to Lund although sometimes fair, the new chief superintendent Lennart 

Brix starts new battles with Lund every single day. He has a way of working against her and 

her sometimes crazy ideas; therefore, it often ends up with Lund taking matters into her own 

hands.  

 

In one episode, Lund hunts down a trace alone and ends up in a dangerous situation where she 

is struck down and tied up by the man she believes to be the murderer at that point. Because 

Meyer and Lund are more acquainted with each other now, they are also working more on the 

same “wavelength”, meaning that Meyer understands Lund’s mind and can follow her ideas. 

He therefore understands that Lund might be in danger. It all ends up in a dramatic scene where 

Meyer has to shoot the man and ends up killing him. While Brix heavily sanctions Lund for her 

actions, Meyer gets praise and a pat on the back. Further sanctioning of Lund is also very 

evident in a scene in episode sixteen, where Brix wants to take Lund off the case. His approach 

is quite patronising, focused on her role as a woman and girlfriend, as he says: “Go home and 

relax. Sort things out with your boyfriend.” Lund in some ways hits the nail on the head with 

her answer: “That’s what everybody wants, right? For me to shut my mouth.” There is an 

underlying notion in this answer that this is not just about her crossing a line as a police officer 

in the investigation, but it is about her crossing a line as a female police officer in the 

investigation. Brix wants her off the case and asks for her ID-card and her car-keys (both items 

she proves later on that she can manage perfectly without). He says: “I think you should accept 

all the help you can get”, while he throws the car keys to Meyer. He is clearly thinking about 

some professional help to deal with her psychological “instabilities” or dysfunctionalities. 

Meyer also at one point suggests that she should get some psychological help. Later, Brix ends 

up giving Lund her ID-card back, only to be withdrawn from her yet again shortly after, once 

more deeming her incapable of leading the investigation. Obsessed with solving the case, Lund 

begs Brix to give her any information or evidence so that she can carry on with the investigation 

on her own. It is beyond evident at this point that the further we get into season one, the more 

obsessed Lund is with finding the murderer. She is being considered to be psychologically 

unstable by several of her colleagues, even Meyer. While under Buchard’s leadership, Lund in 

some ways was allowed to take charge and evolve professionally, Meyer was left more in the 

dark, which he did not approve of. With the new superintendent, Lund is constantly sanctioned, 
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and Meyer praised. We, in this part of the season, therefore see Meyer as more accepting to the 

situation than previously.  

 

Alienated and crazy? – Episode 19 

 
That’s what everybody wants, right?  

For me to shut my mouth.  

– Sarah Lund 

  

 

The last episode of Forbrydelsen I shall deep dive into, is episode 19. At this point, the police, 

Lund and the rest of the team are very close to finding Nanna Birk Larsen’s murderer. After 

another incident where Lund has gone out on a mission alone late at night, Meyer a bit 

reluctantly came with her, when he was actually about to go home to his sick child. He is 

increasingly starting to show a softer side of himself. Instead he goes with Lund and ends up 

getting shot and dies at the hospital the next day. Lund is feeling guilty for Meyer’s death, and 

after Meyer and Lund’s relationship in some sense has improved during the season, she has 

now ended up losing the only person that actually slightly cared for her at this point. This is the 

last straw for Lund: Mark has left her, her mother has left her, Bengt has left her, and now 

Meyer is dead because of her obsession of the case. During the lasts episodes of season one, 

Lund sinks into an even deeper and darker hole.  

 

In the first scene in episode 19, we see Lund in the police station being questioned by two male 

representatives from the state attorney’s office about the circumstances around Meyer’s 

accident leading to his death. This happened after Lund persistently decided to go to an old 

storage house without permission late at night to collect evidence. It turned out that the murderer 

also was there to prevent the piece of evidence that would reveal him, from being found. It 

ended catastrophically for Meyer who was shot twice by the killer, with Lund’s gun that Meyer 

retrieved from her car before going into the building. During the questioning, while one of the 

representatives goes through the events leading up to the shooting, Lund is crying, obviously 

devastated and feeling guilty for Meyer’s death. She shows some sensitivity and weakness, 

showing a more feminine side now. While she is crying during the conversation, it looks like 

she is shamefully doing so, as if she does not want to seem vulnerable. One of the men states 

that Lund and Meyer went to the storage house on her initiative, and she confirms. When he 
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asks if she informed her superior about this, she simply replies: “No, there was no time.”  They 

keep questioning her and she keeps giving short answers and is able to shoot in quick questions 

about Meyer’s death, such as if he was alone when dying. She cares more about getting 

information about Meyer, and she is very affected by the situation. She has lost the one person 

that was the closest thing to a friend for her. Maybe it is a mix of that and the fact that she 

knows that Meyer would go far to prove himself as a good investigator, often meaning that he 

would have to go along with some of the crazy plans that Lund came up with. And this is exactly 

what happened on that night when he was shot. Lund wanted to go check out the storage space 

and Meyer was reluctant to come with her because he had a sick child at home. She said that it 

was fine and that they would just meet up again the following morning. He wouldn’t have it 

and followed her lead. He waited in the car as she walked into the building, but when 

understanding that she was in trouble, he found a way in through a broken window to help her. 

We have all throughout the season seen that she has managed to ruin all her personal relations 

in her life because of her obsession in the case. And now her closest colleague has died because 

she could not wait to get hold of that one piece of evidence. The way she acts does not only 

affect her, but everyone else around her as well, and Meyer has suffered the greatest 

consequence for her behaviours.  

 

Schmidt (2015) has stated that Sarah Lund achieves something that has been called “flow”, 

which is “a channel between boredom and anxiety where a person’s skills and capacity to act 

are just balanced with the person’s challenges” (p.445). Schmidt (2015) further says that the 

female detectives resolve the anxiety by escaping into a state of “near normless self-alienation” 

(p.445-446). When it comes to Sarah Lund, her anxiety is an “inseparable and necessary 

element of social alienation”, and it is in the channel between her skills in social interaction and 

solving crimes that defines who she is (Schmidt, 2015, p.448-449). All her personal 

relationships are over now, as her obsession with the case has killed Meyer. She therefore sinks 

into an even deeper hole of what I would regard as self-alienation, where the balance of 

relationships in her life is gone, and what she is left with is the murder investigation.  

 

The state representatives start questioning Lund’s innocence in Meyer’s death. Lund, in self-

defence, starts coming up with several theories about what could have happened that night in 

the storage building when Meyer got shot. One of the representatives interrupts her and says: 

“You should have been in Sweden. Is it correct that Meyer wanted to be on this case alone?” 

Lund replies: “No. Or yes, we had an argument. It was nothing.” The interrogator goes on 
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saying: “So Meyer complained to his superior over nothing? He told his wife that same day that 

you were not yourself. And in his opinion, there was nothing to see in that storage house.” He 

goes on and says that Meyer is not the only one who has remarked that this case has made Lund 

lose control. She is quiet now. Like she pointed out to her new boss Brix, they would like to 

shut her up and they have now managed to do so, at least for a little while. At one point, the 

state representative tells her that several sources at the police station says that she suffers from 

tunnel vision. He goes on, saying that: “You have big problems seeing what’s real. Is that 

correct?” Lund is defending herself, desperately trying to convince them that she is not going 

crazy, but she still underlines her obsessiveness with the case: “I am not going crazy! I just 

want to find out what the murderer removed from that box in the storage house, so I’ll know 

who he is.” The representative does not believe her and insinuates that there was no one else 

there except her and Meyer.  

 

He plays a recording of Lund and Meyer’s telephone conversation during the incident when 

Meyer got shot, to show her why she is being incriminated. The three men that are in the room 

at this moment, the two representatives for the state attorney and a technician, are all on the one 

side of the table and Lund is one the other. While the tape where we hear Meyer getting shot 

twice is being played, she has her hands in her lap while looking down on the table, looking 

almost like a little school girl that has misbehaved and needs to see the principle in his office. 

One of the men starts talking, creating a story about how Lund shot Meyer. He uses arguments 

like “You haven’t slept for three days, and you have good reason to believe that it’s your 

phantom that is in the building”, “you have been waiting for this for three weeks”, and “you 

pull the trigger and to your surprise it is Jan Meyer you have shot”. In the end of his story, he 

says: “You call the ambulance and in the 16 minutes it takes for it to arrive, you stage a break-

in downstairs and upstairs, and then you place the gun next to Meyer”. It is clear that they think 

Lund has shot Meyer, that she is so obsessed and psychologically unstable at this point that she 

has confused Meyer for the murderer and they even end up placing her in custody for it. She 

calls Bengt to ask him for help.  

 

Bengt and Lund’s lawyer are at the police station talking to Brix and the representative from 

the state attorney. They claim that they have no right to keep Lund in custody because the 

question of guilt is not clear, and her lawyer even uses Lund’s responsibility for Mark, her son, 

as an argument for letting her go. The representative of the state attorney makes it clear that 

Lund does not need to look after her son, as he is currently living at his father. Now her lawyer 
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uses the suspicions of Lund being psychologically unstable as an argument to get her out. She 

says: “She has during the last couple of weeks been exposed to an extreme psychological 

pressure. She has been taken prisoner, experienced two shootings – both with fatal outcomes. 

