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Ongoing Evaluator Annika Wik was enlisted by Film Capital Stockholm  
to assist throughout the project period. This meant that she would be 
present as a discussion party during project development, that she would 
figure in an external perspective, evaluate individual efforts and assist in 
the documentation and dissemination of outcomes. She suggested how 
project outcomes might be viewed in the larger picture and how their 
various aspects could be implemented in future work. 

Evaluation report

Smart Creative City is an EU project run by Film Capital 
Stockholm during the period 2015–2020. Its purpose is to 
investigate how the creative industries can carve out a niche 
as a mobile laboratory for urban development in the region. 



In the objectives and outcomes statement of Smart Kreativ Stad, the 
comprehensive, long-term objectives assert that this project should 
approach film and digital media in an innovative manner to support the 
sustainable urban development of the Stockholm region. One anticipated 
effect would be that the Stockholm region becomes a more attractive 
region to live in, to work in and to visit.

In support of this statement, the horizontal principles of the project are 
intended to work as an integrated tool for attaining the objectives and 
outcomes of the project. The three horizontal principles are: an improved 
environment, equal opportunity and non-discrimination. As stated, these 
shall act as “a transparent guideline for the test lab assignment and other 
project activities”. After the start of the project, however, the term test lab 
was replaced by pilot studies or pilots. Under the rubric “Concrete and 
continuous interaction in activities”,  it is made clear that the test lab 
should work with, among other things, “citizen dialogue” and other 
“interactive” methods for “including” those who live and work nearby,  
and to contribute to the positive and sustainable development of the area.

In the course of this project, spectator and citizen perspectives have come 
to form a distinctive red thread. The pilot studies attach great importance 
to the horizontal principles in fulfilling the overall purpose of the project, 
which is employing film and digital media in innovative ways to support 
sustainable urban development. What is particularly new is that the 
residents of the region now take center stage as audience, spectators, 
participants, creators and visitors. Here it is worth noting that the  
designation creators points to those who were initially referred to in  
their applications as small and medium-sized businesses. This original 
term turned out to be misleading, seeing as creators often work on a 
project basis.

This report, Report #4, brings together three pilots to demonstrate the 
various methods applied in fulfilling the purpose: a more attractive region  
to live in, to work in and to visit. #3 Fisksätra Vibes,  #6 Spectator 
Perspective and #8 Queer Bergman Cinemaoke are all instructive examples 
of methods development stemming from residents and, by extension, of a 
sustainability perspective on urban development. The studies considered in 
this evaluation are:

• Pilot #3  Fisksätra Vibes

• Pilot #6  Spectator Perspective

• Pilot #8  Queer Bergman Cinemaoke

Taken together, these pilots provide a palette of spectator perspectives seen 
through the lens of citizen dialogues, inclusion and interactive participa-
tion. They are aimed at residents, creators and visitors alike. The focus of 
the evaluation lies in the methods underlying the horizontal principles, and 
in the outcomes relative the comprehensive, long-term goals. In accordance 
with the evaluation logic of the project and the application of innovative 
metrics, the question words How? and Who? are therefore highlighted in 
this evaluation.



The ongoing evaluation conducted throughout the project has its methodo-
logical foundation in participant observation, which is directly in line with 
that embraced by Annie Dell’Aria. An art historian on staff at Miami University 
in Oxford, Ohio, Dell’Aria studies the forms of spectatorship of the moving 
image in public space. When accounting for her approach to grasping the 
spectator experience, she places emphasis, after observation and interview, on 
the researcher becoming one of them. This she calls being a ”passerby”. 1  
She underscores her own presence on location. This has proven to be the 
method that works best in the evaluation of pilots conducted by Smart 
Kreativ Stad. So too in these three pilots, even though the extent of public 
attendance and participation has varied greatly.

In #3 Fisksätra Vibes, the evaluator participated in much of the extended 
process.  Besides being present as previously described at public occa-
sions—such as the library exhibition to which the residents of Fisksätra 
were invited, the opening, the performative walk Reflect—Fisksätra 
Stories—as well as making visits to the area to get a feel for the neigh-
borhood in pace with the completion of the installations, the evaluator 
attended meetings, audited selection processes, documented the various 
stages of the process and, in collaboration with Xenter, spoke with artists, 
counted votes in the referendum and followed up reactions upon  
completion of the pilot.

1 Annie Dell’Aria, ”Spectatorship in Public Space”, The Moving Image in Public Art, Carrie Lynn D. Reinhard, Christopher J. Olson (eds.), New York, London: Bloomsbury Academic, 2016, p.18.

2 See: https://smartkreativstad.com/pilot/askadarperspektiv/ . To watch all the documentary films, see: https://vimeo.com/smartkreativstad 

3 The concept cinemaoke was coined by Ingrid Ryberg, Ulrika Bandeira and Annika Wik in 2016. 

In #6 Spectator Perspective, the evaluator held a workshop in spectator 
perspectives. She also provided constructive input on surveys, gave inter-
views for the documentary films2 which were shot in the creators’ environ-
ment, presented results for the audiences, and held conversations with  
the creators when they needed to present the results of their development 
work in a public context.

In #8 Queer Bergman Cinemaoke, the evaluator was involved in the 
interactivity development work along with the two artistic leaders of  
the performance.3 During the performance, she played an active role  
in audience flow, as impromptu guide, as participant and as exit poller  
when visitors left the performance—all with the aim of immersion in  
their experiences. 



EVALUATION OF PILOT #3:  

FISKSÄTRA 
VIBES
BY: ANNIKA WIK



Pilot #3 Fisksätra Vibes

Prior to #3 Fisksätra Vibes, the neighborhood in question had a history of 
citizen dialogue influencing public art. For the repurposing of the Million 
Programme area of Fisksätra in 2007, three stakeholders, Stena Fastigheter, 
Statens konstråd (Public Art Agency Sweden) and Nacka Municipality, 
collaborated in a project whose aim was to bolster identity and promote 
community among the residents. Fisksätra is Sweden’s densest urban area 
with a population of over eight thousand, claiming roots in more than  
125 nations and speaking a commensurable number of languages. In close 
dialogue with residents, a project was initiated through which artists 
Katarina Wiklund and Susanna Wiklund developed an artistic process 
which led to the founding of the Fisksätra pattern archive. Then, as now, 
Fisksätra Museum is a vital resource for reaching out to the residents.  
In 2015, the museum issued a report on its methods for capturing the inner 
life of a local community.4 Here the editors Amelie Tham and Ida Madsen 
report on viewing a community from both inside and outside, on its social 
policy challenges, on political power and on everyday life. The role played by 
Fisksätra Museum was central, even decisive, in reaching out to the local 
community, as were that of church, library and neighborhood watch. The 
report contended that the term citizen dialogue is misleading in an area 
where citizenship is complex and not always a given. Therefore, the term 
resident dialogue was used.

