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Actionfilm

(_film, sjanger) En filmsjanger kjennetegnet ved ytre dramatikk, heyt tempo,
mange skifter av dsteder, klare motsetninger, spenningsstigning, voldsscener m.m.
(Schneider 2004 s. 344). Filmer med “guns and cars, sex and crime”. Ofte med
machohelter og kvinner som ma reddes (“machoactionfilm”; Parkinson 2012 s.
145). Helten kjemper ofte mot en stor overmakt, og kampen forer til biljakter,
skyting, flykrasj og annet som gir en intens og presserende opplevelse. Helten gar
seirende ut av kampen og noen av skurkene blir drept/tilintetgjort. En av sjangerens
klisjeer er forfelgelsesjakten med vill, livsfarlig bilkjering (eller med andre
framkomstmidler), en annen er redning 1 siste sekund (Parkinson 2012 s. 28).
Handlingen kan vere bade “brutal and elegant” (Schehr 2000) med flammende,
fatale kollisjoner og eksplosjoner.

Filmene er et eksempel pa “male-dominated action genres, which, depending on the
exercise of physical skills and death-defying feats, shed the overt expression of
emotion in the masculine taciturnity of the hero.” (Christine Gledhill 1 Gripsrud
2001 s. 70)

Opprinnelsen til sjangeren er, ifolge to tyske eksperter, krimfilmer fra slutten av
1950-tallet og fra 1960-tallet (Jahnke og Scholten 2012 s. 7).

Filmene “fuses the moral landscape of the western and the urban settings of film
noir and police procedurals [...] having taken shape in the late 1960s and early
1970s and become a fully recognized and immensely popular cinematic form in the
1980s. [...] Since the 1970s, though, the action film has emerged as a distinct genre
in which physical action and violence have become the organizing principle, from
the plot, to the dialogue, to the casting. However, even though the so-called “pure
action film” is now recognized as a distinct genre that has become a staple of
mainstream Hollywood cinema, as well as numerous international film industries
(particularly Asian cinema), the genre remains problematic from a definitional
perspective because it continues to overlap and interface with numerous other
genres, including fantasy, science fiction, and war films. [...] it has developed via
its various subgenres.” (James Kendrick 1 https://www.oxfordbibliographies.com/
view/document/obo-9780199791286/0bo-9780199791286-0157.xml; lesedato
27.03.20)



Filmene har “pumped-up action” (Fishman og Cavender 1998 s. 109). “Handlingen
1 en actionfilm er gjerne preget av voldsomme hendelser, som blir drevet frem av
hovedpersonens (protagonistens) kamp mot tiden og sine motstandere
(antagonisten). Slike filmer inneholder vanligvis ulike former for vold, som
slagsmal, biljakter, skytescener og eksplosjoner. [...] I nyere tid har blant annet
filmene om James Bond vart drivende for denne sjangeren. Filmene handler om en
britisk etterretningsagent, og fram til begynnelsen av 1990-tallet handlet filmene
mye om konflikter knyttet til den kalde krigen. Filmene hadde tradisjon for & vare
svaert pakostet, noe som ogsi medferte store ekonomiske interesser. Pé et tidspunkt
sluttet Bond & kjere Aston Martin, og byttet til BMW. Grunnen var rett og slett at
BMW betalte s& mye for denne produktplasseringen, at filmselskapet ikke kunne si
nei. [...] Actionfilmens signatur er vold og edeleggelse.” (https://sites.google.com/
site/ndlafilmhistorie/spillefilm/actionfilm; lesedato 01.03.13) James Bond-filmene
tilherer undersjangeren agent-actionfilm.

“Action films are built around a core set of characteristics: spectacular physical
action; a narrative emphasis on fights, chases, and explosions; and a combination of
state-of-the-art special effects and stunt-work.” (James Kendrick 1 https://www.
oxfordbibliographies.com/view/document/obo-9780199791286/0bo-978019979128
6-0157.xml; lesedato 27.03.20) Filmene viser handling i varierende tempo for &
skape en spektakuler opplevelse — ofte med tempo 1 sterk akselerasjon (Marcel
2009 s. 10).