One of them with a person that was very close to her.” The response she gets is: “If you’re 

trying to get her out because you’re saying she is crazy, it’s not going to happen.” It seems like 

they are only claiming that she is crazy when it benefits them, for example when they want to 

take her off the case. They know that she is not able to solve the case from prison, and therefore 

they want to sanction her for her behaviours and actions by keeping her there. Lund’s lawyer 

challenges the state attorney’s representative and says that if they let her go, they can get 

insights into her psychological records. Later we learn that Bengt has faked the record to get 

Lund out of custody. But before we learn that there is no psychological record, as viewers we 

can start to slightly doubt Lund’s state of mind and we think that there actually might be a 

record on her. The fake record says that she suffers from paranoia and anxiety attacks, with a 

possibility of being suicidal. This sets her free, but yet again she is suspended from her job 

while they are still investigating her. Brix informs her that they will do a search of her property 

and that she is forced to stay in Copenhagen. She does not seem to care at all, and she 

immediately asks to see one of the boxes found in the storage house that belonged to a girl that 

was killed 15 years ago that has similarities with the Nanna-case. He ignores her request, and 

she starts to almost beg him to give her anything, any information so she can continue to work 

on the case. He answers: “You have made the whole department look bad. Do you understand 

that?” She replies: “You know I haven’t done it”. “You know we have not solved the case.” 

Later she gets some help from another colleague and she continues to investigate alone, also 

this time without permission.  

 

During season one of Forbrydelsen we see that Sarah Lund and Jan Meyer are two characters 

that mirror each other, like stated by Agger (2011). They start off as representing standard 

gender stereotypes, but soon switch to stereotypical gender roles for the other gender. While 

Sarah Lund in Forbrydelsen starts off as a “acceptable” female character, with a promising life 

as a girlfriend and mother in the Swedish countryside, she loses all of this during the course of 

the series because of her obsession with the case. She starts representing more and more traits 

of masculinity, which in my opinion leaves her in the position of representing pariah femininity.  

Jan Meyer on the other hand, starts off enacting characteristics typical for hegemonic 

masculinity, but as the series evolve he shows a softer side, spends more time with his family 

and starts to be genuinely concerned about Lund. The ultimate shift in their gender roles can be 
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symbolized by their smoking habits. Lund starts smoking when she loses everyone in her life, 

simultaneously as Meyer quits. Her actions meet serious consequences when Meyer, maybe 

afraid of letting Lund be in charge of the investigation at the same time as being concerned for 

her, dies because of her obsession with the case. I will now move on to my analysis of Broen.  

 

 

Representation of Masculinity and Femininity in Broen 

 

Meeting Saga Norén and Martin Rohde – Episode One   

 
I do like children. I just don’t like them automatically just because they are children. 
– Saga Norén  

 

The two main characters in Broen are Saga Norén, played by Sofia Helin, and Martin Rohde, 

played by Kim Bodnia. The two characters meet in the very beginning of the series, when a 

dead body is found in the middle of the Öresund Bridge between the Swedish city Malmö and 

the Danish capital, Copenhagen (which later turns out to be two dead bodies). The two very 

different police detectives are then obliged to work together because they learn that the body 

part on the Swedish side of the bridge is a Swedish citizen, and the body on the Danish side is 

a Danish citizen. The main story revolves around the investigation, but we also follow these 

two investigators’ private lives, or the dailiness of the investigators, as Agger (2011) has put it. 

It is soon revealed that Saga is not quite ordinary, and what could have easily been a difficult 

collaboration between the two main characters, actually turns into a friendship or a student and 

mentor-type of relationship.  

 

The character Saga Norén is quite different than many other female main characters, including 

other female detectives from films and TV-series. She shares similar traits with both Lisbeth 

Salander and Sarah Lund, even though it can be argued that her social skills are worse than both 

Salander and Lund. According to Barry Farshaw (2013), Norén has the capacity to become 

some sort of cult figure in the same way as Sarah Lund has, even though he states that Norén 

is probably more unable than Lund to relate to other human beings (p.135). He also comments 

that Saga Norén “makes Lisbeth Salander look like an agony aunt” (p.135). Saga is logical, 

rational and she says whatever pops into her mind without taking into consideration other 

people’s feelings. And like Sarah Lund, Saga Norén is also unusually dedicated to her job, on 
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the boarder of obsessed, but somewhat in a different way than Lund.   While the main problem 

for Sarah Lund lies in the fact that she is constantly being shamed for not being a good enough 

mother for her teenage son, or not being a good enough girlfriend to her boyfriend, and 

criticized for being too career-minded, Saga does not really have any private life to speak of. 

She lives alone, she does not seem to have any friends or family, and she is constantly working. 

Her obsession with work seems more like an interest for her, something she enjoys doing and 

something that she has chosen over a family life, or a personal life altogether. While it can be 

argued that Sarah Lund is sanctioned for choosing a career over being a mother and a girlfriend, 

and altogether lacking feminine characteristics, Saga is more than anything else sanctioned for 

her lack of social skills, even though we shall see that the question of children, relationships 

and marriage will come up in Broen as well. The focus on Saga’s lack of social skills are, I will 

argue, still a criticism that has its root in a broader question of gender roles and her lack of what 

we would typically think of as feminine traits. Some of her external traits are also typically 

more masculine. She drives a Porche (a two-seated racing car), which in many cases would be 

associated with masculinity. The car can also be a statement or a symbol of her single life (what 

society might label loneliness), linked to the fact that Saga is alone without a family and 

therefore does not need the space that a bigger car provides. She is also always wearing the 

same clothes: leather pants, boots and a trench coat that might draw connotations to a typical 

outfit for a male detective in the earlier noir-films. If she ever feels like changing her clothes 

while at the office, she always has extra t-shirts in the drawer of her desk and she sees it as 

unproblematic to change in front of all her colleagues. She has a natural look, and like Sarah 

Lund, she in many ways looks like a simple woman: she wears little or no make-up, and she 

has a big scar over her lip that continues down on her chin, she always wears clothes with 

neutral colours and she uses the Scandinavian chewing tobacco “snus”.  

 

The male characters from Nordic Noir TV-fiction has a tendency to represent another type of 

masculinity than we are used to seeing in other types of films or TV-shows in other genres, a 

good example being the character Kurt Wallander from Wallander. According to Barry 

Forshaw (2013), the male main character in Broen, Martin Rohde, functions more as the 

viewer’s eyes through which we can analyze his unconventional and autistic partner, Saga 

Norén (p.135-136). Forshaw’s description of the character Rohde is simply just as our (the 

viewer’s) surrogate in the series. This might to some degree be true, but I would argue that even 

though Martin more or less functions as a sidekick to the strong female character, Saga, his 

storyline and his private life is a vital part of the progress of the overall storyline. While Saga 
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as a woman in many ways represents an untraditional type of femininity, a masculine femininity 

or even pariah femininity, Martin, in the beginning, shows himself as a character holding more 

typically feminine traits. While Saga has a “hard” exterior, Martin looks more “soft” in a sense. 

He wears knitted sweaters, his physique is not of a man who is fit or routinely work out (if ever 

at all), he often laughs and makes jokes, and he is generally warm and caring and has a friendly 

presence, at least in the first half of season one.  

 

In the beginning of episode one we see a person driving over a bridge while the lights on the 

bridge are being turned off for some seconds. It turns out that the lights were turned off so this 

person could put a body of a woman right in the middle of the bridge. The body is cut in two, 

and one half is lying in Copenhagen, the other half in Malmö. For this reason, the Swedish and 

the Danish investigation teams need to work together, and this is where, over this dead woman, 

Saga Norén and Martin Rohde first meet. It is early on evident that there is something different 

or abnormal with the female police investigator Saga Norén. Because the woman on the bridge 

is partly in Sweden and partly in Denmark, Saga and Martin cannot agree if this is a job for the 

Swedish or Danish police. It turns out that the car that dropped the body off at the bridge has a 

Swedish registration plate, and therefore Saga firmly makes the decision that she should be in 

charge of this investigation. Since the bridge has temporarily been closed for traffic, people are 

frustratingly waiting for the police to finish their work. A woman comes up to the crime scene 

and asks Saga when they will be allowed to cross the bridge. The woman explains that this is 

an urgent matter because her husband is in an ambulance and that he needs to cross the bridge 

to go to a hospital where he will receive a new heart. Already here we learn how rational, 

thorough and emotionless Saga (unintentionally) can be. She informs the woman that it might 

take up to two hours before they let people cross, and therefore they will just need to wait until 

the police has finished their work. Martin, who is on the side-line observing Saga’s somewhat 

strange behaviour, comes over and overrule Saga. He is more sympathetic and let the 

ambulance pass without Saga knowing. When the ambulance starts driving, Saga desperately 

tries to make it stop. As rule-obsessed that she is, Saga does not respect that Martin is a police 

officer that chooses to break rules and asks for his name and information so that she can file a 

report on him for his decision. As Saga walks away, we see a close up shot of Martin, and he 

looks rather irritated.  