When in 2016 the time had come for new artistic installations, two stake-
holders, along with Smart Kreativ Stad, were summoned: Stena Fastigheter 

4 Vad är Fisksätra? Vardagsliv Maktperspektiv Rörelser, Amelie Tham and Ida Madsen (eds.), Fisksätra Museum, 2016.

5  See the reports “Främjande av hållbar stadsutveckling” – slutrapportering av ett regeringsuppdrag till Boverket, Riksantikvarieämbetet, Formas och Arkitekturmuseet (Boverket 2013), “Hållbar stadsutveckling”, Formas, 2:2011 and 
Statens konstråd’s report “Den offentliga konstens roll i boendemiljöer” (2017).

6   At the University of Gothenburg, courses are offered in “Commissioning and Curating Contemporary Public Art” and “Artistic Work in the Public Space”; at Konstfack (University of Arts, Crafts and Design in Stockholm), the course 
“Art in the Open – Social Dimensions, Ecologies and Transformations”; and at Kungliga Konsthögskolan, in collaboration with Statens konstråd, artist Jonas Dahlberg has recently been appointed visiting professor, to name just a 
few of the educational opportunities in the field of art.

and Nacka Municipality/Konsten att skapa stad. In their call to creators for 
entries, they specified that not only artists with experience of public 
design would be considered, but that creators in the broadest sense were 
welcome to submit proposals. Through the presence of Smart Kreativ Stad, 
“creators from the film industry who work with moving images, sound, 
light, media, scenography, and so on” were approached. And so, the call 
reached out to the film industry. 

While art has a long history of public display in Sweden, film does not. In 
the field of visual arts, there are well-established structures, long professi-
onal experience, special expertise in public design and research grounded 
in sustainable urban development.5 Nowadays there are also educational 
programs with a focus on public art.6 



Smart Kreativ Stad joined the project in the hope of clearing space  
for film creators to compete in design competitions for a residential 
environment modeled by and having a long tradition in the art field.7 
Through this collaboration, Smart Kreativ Stad could enter into a context, 
otherwise reserved for the visual arts, in which moving images can be seen 
as artistic expression, but only within the prescribed framework of public 
art and contemporaneous art. One example of an obstacle for filmmakers 
is the requirement of having previous experience of public art in order to 
be considered for a design competition. But since there are no established 
structures for this outside the sphere of visual art and no focus on moving 
images in public design inside the sphere of film, creative filmmakers are 

simply left behind.8 In the public space, there is simply little or no room for 
moving images beyond mere open-air screenings of film. What needed to 
be tested was whether stakeholders from the arts’ intermediary areas could 
enter an arena where previous experience of public artistic design is crucial 
for obtaining a commission. Smart Kreativ Stad wanted to investigate 
whether those active in interdisciplinary fields, for example scenographers 
with some connection to filmmaking, could be included in artistic processes 
in a living environment. To reach the overall project goal of broadening 
employment opportunities for creators, a work area for creators of film and 
media in public art needs to exist and interest needs to be raised among 
those who view public art as a professional knowledge sector.

7  See “Rapport –Den offentliga konstens roll för boendemiljöer”, Statens konstråd, Dnr 1.1./2016:385, 2017. A follow-up of the research overview: “Hållbar stadsutveckling”, Formas, Rapport 2:2011, Text Lena From, Stockholm 2011.

8  The Valand Academy of the University of Gothenburg offers a Master of Fine Arts Program in Film, focusing on curatorship for film and video. Another interesting initiative worth mentioning is the mobile and international academy 
Urban Media Art Academy, see http://urbanmediaart.academy/.

The creators who submitted design proposals were, despite encouragement 
from Smart Kreativ Stad, primarily visual artists. Those with contacts in the 
film industry, and who had applied for and received commissions, were 
mostly scenographers and modelers. One conclusion drawn by Film Capital 
Stockholm from this phase of the pilot study is that closer ties with the 
film industry would be desirable. Public design through film and cinematic 
practices appears quite out of place to the film industry but are highly 
interesting for individual creators. The film creators who so far have proven 
to be open to this type of commission work in the intermediary areas 
where film and moving image as expressive forms meet visual art. Smart 
Kreativ Stad's pilot study, in collaboration with Fisksätra’s stakeholders, 
points with all clarity to this being an area for filmmakers to explore and 
take part in, despite it still being in its infancy. The work of Smart Kreativ 
Stad in this regard can contribute to opening up the role of film for urban 
development as a complement to the works of established creators.

Smart Kreativ Stad devoted at least as much effort in getting in applications 
from film creators as in getting local artists from Fisksätra to submit design 
proposals. Some proposals came in, some were approved, and one person 
got to implement their project. But it would have been preferable to see 
more proposals submitted. This was also a recurring issue in conversations 
with the residents of Fisksätra, whether or not locals knew of the project.



In addition to providing space for film creators to compete in design 
assignments in a residential, urban environment, Smart Kreativ Stad also 
entered the project with an interest in collaborating in, learning about and 
stimulating resident dialogue in the neighborhood. The installations in 
Fisksätra were intended to be unique to the neighborhood, to serve as a 
meeting place and to stimulate conversation and reflection for residents 
and visitors of all ages and cultures. The locations were all suggested by the 
residents: the ramshackle fountain, the building façades opposite the train 
tracks, the murky pedestrian tunnel and the bridge from Saltsjöbanan. The 
designs would relate to the neighborhood and architecture of Fisksätra and 
bolster the location’s identity in an innovative way. To achieve the best 
possible results from a resident perspective, Smart Kreativ Stad initiated  
a voting procedure.

What emerged from the thorough feasibility study was the issue that 
voting through a digital tool—which Nacka Municipality had tried out in a 
different context—would probably not ensure blanket participation. Too 
many people in the area did not own a computer. It turns out, however, that 
many people used the digital equipment and services available at the 
library. The opportunities were few to reach out with the information that 
votes could be cast online, in part due to the diversity of languages in the 
area. So instead of digital questionnaires, voting cards, one per household, 
were printed and distributed to all the home mailboxes in Fisksätra.  

The ballots were designed with visual clarity in order that the linguistic 
obstacles would not be excessive. The selection of artists for the design 
competition was undertaken by a jury consisting of Geska Helena Brečević, 
Artistic Director at Smart Kreativ Stad; Fredrika Friberg, Leader of Konsten 
att skapa stad; Nacka Municipality; and Karin Linander, Property Manager 
at Stena Fastigheter. For design proposals 3 and 4, Lena Lagerlöf from Nacka 
Municipality participated as well. Assisting the jury was a committee of 
experts consisting of: Anna Ellare, Site Architect at Fisksätra, Nacka 
Municipality; and Sukina Hussain, Calculation Engineer at the Department 
of Construction Projects. Annika Wik, Ongoing Evaluator at Smart Kreativ 
Stad, acted as observer during deliberations. The selected artists that had 
cleared the first round were assigned to submit a sketch, a model and a 
presentation of their proposal in an exhibition held at the Fisksätra Library. 
In connection with the opening of the exhibition, the artists would appear 
in person to discuss their designs and proposals, after which the residents 
of Fisksätra could make their voice heard. After the exhibition closed, 
ballots were collected and counted. 