Anne Jerslev “trekker frem actionfilmen som eksempel pé en genre som i stor grad
har eksessen som forste prioritet], fremvisningen av spektakulare scener og
teknikker er filmens hovedmal 1 seg selv. Ikke & fortelle en psykologisk motivert
koherent historie.” (Ellen Margrete Ceeberg i https://www.duo.uio.no/bitstream/
handle/10852/27769/Ceebergxmaster.pdf; lesedato 16.06.23)

I boka Action Movies: The Cinema Striking Back (2012) kaller Harvey O’Brien
sjangeren for “a fusion of form and content: a cinema of action about action. It is a
cinema of the will, configured as a decisive reaction to untenable circumstances.
Action heroes take up arms against the sea of troubles that beset them, safe in the
knowledge that if they don’t do it, nobody will. Though this makes the action
movie profoundly disturbing as an embodiment of moral ideology, its enduring
appeal proves the appetite for assurance remains undiminished” (https://www.
researchgate.net/publication/264808068 Action Movies The Cinema of Striking
_Back; lesedato 27.03.20).

I boka Formations of Fantasy (1986; redigert av Victor Burgin m.fl.) skriver
Valerie Walkerdine: “Although it is easy to dismiss such films as macho, stupid
and fascist, it is more revealing to see them as fantasies of omnipotence, heroism
and salvation. They can thus be understood as a counterpoint to the experience of
oppression and powerlessness.” (s. 172)



Filmene kan ha en tydelig “run-and-gun”-stil med heyt tempo (Parkinson 2012 s.
162), og minst én “kule-orgie” (Schroer 2007 s. 118) per film. Mange filmer viser
“hemningsles realistisk vold” der helten framstar som en “brutal kampmaskin”
(Jahnke og Scholten 2012 s. 7-8). Tempoet og settingen bidrar ofte til & “av-
realisere” volden. Filmene inneholder sékalt “gladvold”, dvs. vold som
underholdning. Det blir en “estetisk iscenesettelse av vold” (Schroer 2007 s. 156).
Seerne kan fa “voldsfantasier” (Liideke 2011 s. 76) og et adrenalin-rush —
“adrenalinet er viktigere enn intellektet” (Klassekampens bokmagasin 7. mars 2015
s. 20). “Lavest 1 hierarkiet av de hollywoodske “dedssjangrene” finner man
actionfilmen, som utnytter elementere folelser som frykt, overlevelsestrang,
hevnfolelse og skadefryd.” (Seren Birkvad i Morgenbladet 22.-28. februar 2013 s.
28) I actionfilmer kan indre, emosjonelle konflikter bli vist som ytre konflikter,
“externalised and projected into direct action” (Gibbs 2002 s. 71).

“Action Films: This major genre type includes films that have tremendous impact,
continuous high energy, lots of physical stunts and activity, possibly extended
chase scenes, races, rescues, battles, martial arts, mountains and mountaineering,
destructive disasters (floods, explosions, natural disasters, fires, etc.), fights,
escapes, non-stop motion, spectacular rhythm and pacing, and adventurous heroes —
all designed for pure audience escapism with the action sequences at the core of the
film. [...] The main action centers around a male action hero or protagonist [...]
Women in action-films usually play the roles of accomplices or romantic interests
of the hero, although modern action films have featured strong female characters to
broaden demographic appeal. They almost always have a resourceful hero(ine)
struggling against incredible odds, life-threatening circumstances, or an evil villain,
and/or trapped or chasing each other in various modes of transportation (bus, auto,
ship, train, plane, horseback, on foot, etc.), with victory or resolution attained by
the end after strenuous physical feats and violence (fist fights, gunplay). Action
films have traditionally been aimed at male audiences, ages 13 to the mid-30s in
both American and world-wide markets.” (Tim Dirks 1 http://www.filmsite.org/
actionfilms.html; lesedato 09.08.13)

“Regi-legenden Sam Fuller sa: “Film er en slagmark: kjerlighet, hat, action, vold
og dad. Med ett ord: emosjon.” Denne vurderingen gjelder forst og fremst
actionfilmer. Den ene folelsen overgér den andre, nér de sldende bildene av
eksplosjoner, vold, forfelgelsesjakt, nevekamper og skyting setter seeren i en
febertilstand.” (Jahnke og Scholten 2012 s. 9) Seeren kan bli svett av handlingen,
f.eks. nér en bil under en forfalgelsesjakt kjorer mot kjoreretningen og ma unnga
frontkollisjoner.

Noen actionfilmer har preg av “blod-opera” (Jahnke og Scholten 2012 s. 82). 1 4
Better Tomorrow 2 (1987; regissert av John Woo) dreper tre helter 1 en blodig
“showdown” ca. 100 gangstere i en snehvit villa.