 

While Martin has driven home to his family in Copenhagen (he is in pain because he recently 

had a vasectomy), Saga goes to have a look at the dead body (bodies) at the autopsy room. It is 
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clear that she has not got the slightest problem in looking at a dead body, she is even very keen 

on investigating it herself to identify the methods of killing, and she and the forensic pathologist 

almost makes it into some sort of game to see how good she really is. She takes her time, she 

is being thorough and focused and detailed in the process, at the same time as this is something 

she clearly finds exciting to do. Although we at this point are a little acquainted with her lack 

of social skills, it is here clearly evident that Saga is an extremely skillful police investigator 

with a great amount of expertise and knowledge. Saga learns that the body does not only belong 

to one woman, but two. She therefore finds it necessary to call up Martin, even though it is in 

the middle of the night, to ask him if there are any unsolved cases in Copenhagen that could 

give an answer to whom the lower part belongs to. She is very persistent about him immediately 

checking out if the legs could belong to a Danish woman. Martin sounds a bit groggy on the 

phone and Saga asks him if he was sleeping, like it is surprising to her that not everyone works 

this late at night. Because her whole life revolves around her job, she might find it strange that 

other people lead other types of lives. Martin says that he will check it in the morning, but Saga 

will not have it. Eventually, he needs to get up and go to the police station.  

 

When it comes to Martin, it can be argued that he represents a different sort of masculinity than 

we would think of as traditional, or even hegemonic. Even though he clearly possesses character 

traits that are typically recognized as masculine, such as his specific way of walking and his 

control and clear dominance in certain situations, there are also traits to his character that in a 

binary point of view can be regarded as more typically feminine. In this first episode we get to 

learn that Martin recently has gotten a vasectomy. After Saga has pushed him to go to the 

Copenhagen police station late at night, he sits down with his female colleague to further 

investigate missing person cases in Copenhagen that can answer who the half body on the 

bridge belongs to. They start talking about the vasectomy, and she says: “You have heard about 

castrated wild-cats? A wild predator turns into a fat sleepyhead. Just like that”, to which Martin 

replies: “They are castrated, that’s not the same”, although his face says something different 

than his words. In the next scene, Martin calls Saga to tell her he has some new information 

about one of the bodies on the bridge, it belongs to a Danish prostitute. She wants Martin to 

email the information over to her since she is in charge of the investigation. He refuses, and 

insists that he should come over to the Swedish police station with the information the following 

day. These two scenes in episode one can show us that Martin’s vasectomy stands for a more 

general symbol of the loss of some of his masculinity, and maybe even his position within the 

hegemonic masculinity, and he therefore simply refuses to be bossed around by this 
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unorthodox, “strange” and somewhat annoying female police investigator. In can be argued that 

in some sense, Martin has a fear of falling into another gender categorization of subordinate 

masculinity, losing parts of his masculinity, and being viewed as weak, or even “feminine”.  

 

At the Swedish police station, Martin and Saga are trying to work together. She is sitting down, 

while he is pacing around. She seems stressed out by Martin moving around, and she asks him 

if he can be so kind to sit down. He explains that he cannot, due to the fact that he has recently 

had a vasectomy and that it will be too painful to sit down. While trying to get to know her 

better with some small talk, he explains to her that he has five children with three different 

women and asks her is she has any children. When being asked this, Saga a little repulsed says: 

“No, why would I?” A little surprised by the response, Martin answers: “I don’t think I have 

heard anyone ask that before”, and she says: “I know a lot of people that should have”. Saga is 

answering this question like she does not understand why anyone would even ask her about 

this. She is a woman that has chosen her own life, and it is a life that revolves around work. In 

the first episode, Martin is really trying to get to know Saga. When asking her about where she 

is from and if she is related to the famous Lars Norén, Saga is quick to brush it off and turn the 

topic of the conversation back to the case. She has no interest in getting to know Martin, and 

therefore the only thing she wants to talk about with him is the investigation.  

 

Later on, Martin and Saga are working together at Saga’s desk, and her boss Hans comes over 

and asks to talk to her in private. He wants her to take back the report she filed against Martin 

that night on the bridge, making the argument that Saga and Martin will have to work together 

on this case. When Saga is confused about why it will be a problem, and feeling that she has 

done the only right thing in a situation where Martin has broken the rules, Hans has to explain 

to her that Martin might dislike her when he finds out that she has reported him for letting the 

ambulance drive to Copenhagen the night they discovered the dead bodies. When being 

explained in detail why it might not be a good idea to file the report, she understands. She does 

not agree, but she understands, and she is still determined that Martin made a mistake, and 

because no lives were in danger in that ambulance, he should have never have let them pass. 

Because she is obsessed with following rules, she stubbornly says that the rules state that she 

therefore should file the report and not let it go. Hans clearly gets annoyed with her and says he 

will process it.  
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Saga is a person that does not understand social cues, and as mentioned earlier, many have 

guessed on her mental condition. Schmidt (2015) says that she is a high-functioning 

autistic/Aspergian. While there is something different with Saga, her difference might be 

explained with what Schmidt (2015) has presented as alienation. If we think of the postmodern 

self as relationally constituted, that self might be expressed through relationships (p.449). If 

you are not able to identify this which might be the dominant value of society, it can lead you 

into normlessness and alienation. And for women, such dominant values often include 

fulfilment through for example wifehood and motherhood (Schmidt, 2015, p.450). Schmidt 

(2015) says that Saga Norén is living an existence of normlessness, and that she rejects socially 

acceptable behaviour and craves “the process of uncovering and facing the ugliness inherent in 

crimes in order to exist” (Schmidt, 2015, p.450). It can be argued that Saga reaches the “flow” 

presented by Csikszentmihalyi, which is a state of total absorption in an activity, that leads to a 

loss of the feeling of self-consciousness, through her work.  

 

We quickly learn that Saga is obsessed with her job, but her lack of social skills is also a 

repeating issue in the entire first season, and it becomes evident in several scenes in episode 

one. When Martin and Saga still are at the Swedish police station and gets called out to talk to 

Daniel Ferbé, a Swedish journalist who owns the car that was used to transport the two bodies 

to the bridge the night before. She finds a clean t-shirt in the drawer of her desk where she keeps 

clean clothes. In the open-landscape office, she rips off the shirt she has on while continuing 

her conversation with Martin and puts on a clean one. Martin smiles and nods, acknowledging 

that he has heard what she said. Still smiling, almost a bit in shock but also slightly amused, 

Martin starts looking around the office to see if there is anyone else who are witnessing this 

bizarre scenario. No one else seem to care, as they are likely already acquainted with Saga 

behaving like this. Saga on the other hand does not seem to understand that this is inappropriate 

behaviour in an office setting.  

 

Another good example from episode one that underlines Saga’s lack of social skills, but also 

her rational thinking, we find in the end of the episode. As Saga and Martin get out of the police 

station, they approach Saga’s car. Martin immediately seems impressed by her two-seat light 

brown Porche. He, who drives a big station wagon to fit his big family, tries to start off a 

conversation with Saga about her car. While next to it, he jokingly asks if they earn high wages 

in the Swedish police force. Instead of being flattered or continue the small talk with Martin in 

another way, she logically replies: “Don’t jump to conclusions about what I earn based on my 



 

 69 

car. It could have been a gift. I could have inherited it, saved up or borrowed money to buy it. 

I really hope your professional conclusions are more valid.” Instead of taking the compliment 

Martin tried to give her, she gets offended and draws the conclusion that Martin is quick to 

make false assumptions.  

 

When they get outside the building where Ferbé works, they are met by the SWAT team, as it 

turns out that Ferbé has been locked inside his car where there seems to be a bomb that they 

think will blow up in a matter of minutes. Because Saga and Martin went there on a mission to 

question Ferbé about why his car was used to dump the bodies on the bridge, Saga will not 

leave without any answers. She decides to call Ferbé, even though she knows he is in a situation 

where he could potentially die within the next few minutes. Saga is more concerned with getting 

as much information as possible from Ferbé so she will be able to continue the investigation, 

regardless if Ferbé lives or dies. Even though she knows that he will most likely be dead within 

a few minutes, Saga shows no (normal) sympathy towards Ferbé. When he acts scared and is 

in fear of his own life, Saga just keeps pushing him to answer all of her questions. When she 

realizes how scared he is, she is making and attempt at showing some sympathy and calming 

him down - she tells him the truth and explains to him in an extremely rational way what will 

happen when the bomb explodes. She tells him that it will be over in a blink of a second, and 

that he will not feel a thing. As soon as she has tried to calm him down, she desperately 

continues to ask him questions to help her in the investigation - in case he dies and some vital 

information dies with him.  

In our first meeting with Saga and Martin, we meet two very different police investigators. 

Martin is represented as a friendly, accommodating and warm male detective. Saga, on the other 

hand, is represented as a woman that holds many masculine traits – she is very rational thinking, 

extremely dedicated at her job, and does not have a private life to speak of. Because she is a 

woman taking on male traits, she can be deemed different and difficult, and might even fall into 

the category of pariah femininity.  

 

Reversed Gender Roles? – Episode Two 

In episode two there is a lot going on. Daniel Ferbé goes from being a victim of the fake car 

bomb incident to being a “protégé” for the bridge-killer, which has now gained the nickname 

ST (an acronym for the Swedish name “Sannhetsterorristen”, or in English: The truth terrorist). 
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It also, already in the second episode, gets clearer that Saga and Martin are forming some sort 

of friendship that is a bit different. In the first episode, there are many clues that point to the 

femininity/masculinity-problem in this series, and the problem with a lack of a clear binary 

distinction. It is not always easy to distinguish the masculine from the feminine or the feminine 

from the masculine, meaning that the distribution of roles is rather soaring most of the time. In 

the first episode, this seems to bother Martin. But the more he gets to know Saga, the more he 

understands that the way she is maybe not that much a about a position she is trying to fill, it is 

more about her “abnormalities”. In episode two, we see that Martin might have come more to 

terms with the character Saga and her ways of being. He understands that Saga is both extremely 

dedicated and skillful at her job, to the point of an almost-obsession over work and details, and 

that she is not following the norms of society. She represents something that is different, and 

she represents a different femininity than we might be used to seeing on TV. Her way of being 

might be due to alienation and normlessness, but it might also be due to what some audiences 

and several critics have labelled Asberger syndrome. This is also an interesting characterization, 

as one might start thinking if the same label would occur if the character was male.   