This procedure, wherein the will of the citizens reigns supreme, is fairly 
unusual in a process such as this. And it places great demands on commu-
nication. In cases where citizens are afforded a vote, this is usually advisory 
rather than governing. 



The number of ballots collected exceeded all expectations. Four proposals 
were selected, three of which could get started on implementing their 
artistic work (the fourth proposal remained a design sketch). 

The count resulted in a mandate, and after the winners were notified to 
start work on their proposals, the role of Smart Kreativ Stad came to an 
end. In the phase that followed, Stena Property partnered with Nacka/Art 
for the implementation and installation. It soon became a drawn-out 
process—not unusual in this type of project with many suppliers (for 
construction) and many steps requiring decisions (for insurance, contracts, 
security, licenses)—and so the completion date was pushed back.

#3 Fisksätra Vibes targeted the residents of Fisksätra. The installations 
were conceived to bolster local identity and support community through 
human encounters. It was in equal measure aimed at those who pass by 
Fisksätra, and never really pay it much notice. The pilot would endeavor  
to make the neighborhood visible. 

Conversations held with residents of Fisksätra varied with the opportunity. 
The roles of evaluator and “passerby” also varied prior to, during and 
following the project. The conversations, which were randomly conducted, 
were significantly more positive prior to and during the course of the 
project than following it. From these conversations, some reactions can  
be highlighted. 



On a number of points, the outcomes were successful:
•  Interest in what was happening in the project was lively.

• Interest in the exhibition was great.

•  Keen interest was shown for all forms of artistic expression and proposals 

during the exhibition period.

• The interest in the voting procedure was strong.

• The number of ballots cast was large.

•  During the process, it was apparent that the resident dialogue worked well 

and that there was a felt sense of inclusion.

On a couple of points, the outcomes were less successful:
•  Some residents discretely questioned whether or not the creators in Fisksätra 

knew of the design competition.

•  Upon implementation, criticisms were raised over whether the installations  

in fact conformed with the proposals. 

•  Once the works were in place, residents expressed on reflection that under-

standing what a model would look like when implemented is a difficult task. 

•  Parts of the proposals did not conform with the model or presentation.  

This applied to the fountain, with regards to color and materials, its imple-

mentation, but also the stipulated sunlight effect. This also applied to the 

bridge, which according to the model gave a more expansive impression.  

This did not, however, apply to the pedestrian underpass, whose implemen-

tation residents held best conformed with the model.

•  Strong opinions were expressed that the fountain had both sharp edges  

and slippery surfaces, making it dangerous for children.

•  During the summer, the fountain had leaked water, which lent it a trashy  

impression to the square (Smart Kreativ Stad contacted Stena Fastigheter, 

who promised to fix the problem).

9 Report – Den offentliga konstens roll för boendemijö, Statens konstråd, Dnr 1.1.1/2016:385, p.6.

Several reflections from the evaluator:
•  The positive response in the initial phase of the project can likely be traced 

back to the solid research on, through and with all the stakeholders in the 

area, those working and operating in the area, such as the neighborhood 

watch, library personnel, church, club activities and Fisksätra Museum.  

The creators who submitted design proposals were put in touch with  

organizations and people familiar with the place. 

•  The project manager from Smart Kreativ Stad, who was included in the  

opening phase of the project, has experience of collaboration, of working  

site-specifically and of public art design. This, along with the awareness of 

the importance of entering the construction process early and experience 

with resident dialogue, are practices that are demonstrably crucial for  

working with public art in a living environment.9

•  During the implementation phase of the project, after the role of Smart  

Kreativ Stad had been terminated, Stena Property had the intention to  

hire an art consultant to assume the leadership, but this never happened. 

There was, therefore, no expertise whereupon the gulf between artist and 

real estate agency grew too large. A process leader was thus absent for  

the latter part of the project.

•  The construction process for the fountain, the implementation and the  

outcome each need to be evaluated separately. This was outside the  

assignment of Smart Kreativ Stad, but the project has conveyed to the  

real estate company the observations of the evaluator, as well as the  

critical comments of the residents.

•  The risk is great that whenever a problem is not addressed, confidence 

among residents rapidly decreases.





One aim of Smart Kreativ Stad's exploratory work was to test and highlight 
the role of film in urban development in a local living environment. Another 
was an exploration of methods by which public design can enter into 
dialogue with residents.10 The voting procedures served as an example  
of resident dialogue. The voting was preceded by dialogue, an exhibition  
of models and sketches and the chance to meet with the artists to ask 
questions about the proposals. The second method was founded on 
 deep conversations and private one-on-one interviews. Lena Lagerlöf 
supervised this work. 

Lena Lagerlöf, actor and cultural geographer, was responsible for the 
exhibition during the voting procedures. During her apprenticeship at 
Nacka Municipality, she proposed an artistic work that would be in line 
with the wishes of Smart Kreativ Stad to learn more about resident 
dialogues. Reflect—Fisksätra Stories revealed Lena Lagerlöf’s ambition  
to reflect on Fisksätra and its residents, their stories of the neighborhood, 
their memories and experiences. 

The work was in two parts. For the first, Lagerlöf brought residents and 
visitors along on a performance walk to various locations in Fisksätra, 
during which she collected the stories that were told. For the next few 
months, Lagerlöf spent time establishing a relationship with the residents 
and working with the two-fold method of shaping dialogue through trust. 
In conjunction with the residents, she arrived at a set of stories that 
needed to be told. She was careful in marking out the origins of the stories, 
and the specific locations that formed their basis. During the walk, the 
participants were asked to follow Lagerlöf, who through minor adjustments 
in body language and voice gave the impression of impersonating a rich 

10  The Decode website has a page where the philosopher Jonna Bornemark provides short introductions to films that deal with the philosophy of urban planning, about knowledge and non-knowledge, resident dialogue and 
thoughts about processes and methods. See: http://www.decodeprojektet.se/publicated/filosofi-i-stadadsplaneringen-filmer/ Decode is a research project that works within Vinnova's call for proposals Challenge-driven  
innovation – sustainable cities.

palette of people and experiences. Participants could thus have access to 
emotions and experiences which for the storytellers had significance and 
connection to places around Fisksätra: a playground, the square, the train 
platform. For the second part, Lagerlöf produced and narrated a podwalk 
containing these stories taken from life.