“Today’s young consumers are incredibly technologically adept and immersed, yet,
paradoxically, despite their near-addictive use of the internet, studies show them to
have limited interest in or knowledge about the world around them. The
generational visual sensibility has changed as well. Today’s youngsters grow up in
households with access to dozens of cable TV channels, internet access to hundreds
of websites, and with an enormous affinity for video games, with young males
particularly attracted to fast-paced and action-driven gaming scenarios. Cruising the
cable or internet spectrums and a regular diet of frenetic videogames has cultivated
a penchant in the young audience for non-stop pacing and over-the-top action
which has, not coincidentally, become the standard [...]. On this growing
“addiction” to a lifestyle of high-tech multitasking, particularly prominent among
the young, psychologist David Greenfield observed that the priority seems to be
about “...distraction, numbing oneself... There is no self-reflection, no sitting

still” ” (Bill Mesce 1 http://www.soundonsight.org/how-the-blockbuster-ruined-
hollywood/; lesedato 28.05.15).

“[IIn most action films that are released you barely scrape the surface of any
emotion besides thrills. [...] There is a list of things that routinely go into action
movies now. Hostages, terrorists, car chases, fistfights, a scene in a bar with
strippers and buddy cops — one black, one white. [...] the action movie travels well
because you don’t need subtitles. [...] Especially in the late ‘80s, you could just
stick in X and Y actor and you had a hit no matter what you had for a script. And
there’s a lot of actors that played that game and made a lot of money, but I think
they’ve burned out the audience. You go to a movie to be surprised. A lot of
“marquee stars” today, the audience knows exactly what they’re gonna get before
they go. [...] Action movies are cheap to make if you don’t care about safety. The
tricky part in an action movie is doing it safely.” (regissor Jonathan Mostow m.fl. i
http://michaelbay.com/articles/how-much-bigger-can-the-bang-get/; lesedato
12.12.14)

“As i1s typical in the action-cop genre, women only receive authority when it is
dictated to them by men (Gibson, 1994). Otherwise women are diversions for the
hero in his quest to solve conflict. [...] In the iconography of masculinization, male
heroes cannot be distracted from completion of their mythologically predestined
journey by the sensuous temptations of women.” (Schehr 2000)

“Action-adventures define men in relation to power, authority, aggression and
technology.” (Zdrenghea 2007) Mange actionfilmer viser “the powers of rugged
individualism, conflict resolution through violence [...] the ideology of
individualism, law and order, and masculine strength” (Schehr 2000).

Actionheltens eller -heltinnens kropp er “sterk, aktiv og motstandsdyktig” (Lisa
Purse sitert fra Delaporte 2017 s. 30). Det er “militer-virile” idealer for kropp og
oppfersel (Delaporte 2017 s. 40).



Mange amerikanske actionfilmer har “a patriotic faith in the strength and moral
character of the U.S. and an emphasis on righteous action taken by the protagonists
in defense of American values, of which the action films of Stallone and
Schwarzenegger are exemplary [...] Scholars such as Yvonne Tasker (1993) and
Susan Jeffords (1994) focused on the “musculinity” on display in the “hard body”
films of Sylvester Stallone and Arnold Schwarzenegger, while Geoff King (2000)
examines “spectacular narratives” as opposed to “spectacular bodies.” ” (Kyle
Barrowman 1 https://offscreen.com/view/blockbuster ideology part 1; lesedato
02.05.19)

Yvonne Taskers Spectacular Bodies: Gender, Genre and the Action Cinema (1993)
fokuserer bl.a. pad “the homoeroticism surrounding the muscleman hero, the
symbolic centrality of blackness within the crime narrative, and the changing status
of women within the genre [...] addresses the constitution of these identities
through the shifting categories of gender, class, race, sex, sexuality and nation.”
(https://www.questia.com/library/103893032/spectacular-bodies-gender-genre-and-
the-action; lesedato 04.02.19)

Det er typisk at helten i lapet av filmen kommer med én eller flere lakoniske
replikker som karakteriserer han (eller henne). Det kan vere ironiske formuleringer
eller bagatelliserende utsagn. Det kan ogsd vare underdrivelser, f.eks. “What a
job!” etter & ha drept en gruppe leiemordere. Det kan vare sint “livsfilosofi” av
typen “If it’s justice you want, you’re on the wrong fucking planet”. Ogséd andre
personer 1 filmen kan vare “street smarts” med “philosophical agility” (Schehr
2000). I Under Siege 2: Dark Territory (1995; regissert av Geoff Murphy) sier
helten mot slutten: “Nobody beats me in the kitchen.” Situasjonen er at helten 1
kjokkenvogna pi et tog nedkjemper med kampsport en av de storste skurkene.
Tidligere 1 filmen har det blitt tydelig at helten er flink til & lage mat.