 

Saga’s social inabilities are something Martin tries to help her with. The difference between the 

two characters Martin and Saga that could have easily turned in to them disapproving each 

other, rather turns into a sort of student and mentor-relationship, or even a friendship, where 

Martin teaches Saga normative social behaviour, and Saga is the brain behind the investigation. 

This is quite different from what we see with Sarah Lund and Jan Meyer in Forbrydelsen who 

in the beginning are working against each other instead of as a team. This, as we have already 

seen, is somewhat changing in the course of the series. Or Jan Meyer is at least willing to accept 

the talents that Sarah Lund has for solving crimes, and at the same time also in some way 

accepting the masculine “space” she takes up with her inhabiting traits traditionally thought of 

as typically more masculine. As we will see in the next three episodes of Broen that we will 

look at, the two main characters hold both masculine and feminine traits, but in the beginning 

of the series, it is Saga who possesses more of what we would think of as traditionally masculine 

traits, while Martin possesses traits that are more feminine. I will focus on their character traits, 

how the relationship between the two evolve, and in the later episodes the switch I believe 

happens back to the normal gender order regarding masculinity and femininity, meaning that I 

argue that both characters somewhat change back to expected gender roles. I will have a look 

at some examples of the evolvement of Saga and Martin’s relationship, and how femininity and 

masculinity is represented trough the two characters.  
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In episode two, the first scene involving Saga and Martin picks up on where we left them in 

episode one, outside the car park where Daniel Ferbé has been locked in his car with a bomb 

that turned out to be fake. Because of what happened to Daniel, Martin asks Saga what we 

would think of as a normal, existential question after witnessing a situation such as this. He 

asks her what she would have done if she was in a locked car with a ticking bomb inside and 

had five more minutes to live. She is eagerly texting on her phone, trying to find a website that 

has information about the murders. She answers: “He didn’t have five minutes left to live”. He 

challenges her more, trying to make her visualize how it must have been like to be Ferbé in that 

situation, and says: “No, but just imagine... if you thought you only had five minutes left to 

live” She says: “I would have tried to get out”, to which Martine replies: “It would have 

exploded”. Saga shrugs her shoulders and answers: “Five minutes more or less…”. Then Martin 

asks her if she wants to know what he would have done if it was him, and she simply answers 

“No”, and starts showing him something on the website she has found on her phone, changing 

the topic of the conversation. They get some new information through the website, and Martin 

never gets to finish that thought.  

 

They go back to the Swedish police station where Daniel Ferbé is. They have him there to 

question him about his car that was used to dump the two bodies on the bridge. Saga makes it 

clear for Martin when they first get into the office that she usually does not do the questioning 

of suspects or anyone else for that matter. She explains that they have specially trained 

personnel who takes care of that. Martin is surprised by the fact that she is not interested in 

hearing what Ferbé has to say. Martin decides to go and question Daniel himself, and is 

insinuating that Saga should join him by looking at her while nodding his head in the direction 

of the interrogation room. Saga who is clearly a big fan of rules and traditions, is hesitant, but 

nevertheless decides to join him. When they talk to Daniel Ferbé, it quickly becomes clear that 

he does not have any information on why his car was used that night, but also that he tries to 

talk himself out of this questioning. Martin gets sick of his attitude and says that they have 

found drugs in his apartment, which is clearly a lie since they have not searched his apartment 

at all. Saga knows that Martin is not telling the truth, and her reaction of this clearly 

uncomfortable situation (for her) is to stand up from her sitting position, and stare nervously at 

first Ferbé, then Martin. Martin is a people’s-person, he is good at reading and analyzing 

situations, and he is not afraid to tell a little white lie to get people to confess what he already 

knows is true. Therefore, it is not a surprise when Ferbé finally admits to possessing drugs. 
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Saga starts looking nervously out of the window that goes out to the hallway and looks over the 

other offices at the police station. It looks like she is afraid that someone will hear them and 

catch them in their lie. Daniel starts shouting, but Martin who is leading the questioning stays 

completely calm through the whole interrogation. When Saga and Martin later step out of the 

room, Saga informs him that the lead of interrogations never lies, to which Martin replies: “But 

I’m not an interrogation leader”. Very nervous about taking part in breaking the rules, Saga 

says that if Ferbé finds out that they have lied to him, he will never trust them again. Martin 

comments that Ferbé does not trust them anyways, and Saga (in a child-like way) asks Martin 

why that is. She wants to understand the situation, and she wants to learn from Martin. Martin 

tells her that he just knows the type. Saga keeps pushing him on how he was able to read Ferbé 

after spending so little time with him. She asks Martin if he knows his type based on an article 

Ferbé had written in the newspaper that Martin read in the car when they were headed to his 

office, to which Martin replies: “No, I don’t know what to say. I’m just talented”. He smiles 

while saying this and starts walking before Saga has the opportunity to question him any further, 

and maybe to make her a little crazy with the fact that this question has no simple explanation 

that she wants, or no “yes” or “no” answer. Saga looks confused, starts following him and asks 

somewhat desperately: “Do I annoy you?” He says that so far, she does not annoy him, and 

asks a bit surprised why she is asking him about that. She only replies that she will provide a 

permission for a search warrant, so they can in fact search his apartment legally. Martin suggests 

that they can go over to Daniel’s apartment straight away to look over it. Saga seems shocked 

about his suggestion and answers quite determined “No!” 

 

Later on, Saga asks Martin if he can give her an e-mail address when his phone rings. He does 

not answer Saga and decides to pick up his phone instead. It is his wife. Saga looks at him 

impatiently while Martin is discussing his son’s behaviours on the phone with his wife. When 

he is about to hang up, he tells his wife that Saga says hi (which she has not done). She looks 

confused at him. He hangs up and says: “That was my wife. Do you have a boyfriend?” He is 

once again trying to get to know her better. Saga, who clearly does not want to move any further 

into the subject briefly answers “no”, and once again asks for the e-mail address. Instead of 

giving it to her he starts talking about his son. One of Saga’s colleagues comes running towards 

them with some information about developments in the case. Martin never gets a response on 

his small talk about his private life. Again, we see an example of how Martin is a caring family 

man, talking with his wife on the phone without any particular reason, and talking about his 

family with Saga. As opposed to Jan Meyer, Martin Rohde starts out as a softer man, caring for 
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his family, and we are introduced to his family early on in the series. “Alienated” Saga with no 

relationships in her life, later has a conversation with her boss, Hans. He knows Saga very well, 

and in can in some sense be seen as a sort of father figure for Saga. She asks him questions 

about social norms, and he teaches her. Hans asks Saga how Martin is doing, and she answers 

that he is doing fine. Suddenly, she asks him: “Does Karin call you sometimes without wanting 

anything specific?”, and it seems that she has been thinking a lot about the telephone 

conversation Martin had with his wife earlier. Karin is Hans’ wife. Hans answers “Yes, that 

happens sometimes. Why are you asking?” Saga says: “Martin’s wife called today. She didn’t 

want anything specific. It’s such a waste of time…to just call someone to hear their voice”. 

Hans does not answer her any further on the subject. This is another example that helps to 

underline the lack of personal relationships in Saga’s life. If it is so that it is relationships that 

constructs the self, Saga might, as noted before, find herself alienated and in a state of near 

autism. Martin, one the other hand, has a big family and therefore also several personal 

relationships. The next example serves to show how the relationships she has are strictly 

physical ones. For Saga, sex is merely an itch that needs to be scratched, and nothing to do with 

emotions.  

 

It is late at night and Saga has finally gone home but she is still working. We see that her 

apartment is filled with books and stacks of paper, and she is reading a book related to the 

murder investigation while eating, walking around and when she comes out of the bathroom 

after having a shower. (It almost seems like she has read the book while showering). She never 

stops reading. After getting out of the bathroom, she stops up for a bit and puts her hand in her 

pants and she finally puts the book down. This leads to the next scene where she goes to a bar 

to find a man she can have sex with. A man, Anton, approaches her and asks if she is waiting 

for someone. When Saga says no, he is trying to make a gesture and asks her if he can buy her 

a drink. Saga, who does not understand most social cues, therefore does not understand Anton’s 

flirtatious attempt either and she says no thank you to the drink, because this is not what she 

came to the bar for. Reading her “no thank you” to the drink offer as a rejection, Anton naturally 

walks away calling it a defeat. The fact that he walks away seems to confuse Saga. She therefore 

goes after him and asks him why he just left, and says: “I only said that I didn’t want anything 

to drink”. This strange behaviour seems to confuse Anton. She continues: “Do you want to have 

sex with me at my place?” He looks at her for a while, laughing lightly and smiling, perhaps to 

test her to see whether she is pulling a prank on him or not, or smiling because he has never 

met a woman quite like her before. Eventually he agrees to come back with her, she takes the 
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charge and leads him out of the bar, and he follows her cautiously, still a little hesitant and 

perhaps thinking that this must be too good to be true. Back at her apartment, after they have 

had sexual intercourse, Saga turns her back to him, and goes straight to sleep. This also seems 

to be an abnormal scenario for Anton, who gets confused about her action. While he might want 

to cuddle or talk, or get to know Saga better after this intimate moment, she merely had an itch 

to scratch, and he was merely a tool to help her. Coming from a society where the perception 

is that often women are the more sensitive gender, and the ones who might get emotionally 