Lena Lagerlöf received feedback from both residents and visitors. One 
example that confirms that time and trust are essentials to constructing a 
dialogue that leads to an understanding of the conditions of people’s lives 
was a post in social media from a resident that read: “You never really 
understand a person until you consider things from his point of view… 
until you climb into his skin and walk around in it.” A quote by Atticus 
Finch, the protagonist of the novel To Kill a Mockingbird. Safejourney,  
who quoted these lines, writes to Lena Lagerlöf (@makkelikk): 
 

The quote from Harper Lee’s novel is in many ways timeless and 
relevant today. I believe that @makkelikk has captured this spirit in 
her project Reflect—Fisksätra Stories, where you can take a tour of 
Fisksätra, guided by an app relating stories that locals have shared. 
Of course, you could listen to the entire podcast without visiting each 
location. But personally, I find that the stories are most telling when 
you get a visual impression of the places there. @makkelikk deserves 
credit for this amazing initiative. (translated from Swedish)



Further, Safejourney writes:

I have now taken the podwalk (better late than never) and wish to 
thank you for this experience. Engaging both my visual and auditory 
senses to take in the places and connect with the emotions when 
hearing the stories was an experience I can barely put into words. 
Many thanks! (translated from Swedish)

Careful research into getting to know the location, collaboration on many 
levels, long-term planning and grounding in the conditions of the local 
residents is a prerequisite for a project such as this. A great lesson and 
opportunity for development lies waiting in the follow-up work. There is 
great interest in Fisksätra for a local commitment. How this is dealt with 
reflects the confidence in decision-makers, and confidence and trust 
underpin the sense of inclusion. Understanding the physical environment 
of a place and the conditions for living there is of the utmost importance 
for understanding others’ needs.11

The resident dialogue in the design assignments appeared to work well. 
Voting cards taught us about what must be considered when constructing  
a methodology, which, albeit a mix, was decidedly quantitative. The focus 
on voting on the proposals empowered the residents to have a say in their 
local environment. Conditions for inclusion were created through the 
processes of public art, which were based on a democratic perspective. 
What was then lacking was a channel for residents’ views on the outcomes 
and a follow-up in the form of possible measures.

11 The website of Smart Kreativ Stad contains a text by Lena Lagerlöf, in which she reflects on her work. See: https://smartkreativstad.com/wp-ontent/uploads/2016/10/SKS_REFLECT_reflektioner.pdf

Within the framework of Smart Kreativ Stad’s investigation and test of 
resident dialogue, Lena Lagerlöf's work came to represent an entirely 
different methodology of a qualitative character, based on artistic and 
cultural geographical practices. She also had access to previous research,  
as well as histories and contacts with local stakeholders. In her project, 
dialogue did not mean broadly reaching out to everyone involved in the 
work. Her resident dialogue was based on confidence and trust with as 
many residents of Fisksätra as possible. Where this was successful, the 
dialogue became a tool for culling and collecting stories that could be 
shared with all the local residents. 



EVALUATION OF PILOT #6:  

SPECTATOR 
PERSPECTIVE
BY: ANNIKA WIK



Pilot #6 Spectator Perspective

#6 Spectator Perspective takes its starting point from the development 
work of Film Capital Stockholm. In the project STHLM Debut, Film Capital 
Stockholm has since 2012 collaborated with Film Stockholm/Filmbasen.  
In a program aimed at first-time feature film producers and directors in 
the Stockholm-Mälardal region, opportunities are created for developing 
their productions. STHLM Debut maintains both financial development 
support and practical advice in the form of workshops and coaching. In the 
fall of 2017, those who were afforded support at the time of the pilot were 
given a workshop on audience and spectatorship. After a review of the 
various examples of public development work, the workshop opened up for 
an exchange of experience and discussions on one’s own film work in light 
of the concept of the experiences of the intended spectators. 

The workshop was followed by a call for development support on audience 
focus in the form of exploratory and in-depth work based on their own 
production. Three projects were selected by Beata Mannheimer from FCS, 
who is the Project Manager for the pilot study and Anne-Marie Söhrman 
Fermelin from Filmbasen. The intention was to create space for a team of 
three creators to work with audience development based on a specific 
method, a task they could not complete without financial support. In 
addition to providing opportunities for research, the outcomes of the 
project could be disseminated to the film industry through a collaboration 
with Stockholm Film Festival, and later Tempo Documentary Festival.

Carried out by the creators themselves, the three projects generated 
documentation and empirical data for the pilot study. Instead of evaluating 

the methods for audience focus work project by project, this comparative 
material could provide a larger picture of possible ways forward in refining 
the filmmaker’s beliefs about audiences and the significance of film  
and reception, in contrast to the objective metric of box-office figures.  
The outcomes of the pilot study could thus open up opportunities for 
reposition ing and developing new, long-term approaches to assessing  
the achievement of a film.

On a deepen level, the pilot study addresses inclusion. In other words, 
seeing audience focus as something larger than the number of tickets sold 
for cinema screening, something larger than the total viewing audience—
such as, whom does the filmmaker imagine the film will reach? With a 
focus on whom—whom won’t it reach? What does the film give to the 
viewer? An aesthetic experience, a reflection of one's own reality, an insight 
into others’ experiences, knowledge, pleasure, strength, power, courage, 
pastime? How do filmmakers need to plan to meet their audience? How 
can we determine that a film is where it should be, seen by the ones who 
can get something out of it? Who is included and who excluded in the 
various forms of audience focus?

The pilot study was a pursuit in visualizing and developing methods for 
measuring, and explicitly challenging the traditional view of, the achieve-
ment of a film. The market research stems in part from the project’s 
previous outcomes of its pilot studies and evaluations, in part from the 
expertise of the film industry and the acknowledgement that too little has 
been done in revising the metrics of achievement. To the present day, these 
have mostly calculated relative to audience size, box office receipts, festival 
screenings and competition prizes. From the start of the pilot study 
through to its conclusion in the spring of 2018, interest in new metrics 
seemed to grow from several quarters and stakeholders in the film world. 



“The Impact Guide & Toolkit”12 is an example that, once it gained notice, 
inspired several stakeholders to develop their methods for measuring a 
films' achievement. With digitization, development of new forms of display, 
a revised view of the relation between producer and consumer and, centrally, 
a new film policy, the need has arisen to introduce new parameters and to 
test new perspectives, such as qualitative methods as a complement to 
quantitative measuring methods. The outcomes of development work of 
the pilot studies are thus interwoven with the inadequate, outdated 
measurement methods in the film industry, showing in an intriguing way 
how the pilot studies of Smart Kreativ Stad can concretely spill over into 
the core operations of Film Capital Stockholm, perhaps as a way of thinking 
innovatively about indicators.

Three of the STHLM Debut projects proposals were granted development 
support through the call to #6 Spectator Perspective. The creator who came 
closest to the pilot's ambition to develop measurement methods is the 
producer Anna Weitz, who worked on the film Silvana—Väck mej när ni 
vaknat (Silvana—Wake Me When You Are Woke), directed by Mika Gustafson, 
Olivia Kastebring and Christina Tsiobanelis. Anna Weitz at Mantaray Film had 
long known that the true worth of the film is not always reflective of how it is 
usually measured. “I have long felt a frustration that what you measure when 
judging whether or not a film has been successful is not always in line with 
the goals I set or the purposes I intended; instead, we traditionally consult 
box-office figures and sometimes the review index,” says Anna Weitz in a 
documentary film made for Smart Kreativ Stad. She makes it clear that she 
wants us not only to consider cinema screenings, but all screenings. She 
prefers bringing to light the actual value of a film by capturing its long-term 
significance. When collecting audience reactions to a film, she aims to gain 
hold on its qualities—such as its effects on a spectator—and to pass them on.