“attached” after an intimate affair, Saga flips this thought upside down. She is not unique in 

this situation, there are many women that act this way. And even though this can be read as 

women’s individual choice in post-feminist society, it is arguably not the general perception or 

representation of women, even in 21st century Scandinavia. Because Saga in this scene acts out 

what we would think of as a male action, Anton is left looking like the “needy” one, something 

that in many senses would be regarded as feminine. Because Saga cares about little less than 

her job, she seeks out sexual intimacy merely for the pleasure of it, and she does not seem to 

have any wish to start any relationships in her private life. In this sense, the representation of 

her as a female character might be hard to grasp. It might be easiest to excuse her behaviour 

because there in general seems to be something “wrong” with her, and that this is the reason 

why she is acting this way, not wanting to engage in a romantic relationship with a man. While 

Mizejewski (1993) has argued that the problem of the female investigator taking on a typically 

male position, was in the 1990’s often resolved through recognizable heterosexual strategies 

such as adding the romantic subplot to the overall story. There is no romantic subplot including 

our female detective to speak of here, but we might accept that because there might be another 

subplot to resolve the situation of a somewhat masculine female character. While Mizejewski 

(1993) has argued that the resolution of “the female dick problem” in cinema has been to 

represent her as a lesbian, and thereby associating her with another kind of illegitimacy. Saga 

is not being represented as a lesbian, but she is represented as a mentally dysfunctional female 

character, and this might be the other kind of “illegitimacy” she is associated with, which will 

resolve the problem of her taking on stereotypically male traits.   

 

Saga wakes up in the middle of the night and starts walking around in the apartment, seemingly 

not caring if she will disturb or wake up Anton. She is wearing a top and no bottoms, showing 

us her naked body from the waist down, leading our eyes towards her genital hair, which in 

many ways goes hand in hand with the thoughts of forms of feminism, and at the same time 

goes against normative beauty- or sexual norms that women are met with today in modern 
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society, that says that it is more beautiful or sexy to remove body hair. This also proves to show 

that she is not both feminist and feminine. She grabs her computer, goes back to bed, puts on 

her headphones and starts looking at a DVD the forensic pathologist has given her with pictures 

of one of the dead bodies, accompanied by a voice over with detailed comments about such as 

damages on the body. Anton wakes up and looks at her computer, clearly disturbed. By now, 

he has probably had the time to wonder who this person he has gone home with is, and he asks 

her what these photos are. She simply answers: “work”, without even thinking that this is a 

strange situation and maybe slightly uncomfortable for Anton. A bit nervous for what answer 

he might get, Anton asks her what she does for a living. She says that she works as a police 

investigator for the Criminal Investigation in Malmö, and she says it in a way that seems like 

that should have been apparent. She looks at Anton for a while, when he suddenly asks: “Do 

you want me to leave?”. She finally pays him some attention, takes off her headphones, looks 

at him and asks: “Do you want to stay?”. Anton, who at this point is not feeling very welcomed 

in Saga’s apartment, says: “Do you want me to stay?”. Still being cold, Saga answers: “Yes. 

You can sleep”. She puts the headphones back on and continues working. Anton takes another 

glance at her computer and sees a picture of one of the dead woman’s cut off torso. He bursts 

out: “What the hell is that?” Saga not seeing that these type of photos might be uncomfortable 

to look at for most people, answers “It’s a dead person”, in a very nonchalant way. And now 

Anton has had it with all the “crazyness” of this random person that he has met just hours 

before, and he decides to leave. This does not seem to bother Saga at all, and she simply 

continues working while Anton gets up and leaves. As he approaches the door, they say good-

bye (Saga still in bed, working), and Saga says “Thank you”, as if he has provided a service for 

her, and continues working. She finds a mark on one of the bodies and calls up Martin who is 

sleeping. At first he is annoyed for her waking him up but what she has to say interest him.   

 

Parallel to the scene where we see Saga bringing Anton back home with her in Malmö, Martin 

is at his home in Copenhagen, where he is lying in bed with his wife. Earlier on, they found out 

that one of the bodies they found on the bridge belonged to a Danish prostitute named Monique 

Brammer. In a previous scene, Martin went to the brothel where she lived to collect some of 

her personal belongings, among them a diary. He is now lying in bed with his wife, reading 

Monique’s diary and crying. When his wife asks him if the diary is very sad, Martin tries to say 

“no”, without any success. He is sobbing and manages to tell her that it has just been a long 

day. It is clear that he does not want to show her that he is crying, and tries to hold it back, 

without any success. These two scenes that are within the same time frames; Saga in Sweden 
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having an intimate affair without showing any emotions, where she acts rather cold towards 

Anton, and Martin in Copenhagen who is crying over a dead prostitute’s diary, serves as good 

examples of how the gender roles starts off as reversed in the beginning in the season. The 

representation of the male and the female characters in these scenes are interesting. Saga is 

clearly represented as more typically masculine, and Martin as more feminine - both crying and 

reading diaries being seen as typically feminine things to do. These actions, underlined by what 

we learned about Martin’s vasectomy in episode one, shows us a male character that is in many 

ways representing what we would typically think of as traits belonging to femininity.  

 

As the series evolve, so do the two main characters and their relationship with each other. After 

it has been established for both the viewers and Martin alike that Saga is not like everyone else, 

it is easier for Martin to take on the role as a sort of mentor for her. He teaches her social norms 

and helps her towards being capable to function in social settings, or merely everyday life. It is 

clear that while Martin is good at his job, Saga is a mastermind compared to most other people. 

Therefore, it can be argued that Martin becomes almost some sort of guide or support for Saga 

so that she is able not just to function better in social settings, but also to do her job better. This 

makes it even more evident that even though Martin has a big role in the series, and we are 

shown as much of his private life as we do Saga’s, he functions more as a sidekick to our female 

main character, Saga. Because Saga is a character that in many ways takes on many traits that 

are traditionally thought of as masculine and represents a different type of femininity that we 

might be used to seeing on TV, the question that immediately arises is how well Martin deals 

with this. We have already seen from the beginning that his masculinity has been compromised 

with his vasectomy and that he seems to be having some issues with this fact. On the other 

hand, it has been shown that Martin, in at least the first episodes (regardless of his vasectomy), 

holds many traits that are thought of as typically feminine, which somewhat helps creating a 

balance regarding gender roles between the two characters. And it seems to work for them. The 

balance will be upheld, but as we will see more clearly in the following episodes, respectively 

episodes five and ten, there is some sort of shift back to expected gendered behaviors, a break 

where Martin turns into the old version of himself (based on what he has described his old self 

as), and Saga is a new, more socially aware version of herself. Where Saga started off as the 

hopeless one, she comes out of it as the one who has learned something, who has changed to 

become a better version of herself, while Martin falls down into a pit. We now turn to episode 

five.   
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The Switch – Episode Five 

In Broen season one, the killer is shedding light on several problems in both Danish and 

Swedish societies. The first one was illustrated by the murder on the bridge, which is followed 

by more killings in different groups of society, which are meant to shed light on one problem 

each. In episode five, there have been several murders by psychiatrically challenged people 

directed by the truth terrorist, better known as Jens, meant to criticise Sweden and Denmark for 

downsizing their psychiatric fields. All of the murderers killing under Jens’ command, ended 

their lives after the killing, except for one man who was stopped from doing so. In episode five, 

they have this man, Lasse, at the police station, where Saga and Martin are interrogating him. 

In episode two we saw how Martin could barely get Saga into the interrogation room at all, and 

when she was there, she was nervously standing in the room, letting Martin be in charge of the 

interrogation. Now, there has been no struggle to get Saga into the interrogation room, and it 

seems like her time with Martin has made her more confident in these types of interpersonal 

settings. Now, she is also sitting down next to Martin as an equal and asking questions, as 

opposed to the first time we saw here in this room with Daniel Ferbé. When Saga does not get 

anywhere with her questioning, Martin steps in and work his “people-skills” and tries to sweet-

talk Lasse. Martin has been fairly patient up until this point, but when he also gets stuck with 

the questioning and Lasse will not answer his questions, he loses his patience and says: “I get 

more and more furious the longer you sit there without saying anything!” Martin keeps pushing 

him to say something without any luck. Eventually Martin screams at the man: “Lasse? Do you 

understand what I’m saying? Lasse, look at me when I’m talking to you!” Martin is screaming 

at the top of his lunges now. He gets up and points his finger at Lasse, saying loudly: “You will 

not defend him!”, referring to the truth terrorist, and suddenly Martin slaps him in the face. This 

awakens a reaction in Saga, and she starts saying Martin’s name, signaling that she wants him 

to calm down. She takes charge and decides to end the interrogation. Police officers come in 

and take Lasse with them. Saga looks a bit confused or even scared about this episode. Martin 

asks her to not say anything about this. When Saga is confused about if he is referring to his 

behavior against Lasse, Martin confirms that he is talking about what just happened by saying: 

“About this”, to which Saga replies: “About how you interrogated him?”. Martin answers: 

“When I tell you that you shouldn’t say anything, I actually mean that you in no way should 

say anything about this whatsoever! Do you understand, Saga?” Saga, who follows the smallest 

of rules, replies to Martin: “Yes, but it’s totally wrong…”. This clearly makes Martin irritated. 