12 See: https://impactguide.org/

Thanks to the developmental support, Weitz could conduct a case study to 
explore several of the aspects she, in her role as producer, wished to develop 
within the framework of audience focus. Her purpose is to help effect 
structural changes in the film industry—to widen the audience focus and  
to both challenge the quantitative work and show the potential inherent in 
a qualitative perspective. The case study was conducted with the help of 
surveys designed to obtain quantitative data, as well as to compile reactions 
from the audience based on open questions, and allowance for comments. 
The type of feedback through comments could sound like this:

Silvana inspires me in a way that few do. She gives me strength 
through her music, she braces me and gives me a feeling of pure 
dynamism. We can crush structures, and just as she inspires me,  
I can go on inspiring others. (translated from Swedish)

I was floored by Silvana Imam’s energy and her desire for change.   
I pondered a lot over the fact that struggles can be taken up in 
different ways and that I need to get more involved, actively, for real. 
(translated from Swedish)



This kind of feedback is naturally invaluable for creators and producers. 
They should in turn have an equal impact on reception within the frame-
work of film production. This is not the case today. The connection 
between film and people’s lives is excluded from consideration of the 
“bottom line” of the film. Consequently, both industry and cultural politics 
miss out on qualitative results. It could be argued that the film industry 
misses out on documentation that can demonstrate the value of film 
culture for people, the values that are constantly debated in cultural and 
political circles. Finding greater variation in the choice of indicators of the 
achievement of a film, based on caution regarding instrumentalization,  
can lead to new structures that benefit films that have greater difficulty  
in selling tickets. From a regional perspective, this aspect, the value of 
culture for people in the city, is essential to understand.

The targeted support that Weitz received from Smart Kreativ Stad thus 
allowed her to collect responses from the audiences who viewed the film in 
the cinema. These were direct responses to questions that she, as producer, 
and the production company posed to their audience.13 She obtained facts 
about the audience, such as age and gender, opinions about the film based 
on preselected criteria, but also 268 documents (completed surveys) with 
comments on the audience’s self-formulated experiences of the film.

13  Financed by Film Capital Stockholm, the film premiered at Stadshuset (Stockholm City Hall), one of the capital’s most prominent buildings. 

Anna Weitz brought the surveys to the communication and statistics 
department of the Swedish Film Institute. There the data was compiled and 
analyzed. The results of this work on the public reception of Silvana—väck 
mig när ni vaknat were presented concurrently with work of Smart Kreativ 
Stad on #6 Spectator Perspective at the Impact Conference of the Tempo 
Documentary Festival in 2017. The Film Institute has also used the results 
in internal discussions surrounding new ways of evaluating the success rate 
of Swedish film. In the analysis by the Film Institute of the public feedback 
on the film, the following has been identified:

• Many give the film the highest rating.

• The vast majority knew of Silvana before.

•  Many mention things other than music in the film (but also other than  

politics): family relationships, the love story and the fans.

• Many were inspired and “hyped”.

• Few have changed their view of LGBTQ people.

• The film has touched the target group, but not “convinced” others.

Furthermore, the Film Institute’s compilation of the audience’s feelings 
during and after the film:  
• Joy 87%

• Community 78%

• Recognition 50%

• Consolation 50%

• Anger 43%

• Other 22%

• Dejection 16%

• Nothing 1%

• No answer 3%



Weitz’s project for audience development for film confirms the need to 
closely examine and develop methods for quantitative and qualitative 
audience focus. The work on this film demonstrates that an audience 
approach can take new paths. Alongside the other two development works, 
Weitz’s work avers that method development requires collecting various 
types of methods for materials and outcomes to be comparable. The projects 
work separately, but as a foundation for discovery, comparative analysis  
is required. Only after collecting data from several projects do we obtain 
material that shows that development work can lead to structural changes, 
changes in new directions.

Likewise in the project Safe Spaces, Producer Anette Sidor and Scriptwriter/
Director Jerry Carlsson used a mix of quantitative and qualitative methods 
in their focus on audience development. Here too, surveys were used to 
collect measurable data, to which was added onsite conversations that were 
aimed at gaining access to the experiences and wishes of the target group. 
They arranged the film screening and held conversations in both physical 
and virtual spaces.

The project that Sidor and Carlsson chose to examine in depth dealt with 
the spectator perspective of LGBTQ adolescents: whether they see them-
selves represented on film, about the images they find lacking, about how 
physical and emotional safe spaces work and how more can be created.  
The title of their project—Safe Spaces—refers to the situation during a film 
screening. It includes both the physical space, as well as the psychological 
parameters that count for a safe experience. The project, based both locally 
at a Stockholm youth center for LGBTQ youth and geographically random 
through online screening across the country, dealt with investigating what 
constitutes a safe space for the audience participating in this film project.

Through this methodology, Sidor and Carlsson could determine whether 
their own previous assumptions were correct. The type of assumption that 
in some sense was founded in their personal experience. How relevant  
were they for the group they now looked at? Are the challenges to the  
target group in identifying with cinematic representations as great as the 
researchers and their circle once felt when they were young? Here it was a 
matter of conducting a dialogue with an imagined audience. In the surveys, 
questions were posed as to how respondents view film, the formats they 
prefer and the platforms they use. Through questions and answers, they 
could then compare and contrast their own experiences with those of  
their audience. The investigation was done both digitally and in person,  
at community youth centers.



In presenting their outcomes, Sidor and Carlsson employed graphs to 
report the figures that indicate, for example, that the identified target 
group watches LGTBQ films on their own computers. The responses point 
to the fact that they prefer private film experiences over those shared in a 
cinema. Whether or not this will affect their own productions is too early 
to say, but their work will definitely form a foundation for future filmma-
king processes. Based on surveys and dialogues, Sidor and Carlsson came to 
understand that groups of LGTBQ audiences communicated that they 
enjoy real-life stories, and that they rarely watch films, but rather televi-
sion series. If audiences send a signal that they prefer films made with the 
aim of contributing to personal identity, then dialogue with a film’s target 
group can affect production decisions. From a more general perspective, 
this audience focus shows the importance of reasoning beyond the tenet 
that audience work begins only after finished production and screening. 
Safe Spaces demonstrates the importance of audience encounters that are 
integrated in the production and development of the creative processes.

Based on this study, it is difficult to draw conclusions about safe spaces in 
relation to the city, which is the perspective of Smart Kreativ Stad. But the 
fact that the audience responded that they prefer to watch films privately 
rather than together at the cinema leads us to ask the question—safe for 
whom?—in the context of urban development. When we talk about the role 
of film in urban development, this audience focus shows that it is impor-
tant not to neglect the urban spaces that allow for privacy, or at least for 
different needs and feelings.