He interrupts her in the middle of the sentence that she did not get to finish with an irritated 

“thank you” and leaves the room. After this scene, we see Martin sitting outside of the room 
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when Saga comes out of it. It can seem like there is something that has changed within Saga, 

as she now takes charge in the conversation they are about to have. When Saga asks Martin 

what he is doing, he replies by asking her if she is not sick of always lagging one step behind 

the killer. It is her turn to help him now. She tells him that she does not see it that way, and 

when they have enough information, they will be at the same place as the killer at the same 

time. While he is negative to them catching the killer, Saga sees it in a positive light, and it 

seems like she is able to cheer her new friend up. As she walks away, Martin gets up from the 

chair and walks after her.  

 

As shown in this scene, Martin has come to a point where he is starting to lose his temper. We 

are not seeing much of the warm and friendly man we met in the first episodes. He yells at the 

mentally disabled murderer, Lasse, and even slaps him in the face when he loses his patience. 

And Saga is the person who has to calm him down and talk to him after this episode. We are 

now beginning to see the more violent and angry side of Martin, while Saga in some ways is 

starting to get softer, and more interested in learning how to behave socially. Martin is starting 

to represent more masculine traits, and Saga little by little is seen as showing traits of femininity. 

That Martin is going back to old habits (something that I believe is a symbol of his feeling of 

loss of masculinity) is very clear in another scene in this episode.  

 

The woman on the bridge with the husband in the Ambulance in the first episode, Charlotte 

Söringer, turns out to be a central character in the first six episodes. In episode five, after her 

husband in a previous episode has died from a heart failure, Charlotte calls up Martin to say 

that she has found something in her husband’s archive that she thinks they can use in the 

investigation, and she asks Martin to come over to her house to have a look at it. It appears that 

her husband’s organization plays a part in one of the truth terrorist’s attacks. Although it is true 

that Charlotte has some documents that might help the investigation move forward, it turns out 

that she called Martin to lure him into having a sexual encounter with her. Martin who 

supposedly has been very weak for women in the past (based on the fact that he has five kids 

with three different women, and as will be discovered later in season one, some years ago had 

an affair with a colleague’s wife), goes along with Charlotte’s romantic gesture without even 

blinking. Martin comes over, and there is an immediate connection between the two. Charlotte 

takes off the short blonde wig that she always wears, and let her natural, long, dark hair fall, 

while looking seductively at him. He looks surprised, almost mesmerized at her and starts 

touching her face. The next we see of them is when they are lying naked on the floor, covered 
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by a blanket, and Martin reaches for his phone as Saga is calling him. Before Martin leaves, 

Charlotte asks him how it feels to have cheated on his wife, followed by “this was not the first 

time was it?” Feeling like there is no point in lying, Martin tells her that that was a long time 

ago. This scene can be connected to Martin’s feeling of the loss of masculinity that he is now 

trying to regain. Is he having sex with Charlotte to prove that he is still a man? As noted by 

Schippers (2007), anyone who enacts hegemonic characteristics that do not add up to their 

gender category, will be stigmatized as feminine. Therefore, if men enact hegemonic feministic 

characteristics, such as being weak, Schippers (2007) does not call it as “subordinate 

masculinities” as used by Connell, but rather hegemonic femininity enacted by men. Maybe 

unconsciously wanting to restore his masculinity and not fall into another categorization than 

hegemonic masculinity, Martin changes. It probably does not help that his female colleague 

inhabits traits seen as masculine either. But as we shall see, Saga is also going through a little 

change.  

 

Martin and Saga are walking in the park. They have just visited a store where the man working 

there has just helped them get a surveillance tape from a camera that is placed in the window 

where it overlooks the street outside. The man in the store is of great help to them but Saga tells 

him that she will file a report for illegal use of the surveillance camera (it is not allowed to have 

film outside the store). Martin asks Saga if there are any rules that she doesn’t follow. She says 

that rules are rules; if they don’t need to be followed, they’re called recommendations. Seeming 

a little confused, Saga asks Martin if his question is referring to the situation with the camera 

in the store they just visited, and underlines that it in fact was illegal. When Martin suggests 

that the man helped them and was very accommodating, she answers that they don’t know that 

yet. She then asks him: “What other offences do you think we should ignore because people 

were accommodating?” Martin tries to explain that that is not what he meant and explains to 

her that: “If someone wants to help us, we don’t need to tell them that we will report them for 

something else they have done.” A little confused, but willing to learn, Saga asks why that is. 

Martin explains her that that is just the way it works, it is an unwritten rule, to which Saga very 

honestly replies: “I don’t know any of those.” Martin gets a phone call from his wife. When he 

is about to hang up, he yet again tells his wife that Saga says hi, which confuses Saga as she 

clearly has not asked him to say that. Saga asks him: “Why did you say that? I didn’t say hi to 

her…. But I should have. Is that an unwritten rule?” Martin just laughs and walks away, while 

Saga is lagged behind, clearly wanting an answer to her very serious question.  
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Later in the episode, Saga and Martin are outside the police station talking to the mother of a 

missing girl they are looking for. The mother asks if her daughter will return safely. Martin 

promises that she will soon be home again, and Saga says: “You can’t promise that!” She turns 

to the mother and says: “We are going to do our very best but we can’t promise you that your 

daughter will come back to you.” The mother gets nervous and asks them to keep her updated, 

then she leaves. Martin looks a bit shocked at Saga, turns to her and asks: “Do you have any 

perception of what you are saying?” Saga does not answer because she does not understand. 

Martin repeats what he just asked her, in a more angry tone this time. Saga tries to explain 

herself, saying: “We can’t promise that she will return. She could be dead.” Martin answers 

annoyed: “She was caught on camera eight hours ago”, to which Saga logically replies: “All 

human beings are alive eight hours before they die. Thirty percent of those who go missing 

never return”. There is a long pause where Martin looks shockingly at her, as if he is trying to 

look into her mind to see how her brain functions, and he his left speechless for a moment. He 

is at this point clearly annoyed with her and finally answers: “I know that. And I think she 

knows that as well”, pointing in the direction the mother went to underline that he is talking 

about the mother of the missing girl. He continues: “But sometimes, Saga, people need to hear 

what they want to hear. Even though it is not the truth”, and then he walks away. Saga follows 

him, she is clearly interested in learning more. She wants to know this, so she could be better 

in conversations and at understanding how society’s unwritten rules work. She says: “Martin! 

Hold up! So sometimes people want you to lie to them?” Martin answers: “Yes, Saga! 

Sometimes people want you to lie to them!” Desperate to get an understanding of this, she asks: 

“But what if she dies? What are we going to say, when you promised?” Martin takes a deep 

breathe and points his finger at Saga decisively while saying: “NOW you’re annoying me!”. 

Having learned by now not to push Martin too far, she just says “Ok”, and they continue talking 

about the investigation. She learns something from this, because later we see the missing girl, 

Anja, and Saga at the hospital. Anja has been shot, and is close to dying. Anja asks Saga if this 

is when she is going to die. Because Saga has problems with lying, she needs to take a moment 

to think about what to answer, but she remembers what Martin has told her about telling people 

what they want to hear, so she finally answers “no”. Saga pushes Anja to draw a picture of the 

man that shot her, so much that Anja’s heart stops and she dies, which strongly affects Saga 

who sits outside Anja’s room after her death, looking very sad. Perhaps she feels guilty for 

pushing Anja too hard, or maybe it is because she, maybe for the first time in a long time, told 

a lie.   
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While Saga is still a rationale character that seemingly spends every waking hour on 

investigating the murders, there seems to be a shift within her at this point. She tries to become 

a better version of herself, getting Martin to teach her the unwritten rules of society that she 

lacks knowledge about. One could say that she is trying to start enacting a kind of femininity 

that in many ways would be more expectable and acceptable in society, although still with 

inhabiting more character traits that are masculine. There is simultaneously a shift in Martin, 

where he desperately is trying to prove his masculinity, and so falls back into old habits.  

 

Gender Roles Reversed Back to Normal? – Episode Ten  

For the last part of this analysis we are turning to the very last episode of the first season of 

Broen, episode ten. We have seen how Saga is not a typical female character, and that she is 

not enacting typically femininity. Remembering what Mizejewski (1993) says about how the 

“problem” of having a female detective infiltrating a male milieu, could be resolved by adding 

for example the romantic subplot. In some ways, this can be true also for Broen, although it is 

the very last thing that happens in season one.  During the entire season, Saga has been a person 

who prefers being by herself, and maybe not really seeing the point in having relationships with 

other people. After spending much of her time with Martin, learning how to behave in social 

settings, Saga is indeed willing to try out having a normal, romantic relationship with a man. 