What can likewise be ascertained from this study is that qualitative 
methodology is valuable for gaining a deeper understanding of cultural 
issues, because it look at people, in this case, what is perceived as safe 
spaces in the context of reception. This understanding of what residents 
experience as a safe space is important for the project as a whole, because 
there is great expertise in the fields of the arts and culture, and Smart 

Kreativ Stad sees potential in integrating this into the work of city plan-
ning. It is an example of an expertise that deservedly ought to be transfer-
red from cultural practitioners to other industries and projects, such as 
residents-oriented construction process projects.

The last of the three public development projects is the one that has the 
strongest connection to the city and its communities. In Ragnhild Ekner’s 
project with the same name as her film, Trafikljusen blir blå i morgon (The 
Traffic Lights Will Turn Blue Tomorrow), Ekner turns to the places and 
people to whom the film is dedicated. For Ekner, there is a strong drive to 
reflect “folks like us”, as she says. With a film that takes place in her own 
“backyard” in Hässelby farm, the place where she feels totally at home, she 
has enough insight to know for sure that the people she depicts are not the 
ones consuming film in the spectator multiplexes measured by film 
statistics. Ragnhild Ekner wants to reach out to people who do not frequ-
ent the cinema, or watch TV, perhaps not at all. With the development 
support for in-depth audience focus, she saw a chance to approach her 
vision of reaching out through film, letting it settle into the minds of more 
people, and to screen it for those whose worlds are rarely depicted in film.
 



When Ekner talks about reaching out to others, she does not primarily 
refer to high box-office figures. Her pursuit of audience focus is to reach 
out to a deeper level. To reach all walks of life and to reach inside people. 
Through traditional cinematic display structures, she has difficulty 
achieving her goals. These exist for those who can afford them, those 
whose circle is the established film and culture scene. The group important 
to Ekner, the group she portrays, does not have access to that scene.

Ekner's purpose in seeking the audience development support was to test 
how far she could go, since she could now accept saying “yes” to screenings 
in venues that could not otherwise afford the expense. With a grant of SEK 
30 000, Ekner could now accept all inquiries. This enabled her both to offer 
free screenings and to attend these in person so that she could engage in 
dialogue with all who wished. The support made it possible to screen and 
visit youth community centers, as well as various venues outside of school 
for young people aged 15-20, high school classrooms, radical book fairs and 
graffiti groups for women. She tells us that through her presence and 
convictions, she has been able to create a climate where no one is afraid to 
raise any kind of issue. By emphasizing that spectators are free to leave the 
screening at any time, she tested ways to create open conversations about 
issues such as drugs, suicide, mental illness, friendship, exclusion and so on.

Without hesitation, Ekner replies that without the special development 
support from Smart Kreativ Stad, she would not have been able to reach 
out with her film as she had wished, nor would she be able to devote so 
much time to arranging screenings in and outside Stockholm. Her film has 
been screened both at the cinema, on television and on streaming services. 
It is therefore in distribution in traditional channels, but through the 
support it has also been screened for the audience for which it was inten-
ded and where they are located.

Taken together, the three development projects demonstrate that more 
people can share in film if the audience focus is in line with the film maker’s 
goal with the film. They also show what can happen and when films reach 
audiences in other ways than in cinemas and through streaming services. 
The three projects point out that there are merits in supplementing target 
group marketing with cultural perspectives that could be defined as a 
space for thinking between the boxes; this is perhaps most evident in 
Ekner’s projects, which are based on dialogue with those who are socio- 
economically excluded.

All three projects can be seen as an expression of our contemporary culture 
of participation. They are completely in line with the horizontal criteria of 
the entire project: resident dialogue, inclusion and interaction. The projects 
of Sidor and Carlsson present examples of the value of audience focus early 
in the process, through an in-depth investigation of the thoughts and 
feelings of the primary target group concerning the cinematic expressions 
and environments that they can share in. The dialogue they establish with 
the audience can be likened to resident dialogue, where the creators are 
sincerely interested in their audience’s way of watching film. The audience 
focus on the film Silvana—väck mig när ni vaknat employs an opposite 
methodology, by collecting responses to the film after its premiere.  
By combining quantitative and qualitative methods, Weitz compiled  
the experiences of the audience to show the importance of the film to 
individuals; but it was also possible to derive its significance for certain 
groups: Silvana fans, LGBTQs, music enthusiasts, activists, feminists. 
Several of the audience's comments were about how the film imparted 
power and joy. Its ability to empower was communicated back to the 
production team and production companies. Based on the material,  
it was confirmed that the film had succeeded—the audience felt stronger. 





The focus on Ekner’s audience also came after the film's premiere. In 
meeting with the audience, the filmmaker could meet her desired audience 
in venues where the film can at very best make a difference—if not only 
through its theme, so too by reflecting on its reality or by opening conver-
sations about the life issues addressed in the film. 

In the anthology Publik. En antologi om konst, kultur och utveckling, issued 
by Re-Public—Kultur i Väst’s center for audience development, thirteen 
Swedish and international writers have each provided examples, reflections 
and perspectives on audience development, mainly linked to performance 
and performing arts.14 A text by Allan Klie, Creative Director of the Askov 
Foundation, and Signe Ravn, journalist and communicator, begins with a 
quote from a student director which raises questions about how to create  
a new discourse for measuring the value of culture and at the same time 
help to provide a better understanding of the audience and how they think:

If we are to take the audience seriously, I believe that we need to 
measure the value of the impact culture has on the individual.  
It requires us in the cultural sphere, instead of just asking our  
audience how often they go to theater, to start asking them about  
their experiences there. (translated from Swedish) 15

In a time of high faith in the quantifiable, voices are heard in favor of  
both complementary methods and confidence in the immeasurable. 
Philosopher Jonna Bornemark researches, lectures, writes and debates 
about the excessive confidence in quantitative methods at work in areas of 

14   Nils Wiklander, Johanna Hagerius, Anneli Abrahamsson et al., Publik. En antologi om konst, kultur och utveckling, RePublik, Film I Väst, Västra Götaland region, Gothenburg, 2018. 
Online, see: https://www.kulturivast.se/sites/default/files/document/rebpublik_bok_155x225_sidor5b15d.pdf

15  Allan Klie, Signe Ravn, “Deltagande är vägen till relevans”, in Publik. En antologi om konst, kultur och utveckling, ed. Nils Wiklander, Johanna Hagerius, Anneli Abrahamsson et al.,  
RePublik, Film in the West, Västra Götaland Region, Gothenburg, 2018, p. 67.

16  Jonna Bornemark, Det omätbaras renässans. En uppgörelse med pedanternas världsherravälde, Volante 2018.

culture. Her book Det omätbaras renässans. En uppgörelse med pedanternas 
världsherravälde is an example of her research in the area.16

For #6 Spectator Perspective, Smart Kreativ Stad invited three creators/
groups to contribute their knowledge about how they like to “measure” 
achievement, or rather, add something to the audience focus that today  
is primarily quantitative. Employing different methods aligned with their 
purpose with the film, their work shows the need to work specifically. It also 
shows a strong desire to get closer to and understand the experiences of 
their audience. In addition to sharing the experiences of their in-depth work 
with the film industry, the three project owners can apply these in their own 
film production and future audience focus. And Smart Kreativ Stad can 
bring this new perspective to other studies on audience focus for further 
development of both spectator perspectives and sustainability work for 
urban development in relation to screening practices. And, hopefully,  
move forward in their work with others in the film industry.



EVALUATION OF PILOT #8 : 

QUEER 
BERGMAN- 
CINEMAOKE
BY: ANNIKA WIK



Pilot #8 Queer Bergman Cinemaoke

#8 Queer Bergman Cinemaoke was conducted on Gotland which, although 
lying outside Stockholm County, is like Åland and Mälardalen part of the 
regional film fund Film Capital Stockholm, the head of Smart Kreativ Stad. 
The study was aimed at visitors to Almedalen, where Film Capital 
Stockholm was responsible for several program items on the film initiative 
of 2018 under the title Arena Film.

In Almedalen, Visby, Gotland, creators had access to an entire building,  
a former arts school which was currently unused. The producer and one  
of two artistic leaders, Ulrika Bandeira, along with a stage designer, a light 
designer, a sound designer and a production assistant built up an utterly 
unique environment for a performance that visitors to Almedalen would be 
able to attend during Almedal Week. The performance was directed by the 
project's other Artistic Director, Ingrid Ryberg. Together, a production team, 
ten actors, a costume designer/make-up artist, assistant and guides worked 
to create an experience that could showcase the intellectual, emotional and 
political power of film in a context where there is much talk of the value of 
culture. The performance was a powerful cultural talking point in a political 
arena that usually just talks. And what it wanted to show was the importance 
of creating space for understanding each other's different experiences  
and perspectives, which is a prerequisite for conversations, in shared and 
democratic rooms, about our needs and our common responsibility to  
work for the equal worth of every human being.

The performance entitled Inviter. Cinemaoke I den bergmanska garderoben 
invited visitors to Ingmar Bergman, whose centennial was celebrated in  
full around the world and, of course, on Gotland, the place most commonly 
associated with the filmmaker and his films. The performance, which was 
developed specifically for this context, sprang from Bergman’s represen-
tation of queerness, his queer characters as depicted in the films and as 

they have gone down in film history. The studio constructed with great 
insight into both Bergman's world and queer expression were re-created  
as the filmic space for the spectator to step into.

Cinemaoke is a ludic concept that relies on empathy, identification, role- 
playing and imagination. And here, in the historic former arts school In 
Visby, Almedalen’s visitors were offered to step into a piece of sexual policy 
history, depicted by Bergman’s films spread across five decades: Torment 
(1944), Thirst (1949), Persona (1966), From the Life of the Marionettes (1980) 
and Fanny and Alexander (1982). Starting in 1944, when homosexuality was 
decriminalized and Torment was released, until 1982, when homosexuality 
was no longer classified as a “mental disorder”, the performance of inter-
pretations of the films’ scenes and queer characters are seen in the new 
light of their historical context.

Through a performance pastime that resembles the music karaoke, any 
courageous and willing spectator could step in and perform in the scenes 
played in the loop. Visitors got to try, relive or imagine experiences that 
were portrayed in the spaces. Each space contained actors who carefully 
cast to orchestrate sequences from five of Bergman’s films.

The framework of the performance was, within the context of Sweden’s 
largest public political arena, to show the function of culture as experience 
bearer, and to demonstrate how the ability to imagine other peoples’ 
situations is a prerequisite for understanding each other. The performance, 
in other words, was a nudge to the political stage and its cultural, social  
and sexual policies.





It was also a push in terms of sustainability towards the mindset that it  
is every person’s right to feel safe in an urban environment. Through its 
location, it became a call to both decision makers and the general public  
to grasp the importance of safe space in the city. #8 Queer Bergman 
Cinemaoke is the one of Smart Kreativ Stad’s pilot studies that has its 
strongest focus on interactivity and participation. The performance was 
created out of the ensemble’s collective stance on security for everyone 
involved, visitors, actors and production team alike. In the discussion 
above on Sidor and Carlsson’s audience development work, it was mentio-
ned that there is a further explanation for why knowledge of a certain 
group’s experience of safe spaces can be important in other contexts,  
such as urban planning. Both in their investigation and in #8 Queer 
Bergman Cinemaoke, the concern is LGBTQ issues. In both cases, the 
connection to safe spaces can of course be literal, that it is absolutely 
crucial for experiencing culture that the audience can feel safe, which 
becomes extra clear because it is such a vulnerable group. But there is also  
a more abstract or general understanding of the concept that groups and 
individuals perceive environments in different ways, and that a deeper 
understanding and competence about how to create safe space in culture 
should be awarded a greater impact in urban planning.

During Almedal Week, it would be clear that security for all is not a matter 
that can be taken for granted. On the contrary, in the presence of Nazis, many 
people’s sense of security was dismantled. In the production group, as well as 
in the performance, it was clearly noticeable how common it is for partici-
pants and allies in queer circles to feel insecure and directly threatened. The 
production surrounding the show was highly prepared for security, but extra 
measures were needed the last night of the run, for example, by hiring yet 
one more at the gate and heightening security with plans for dealing with 
somebody who might force entry and harass the participants.

The performance targeted visitors to Almedalen, decision makers, 
Bergman aficionados, film and performance buffs, those interested in 
sexual politics and the wide public. The show was even compared to 
other events during the Almedal Week. From a welcoming speech by a 
granny in drag from Fanny and Alexander to the offer of a private meeting 
with Ismael from the same film, the audience stayed an estimated one-
and-a-half to two hours, a period that many had claimed during the 
rehearsal of the performance would be too long for Almedal visitors.  
Still, audiences stayed through the show, performances were quickly sold 
out and an extra admission was allowed on the final night. At the end of 
each performance, the visitors who were remained—if they so pleased—
could pose for a photograph that resembled the family portrait in Fanny 
and Alexander. The photograph acted as a mix of thank-you applause and 
documentation of joint participation: including the entire production team, 
actors and visitors.