Thus, the romantic subplot is somewhat added, helping to normalize the character Saga, and 

maybe making her more likeable. Her decision to start dating Anton is the very last thing we 

see in season one of Broen. While Saga’s abnormalities are both related to her personality, and 

by that we can also read gender-related, at the same time as being psychologically related, 

Broen still ends the season with a female character that is more socially aware, aware of other 

people’s feelings, gentler, more likeable, and because she starts dating Anton, it can be argued 

that she is also viewed as a more acceptable female character as well. In other words, we see 

her change from performing what we would think of as a more masculine role, something 

outside the box, or the role of pariah femininity, to a more feminine character holding more 

traditional feminine characteristics. We could say there is a switch in the gender roles at large 

when it comes to our two main characters. Martin started off as the kind, funny, sensitive and 

likeable family man, who had just had a vasectomy, a strong symbol of the fact that his 

masculinity has been taken from him. He continues to be this likeable and more soft man for 

many episodes, but in some ways slowly evolves into what we would think of as a more 

typically masculine character. During the season he is always a character controlled by his 

emotions, whether it is sadness (when reading the dead prostitute’s diary), guilt (after cheating 
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on his wife) or anger (when not getting the answers he want in the interrogation room). In the 

last episodes, he is very much controlled by anger, violence, frustration and pure wrath. Of 

course, in the end of the show his life gets torn up in pieces but everything that happens to him 

now is very much consequences of the life he used to lead, an earlier life that catches up on 

him. It can be read as him turning into the old version of himself, making us believe that this 

was always the real him, and that the version of him that was a happy father and a husband, 

was just a good disguise. There has in some ways been a shift in gender roles back to the 

“normal”, and in terms of the representation of femininity and masculinity, the characters have 

in the course of the series arguably gotten more “normalized”, and things are back to normal - 

almost. One of the trademarks of Nordic Noir is that the main characters rarely have a happy 

ending. This is also the case in Broen. At least for our male character, Martin. 

 

When we come to episode ten in season one, the investigators have figured out that the “truth 

terrorist” is Jens, an old colleague and friend of Martin. The whole point with the killings have 

from day one been to revenge Martin who several years ago had an affair with Jens’ wife, 

Mikaela, that eventually led to her leaving Jens. The day Mikaela and their son left him, they 

died in a car accident on the bridge. In the previous episode, Jens went to Martin’s house when 

only Saga and Martin’s 17-year-old son August were there. To revenge Martin, Jens has come 

to his house, killed all the police officers who was outside guarding the house, shot Saga, and 

kidnapped August. When Martin and his wife gets home that night, they find Saga shot and 

wounded on the ground, and she informs them that Jens has taken August. Although she has 

problems speaking because of her injury, she is able to give information about the car Jens 

drove away in. In the car, Jens and August are having a conversation about Martin. August has 

during the series had a troublesome relationship with his father because of Martin’s previous 

lack of engagement in his life. At one point in this episode, Martin who is guilty for the 

abduction of August, tells Saga that: “I haven’t spoken to him in many years and then he moves 

back home. You know that I left him when he was a child. We talked about going on a trip 

together, just me and him. I never thought that would happen”. In the car, Jens asks if Martin 

is a good father. August answers that Martin tries his best and that he wants to be a good father: 

“He knows very well that he’s not perfect. He is as good as he can be”.  

 

At home, Martin gets more and more frustrated when he has to sit and watch while the rest of 

the police force are trying to find Jens and August. Lillian (the head of investigations in 

Copenhagen) and Hans (the head of investigations in Malmö) are also there. It is clear that 
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Martin is ready to take the matter into his own hands, something that Lilian and Hans definitely 

not approve. Martin is very angry when talking to them, and he wants them to work faster so 

that they can find August. When Lillian suggests that Martin should be taken off the case 

because of his personal involvement in it, Martin refuses, and reacts with anger. He yells at 

Lillian saying that if she takes him off the case, he will resign his position at the police force, 

find Jens and kill him. We clearly see a more angry, frustrated and impatient Martin now. He 

is of course worried about his son being murdered, but his anger has been an increasing problem 

for the last episodes.  

 

Meanwhile, Saga has been taken to the hospital for treatment. The doctor tells her that it looks 

ok, that the bullet has missed any vital organs and that her blood values are almost normal, but 

she needs an examination of her shoulder. Saga refuses, she says she has to work. The doctor 

says: “You have just been shot. You have lost a lot of blood.” Saga answers the doctor by 

saying: “You said my blood values were normal.” The doctor tries to talk her out of going, but 

Saga insists that she is fine. Eventually Saga needs to give in and stay at the hospital. She calls 

Hans and asks him to come and see her. When he arrives, she is about to take her pants on. She 

is having a bit of a struggle because of the gunshot wound in her shoulder. She asks him if he 

can help her to put on her socks. He sits down to do it and asks if the doctors have said that it 

is OK for her to leave. She says no. He reverses the question and asks: “Have the doctors said 

that they cannot let you go?”, to which she replies “yes”. When Hans asks her if it is not better 

that she stays at the hospital, she answers: “He has got August”, saying it in a way that makes 

us think that she wants to help her friend, Martin, so he can be released from all the pain, at the 

same time as she has a need as a somewhat obsessive workaholic, and know-it-all, to be able to 

solve this case and be cleverer than the murderer. Saga understands that August is alive, but 

that he eventually will be murdered, because she knows that Jens has a plan to make Martin 

suffer just as much as Jens did all those years ago when his son died, which according to Jens 

was partly Martin’s fault. Saga is somehow able to put herself in the killer’s shoes, and she can 

in some ways understand the way he is thinking. At one point in the season, she is even 

fascinated by him and how he has an extraordinary mind. While Saga is a workaholic that is 

obsessed with solving the case, she seems more driven now by the fact that she can put her 

friend Martin out of his misery. Where Sarah Lund’s obsession with the investigation made her 

lose all her relationships in her life, Saga has not had any relationships that we know of this far, 

before she meets Martin. Later in the episode, Saga even agrees to breaking a rule to help 
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Martin, when he hands her his gun when they are in Copenhagen. Saga who is not allowed to 

carry a gun outside of Sweden, reluctantly takes it, after Martin says: “For me”.  

 

In a later scene, Martin and Saga are in the elevator at the police station when Martin sees that 

Saga has bled through her shirt where one of her wounds are. He points it out to her but she 

does not care about the wound. Martin frustrated and guilty, expresses that everything is going 

“straight to hell” because of his actions, and says to Saga that this is all his fault, to which Saga 

rationally replies: “Yeah, you seem to want to believe that.” Confiding in Saga like a friend, 

Martin starts talking about the problems he is having with his wife: “I think she is going to 

leave me. You should have seen her when I told her that I slept with Mikaela.” Saga says: “You 

weren’t together back then.” Martin, who by now has realized that his past has caught up on 

him answers: “It’s not that. She sees sides of me that she didn’t know about.” Martin continues 

to blame himself and starts questioning if Jens decided to kill all these people after he found 

out about Martin and Mikaela’s relationship. He says: “Even I betrayed him”, clearly blaming 

himself, making himself believe that it is his own fault that he finds himself in the situation he 

is in now. And it is all a downward spiral for Martin after this.  

 

At a later point in the episode, Jens calls up Martin and tells him that August is alive and that 

Martin should meet up with Jens, alone. Saga tells Martin that there is no reason for Jens to 

keep August alive just because Martin meets up with him alone, and that Jens’ aim is to punish 

Martin, so he will try to kill August either way. Martin, who has been strictly asked by Lillian 

not to go see Jens alone, tells Saga that he has to try and asks her not to say anything to Lillian 

about his conversation with Jens or where he has gone. He says: “This is important, Saga. Do 

not mention anything about the conversation with Jens. You have to promise me. Make 

something up. Say that my phone rang and that I left and that you don’t know who called me.” 

Rational as Saga is, answers: “But I do know.” Martin gets frustrated, and almost begs his friend 

to help him now, he says: “Saga! This is important to me. Promise me that you will not tell! 

OK?” Even though making such a promise is difficult for Saga, she still agrees, and she is 

actually able to keep that promise. She lies about Martin’s whereabouts to her boss Hans and 

to Martin’s boss Lillian. But after lying about it on the phone to Lillian in Hans’ presence, Hans 

says to her: “You’ve never been especially good at lying.”, to which Saga replies: “But I’m 

getting better, right?” Hans says: “absolutely”.  
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At the office, Saga and her team are working fast to find out where Jens has taken August. One 

of her colleagues informs her that she is bleeding through her shirt, but Saga just continues her 

work thinking out loud with the others. There is not one second to lose. She is absolutely sure 

that they are missing something. Earlier they found Jens’ apartment and confiscated all his plans 

and documents that he has stored up over the years, while planning his revenge on Martin. They 

have looked through everything, but Saga is obsessed by the thought that they have missed 

something and asks them to continue looking for a link or a clue. Clearly in a lot of pain, she 

takes one of the boxes, puts it on the floor and starts going through all the content, looking at 

every paper and every single detail. Eventually, she finds something, something only her sharp 

mind would notice. She has managed to figure out where August is by linking one tiny detail 

she noticed in a house they searched earlier and linking that small detail to a paper she finds in 

one of Jens’ boxes of documents. It turns out that August is in that house somewhere after all.   