Inviter was an interactive performance. Many people fear situations with 
interactive moments. To respect and alleviate this concern, large focus was 
placed on being clear about the freedom of choice. This was emphasized  
in the advertising, at the entrance, in the program, orally as one part of  
the performance and in instruction cards in each room. On the cards were 
written instructions on what to do if you wanted to step in and take on  
a role in the performance. The performance also included cues where a 
character might say that “everyone can come and join in ballet training”, 
but that those who did not want to, or could not, or were “injured” were 
excused. It was made clear in the information that no hierarchy exists 
between participating more or less actively. It was stated both explicitly  
and implicitly that it is not up to someone else to decide, or even actually 
know, what happens inside another person, what experience a person might 
have one way or the other. While one person might choose to step into the 
midst of things, another might enter through the power of imagination.  
The purpose was to create clear frameworks for audience interactions and  



a safe working environment for the actors, who were also in a vulnerable 
position. The concept cinemaoke is based on mutual respect between 
visitors and actors. In conversation with visitors, it emerged as expected 
that some were afraid of or anxious about the interactive elements prior  
to the performance. On leaving, this feeling had been supplanted by other 
emotions. Easily the commonest response after the performance was a  
“So nice”, expressed with emphasis and often with a gesture in the form  
of a hand on the heart.

Comments from the audience were primarily concerned with the actual 
experience:

“Magic”, “Moving”, “Touching”, “Fine”, “Interesting”, “So exposed”, “A different 
type of experience", “It was absolutely awesome”. (translated from Swedish)

One person chose to linger in their own experience. It could, for example, 
sound like this:
– How have you been?
– I’ve just been to Ismael.
– Should I leave you to yourself?
– Yes... (translated from Swedish)

Comments on the scenes and situations that affected the most were spread 
across the entire performance. Many mentioned one of the actors or theirs 
characters as particularly strong and memorable for their particular expe-
rience: “Grandmother! My favorite!”, “A Gotlander”, “That I could close up”.

The experience of stepping into scenes and comments about the spaces were 
recurrent among the visitors: “Thinking of scenes I saw when I was younger”, 
“Getting to sit in on a scene is completely crazy”, “Was scared of the mirror”, 
“Just wanted to get out of there”, “The mirror was lovely. Went there again”.

In some cases, the audience explicitly commented on the context of the 
performance: “The best thing in Almedalen”. But feedback on the context  
of the performance, as a statement on Almedalen, the most important 
Swedish democratic platform, came in conversation only after the perfor-
mance run. The performance during Almedal Week shows the strength  
of highlighting culture with the help of culture, creating space for people  
to broaden their perspectives and understand their own and others’ 
experiences on a deeper level. Something that can probably help to create 
the favorable conditions necessary for the core values on which democracy 
rests. Instead of merely talking about the value of culture, a performance  
to complement the arguments of cultural policy was created that speaks  
for the values of culture. Doing what art and culture do best: communicate 
and portray what lies beyond the literal.



Postscript

The present report is an evaluation of three pilot studies informed by the 
overarching, long-term objective of innovating film and digital media to 
contribute to sustainable urban development in the Stockholm region.  
On expected effect specifically investigated here is to make Stockholm a 
more attractive region to live in, to work in and to visit. In determining  
this effect goal, focus has been put on the question—for whom?

In so far as these pilot studies reached out to groups (residents, creators 
and visitors) within the focus of the project, they serve together as a 
foundation for learning more about targeted projects for these groups.  
All three pilot studies have reached their target groups. 

#3 Fisksätra Vibes reached residents.

#6 Spectator Perspective reached creators in the film industry, directors 
and producers, who in turn conveyed outcomes from their in-depth 
audience focus to colleagues in the context of the industry, such as 
Stockholm Film Festival and Tempo Documentary Festival.

#8 Queer Bergman Cinemaoke reached visitors to Almedalen with a 
cultural-political message in the form of an aesthetic enactment of shared 
film experiences in a location that is one of Sweden's most important 
forums for democracy—politician week in Almedalen.

In line with Smart Kreativ Stad's evaluation logic and design of innovative 
metrics, the question  word Who? needed to be complemented with How? 
to determine which methods have been chosen to achieve the project’s 
horizontal criteria and outcomes in relation to its overarching, long-term 
impact objectives—a more attractive region to live in, to work in and to 
visit. The horizontal criteria of the project include an improved environ-
ment, equal opportunity and non-discrimination, and the tools for these 
are resident dialogue, inclusion and interactivity. The evaluation shows 
that the methodological work in reaching the target group of the 
pilot studies has worked well. They show how methods are tools to be 
developed both specifically in the context of each project, and in relation to 
other methods for generating learning and critical perspectives regarding 
their choice and application.

#3 Fisksätra Vibes strove for a better living environment through  
resident dialogue. Here two completely different methods for resident 
dialogue were tried, one based on voting and co-determination and one 
through dialogue to collect the stories of, through and for the residents.

#6 Spectator Perspective offered creators targeted support and equal 
opportunities for in-depth audience focus with the aim of highlighting 
when a film can be considered an achievement. From the standards of an 
inclusive spectator perspective, some of the limitations of the current 
metrics could be challenged.

#8 Queer Bergman Cinemaoke was a push of non-discrimination in  
a democratic arena. The tools were interactivity a nd participation to 
create situations that can help people to see, by taking part in and trying 
out roles, one’s own experiences and those of others—a playful method  
to show that insight into the other peoples’ experiences of others makes  
it easier to understand their needs.



In this evaluation, three pilot studies were brought together. The purpose 
was to see how each of the pilots reached their objective, but also how the 
pilots together contribute to the greater effect goal—to make the Stockholm 
region a more attractive region to live in, to work in and to visit. Each pilot 
therefore did not have to lead to the effects of a better environment, equal 
opportunity and non-discrimination, or to reach residents, creators and 
visitors. However, all the effect goals and tools, resident dialogue, inclusion 
and interactivity/participation could be tested if all three pilots were 
evaluated jointly.

In addition to highlighting the merits of each pilot, this evaluation method 
allows us to view the consequences of the work in the pilot studies.  
#3 Fisksätra Vibes dealt with film and moving images in a living environment; 
it was a pilot for residents. One of its effects was the realization that here 
are great lessons to be learned from the established structures in the art 
field. Thus, one outcome could be that the pilot, which targeted residents, 
also affected creators. Film and moving images for the promotion of a 
living environment is one possible future operational area.

#6 Spectator Perspective was aimed at creators, directors and producers 
who wanted to sharpen their audience focus. The outcomes spread through 
the industry, that is, to other creators. But one effect of the study can in the 
long-term lead to renewed ways of looking at and measuring an audience. 
In other words, one effect of the study deals with spectators, the people of 
the city, in the vocabulary of the project—that the experience of film among 
residents and visitors can be of greater importance for measuring the 
achievement of a film—and for the films the residents get to see and how 
they watch them.

Finally, #8 Queer Bergman Cinemaoke targeted visitors. One of the out-
comes shows that the experience of creating safe spaces for audience  
and actor alike is a competence that is transferable to other areas where 
security is important. Urban development is probably one of these areas. 
What constitutes an effect goal in connection with visitors also affects the 
creators who have the know-how to create safe spaces. Yet another example 
of highlighting a skill that can be used in other operational areas, for 
collaboration in the development of safe spaces in the city, for residents, 
with the help of creators.
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