When Saga arrives at the house, she meets Lillian outside who informs her that they have 

searched through the house, and there is nothing to be found there. Saga just walks straight past 

her and says: “You have looked at the wrong places!” They do not find August at the house at 

first, but Saga is determined that he must be there. She is almost on the border of obsessed now, 

just like we saw Sarah Lund. Lillian comes up to Saga and says that Saga was wrong, and that 

August is not there. Then she asks Saga if she knows where Martin is. She keeps on lying but 

when Lillian asks if he went out to find Jens, Saga reluctantly answers: “I think so”, still keeping 

the promise she made to Martin by not fully confirming Lillian’s suspicions. After not finding 

August in the house, the investigators are packing up and getting ready to leave. Saga cannot 

understand how she can be wrong, and she is sure that August must be there somewhere. While 

the others go to the cars, and are ready to leave, Saga is pacing back and forth in front of the 

garage that belongs to the house like she is thinking very hard and looking for something that 

will give her a clue as to where August might be. Suddenly she understands where August must 

be, and her colleagues come to help her. It is clear: Saga has to solve the case. She is in 

Schmidt’s (2015) words a “obstinate workaholic” and her sole strength lies within the criminal 

environment, not normal everyday life. Her brilliant mind is able to find August, based on a 

tiny detail most other people would have missed – but she does not. But as argued earlier, it 

seems like she is obsessed with solving the case now, not to be able to prove that she is smarter 

than the murderer or to feed a crave of uncovering the “ugliness inherent in crimes in order to 

exist” (Schmidt, 2015, p.450). But to help her friend Martin.   
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Martin meets Jens on the train that goes from Copenhagen to Malmö over the bridge. Jens stops 

the train in the middle of the bridge and orders Martin and another hostage to step out of the 

train. It turns out that Jens has made a setup for Martin, and he is live streaming from the bridge, 

which is problematic for Martin because he is given the ultimatum: shoot the hostage and 

August lives. As he reluctantly, but what he sees as necessary, decides to shoot the woman, he 

is not aware that it is being broadcasted on the internet – the same internet page Jens has used 

to broadcast his crimes on throughout the whole season. Saga finds out that Martin is on the 

bridge and drives over there immediately to tell him that they have found August; he is 

unfortunately dead. On the bridge, Jens tries to convince Martin that August is still alive, and 

says that Martin has time to save him. Jens plays on Martin’s emotions to make him shoot an 

innocent woman and to make him think that August is still alive when he in fact is not. Down 

by the foot of the bridge, the police are told by the bomb experts that no one is to step a foot 

onto that bridge, but Saga walks up to them and demands them to let her talk to Martin. Lillian 

says she cannot, and Saga says that they have to fix it, or Lillian will lose Martin. After Martin 

has shot the woman, Jens tells him that he has been lying about August and that he in fact is 

dead, and that he has died somewhere alone and afraid. Jens’ tactic is to get Martin to shoot and 

kill him, which will sufficiently punish Martin for having an affair with his wife that many 

years ago and being part of the reason why his wife and son died: if Martin kills Jens, he will 

lose his job, his family and he will spend much of his life locked in a prison. As Jens is telling 

Martin that August is dead, Martin is crying and shouting at him to make him shut up. In this 

extremely vulnerable situation, with all the anger and frustration mounted in him, he is ready 

to give into Jens’ request and kill him. Saga is the “knight in shining armor”, and she has been 

let through by the bomb squad, and she is now approaching Martin from behind. She tells 

Martin that she has found August in the garage of the house of Jens’ mother, where they were 

looking for him earlier, and that he is alive. For the first time in the season, Saga tells a lie in a 

more or less believable way. Not because someone told her to lie about it, but because she 

remembers what Martin has taught her about telling people what they want to hear, even though 

it might not be true. Jens tries to convince Martin that Saga is lying, and that August is dying a 

slow and painful death somewhere they don’t know. Martin points his gun at Jens, ready to 

shoot. Saga says that everyone is going to see it if he kills him, because as we know by now, 

everything that happens on the bridge where they are standing, is being live streamed for the 

world to see. Jens questions why Saga did not bring August with her if what she says is true, if 

he in fact is alive. She lies and says that they had to quickly get him to the hospital. Jens says 

that she should call August, because Martin probably would like to talk to him and make sure 
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that he is doing ok. Saga says that that is impossible, because Jens has Martin’s phone. Saga is 

struggling to lie, but she is doing the best that she can. In the conversation they are having, Saga 

remembers what Martin has taught her about telling people what they want to hear – telling a 

little white lie to make someone feel better. Jens asks Martin if he really believes that Saga is 

telling the truth about August still being alive. Martin who does not know what to say, turns to 

Saga to make her confirm that August in fact still is alive. Saga says: “We have found him.” 

Martin who does not believe her, replies: “Are you lying? Are you telling me this because you 

think it’s what I want to hear?” Saga has started crying now and has problems with not telling 

Martin the truth. But she is trying. She replies to Martin while still crying that she is not lying, 

and that they have found August. Jens enters the conversation again and points out that maybe 

they have found August, but that does not mean that he is alive. Saga who does not want to lose 

Martin and see him go to prison for shooting Jens, keeps lying. Her crying has probably revealed 

her by now, because Martin keeps on repeating the question to her, and she continuous to 

answer “yes”, even though she has problems hiding the fact that she is lying now. Martin asks 

again: “Can you tell me that August is alive? Saga?” There is a pause where Saga is not able to 

say anything. Yet again, Martin repeats his question: “Is August really alive? Saga, can you tell 

me that he is?” When Saga does not answer, he says her name, to make her answer the question.  

Saga is continually crying and now shakes her head. She drops her head down, in grief. Martin 

is ready to shoot Jens but Saga shoots Martin from behind in the arm to prevent him from killing 

Jens. She does not want Martin to go to jail for killing the man that has just murdered his son.  

 

We later see Martin at the hospital-bed morning his dead son, heavily crying. Saga comes to 

visit. They talk a bit. Then Saga says “August” and tears up. She says: “I don’t know what to 

say” and Martin says that she does not have to say anything, that it is OK. Saga says “I’m sorry 

that I was too late.” Martin replies: “You did what you could.” Saga replies: “It was not enough. 

I betrayed you.” She hands him her hand to give him a handshake and says: “It has been a 

pleasure working with you.” Martin answers: “You too.” They say goodbye and Saga is heading 

towards the door. Martin says her name, and she turns around. He blinks his eyes, smiles and 

says goodbye again. She is driving from the hospital and calls up Anton who previously has 

asked her out for dinner. She calls to accept the offer.   

 

The female protagonist in Broen, Saga, starts off as a very isolated person. We see her at the 

office at all hours of the day, and even when she is home, she is reading something concerning 

the case. She is in the beginning represented as enacting more masculine traits than feminine. 
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She does not care about motherhood, wifehood or having female friends. Although she can be 

viewed as an attractive woman, she does not put much effort into her looks either.  Having no 

personal relationships in her life, she can be viewed as self-alienated as she is distancing herself 

from people and keeps busy with work. When she meets Martin, she starts getting more 

interested in learning about social norms, wanting to understand the unwritten rules of society. 

When she starts changing her ways, Martin also changes. Like Sarah Lund and Jan Meyer, there 

is a simultaneous change in Martin and Saga as well. Martin starts out as acting out another 

masculinity than the hegemonic. This is in Schippers terms viewed as hegemonic femininity 

acted out by men. He holds many stereotypical feminine traits: he is quite sensitive, he is warm, 

and he cares about being a husband and father. But his vasectomy might stand out as a clear 

symbol of the change that will eventually happen within him, because he feels like he is losing 

his masculinity. Meeting and working with a female detective like Saga does not make it any 

easier either.  
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CONCLUSION 

In this thesis, I have analysed how femininity and masculinity are represented in the Nordic 

Noir TV-series Broen (2011) and Forbrydelsen (2007). I have analysed the two main characters 

from each series, with a main focus on the female main characters. Schmidt (2015) has stated 

that the crime stories with a female investigator can be read as a critical gender political tool, 

because they have a focus on the inequalities in society that are based on perceptions in the 

culture of femininity and masculinity. The main characters of both Forbrydelsen and Broen, in 

general are represented as enacting their gender in an unconventional way, and they might 

represent a different kind of femininity than we are used to seeing in other mainstream 

television series. Because the female detectives take on character traits that most often are 

associated with men and hegemonic masculinity, they can be moved into the category of pariah 

femininities, as they can be viewed as contaminating to the relationship between femininity and 

masculinity. At one point or another, the male main investigators must also prove their 

masculinity not to be in the “submissive” or “weaker” position compared to their female 

colleagues. At some point in these TV-series, there is a switch in the characters and how they 

enact gender roles, where they in parts of the series take on traits that are stereotypical for the 

other gender, but not without sanctions from society or complications in their lives. 

 

The two female characters in the two series are somewhat represented in the same way. They 

are both workaholics who do not conform to stereotypical notions of femininity. They are being 

sanctioned by the society for being different, and people assume that there is something 

psychologically wrong with them. Even though it is never made explicit in the series, many 

have guessed at Saga’s potential diagnosis. Sarah Lund is also being confronted about her 

mental health. An aspect that would be interesting for a future research would be to look closer 

at how these female characters are viewed as psychologically challenged, and if the situation 

would be the same if they were male characters.  

 

 

Stuart Hall has said that members of a culture will interpret the world in somewhat the same 

way based on exchange of meanings through the representations of words, signs, etc. We have 

seen here that the representations of femininity and masculinity in some cases get reversed. And 

representations matter. As Agger (2011) has stated, the Scandinavian crime fiction is prevailing 

social tendencies in the Scandinavian countries and cultures, and the representation of gender 

roles, femininity and masculinity in television series like Broen and Forbrydelsen can represent 
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one of these social tendencies, and therefore also be part of a shared meaning in the culture we 

live in today.  
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