“The action genre’s greatest secret weapon: those snarky, hilarious (whether
intentionally so or not), and succinctly timed one-liners. Just think back to the best
flicks from tough guys like Arnold Schwarzenegger, Clint Eastwood, and Bruce
Willis, and fondly remember how well they capped off grandiose moments of
action with a few words. [...] What would a memorable James Bond one-liner be
without a beautiful lady somewhere in the secret agent’s vicinity? Serious 007
sacrilege, that’s what. So it’s only right that in 1965’s superb Thunderball, Bond
(played the almighty Sean Connery) gets to drop his witty snap alongside Domino
(Claudine Auger), a sexy brunette who’s dripping wet and sporting a two-piece
bikini. The devil is in the details, after all. In the middle of their picnic on the
beach, Bond and Domino get interrupted by a goon armed with pistol, though his
hand-shooter is no match for Bond’s big spear gun. Once a spear is dislodged and
pins the goon to a tree, through his chest, everyone’s favorite agent quips, “I think
he got the point.” [...] Imagine how infuriated you’d be if you woke up from a
seven-year coma to find out that both your wife and son were killed at the same
time you went into the deep sleep. And, to make matters worse, the local corrupt
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senator had something to do with it. That being the situation Mason Storm (Steven
Seagal) has to grapple with in Hard To Kill, it’s perfectly understandable that he’d
want to raise hell after seeing the politician on TV, in one of his pro-me
commercials that ends with the line of reassurance, “And you can take that to the
bank!” We’d prefer to see Sir Storm fire off his “to the blood bank” comeback to
Senator Trent’s face, followed by a signature Seagal roundhouse kick to the face,
but we’ll have to make do with an inanimate television screen.” (Matt Barone 1
https://www.complex.com/pop-culture/2012/03/the-25-best-one-liners-in-action-
movies/hard-to-kill; lesedato 28.05.20)

Noen historiske dramaer (kostymedramer) er actionfilmer, f.eks. amerikaneren
Anthony Manns E! Cid (1961) (Liptay og Bauer 2013 s. 196).

“Actionfilmer er dyre & lage. Mange av dem er dusinvare, og barer merker av
produsentenes frykt for ikke & na fram til et stort publikum. De som lykkes, lykkes
bade 1 & oppfylle sjangerkriteriene og pa samme tid skape noe serpreget og
minneverdig. De balanserer det forutsigbare mot det overrumplende. Action er
ingen ren filmsjanger, den laner ofte trekk fra westerns, komedier, krigsfilmer,
thrillere og politiske dramaer. Men de fleste actionfilmer har en karakteristisk
stringens og struktur fordi de ligger tett pa den klassiske dramaturgien, der en
hovedperson, en protagonist, strever for & oppnd et mal som er 1 direkte motsetning
til malet til motstanderen, antagonisten. Den ene kan ikke lykkes uten at den andre
feiler, og konflikten er i gang. Protagonistens mél kan enten vere passivt, a
opprettholde status quo, som for Clint Eastwoods pensjonerte revolvermann 1
“Unforgiven” (1992) — eller aktivt, som for Bruce Willis’ politimann 1 “Sixteen
Blocks” (2006). Ettersom alle vet at konflikten ikke vil lases for pa slutten, og at
helten vil overleve fram til da, er det utfordrende & orkestrere actionscener
underveis. Ofte dreier det seg om & manipulere fram en spenning som egentlig ikke
er der. Da gjelder det & ha skapt en sdpass smart setup at helten har noe han méa
risikere og kanskje ofre, selv om det ikke er livet. En av 2000-tallets mest
sofistikerte actionaffarer, Hong Kong-filmen “Infernal Affairs” (2002), handler om
en politimann som har infiltrert triaden og en av triadens menn som har infiltrert
politiet. De to er 1 konstant fare for 4 bli avslert av den andre, og filmen, som ble
nyinnspilt 1 USA som “The Departed”, er en oppvisning i hvordan man kan lage
smd spenningslommer inne i en film, ofte i det stille og uten at det blir losnet et
skudd.” (Inger Merete Hobbelstad 1 Dagbladet 16. desember 2009 s. 56)

“Actionregissorer ma ogsa ha en s@regen foelsomhet 1 hvor mye informasjon de skal
gi ut. De beste actionscenene finner akkurat den rette balansen mellom det
oversiktlige og det uoversiktlige. Publikum ma vite sd mye at de forstir hva som
skjer og noenlunde hvor de handlende i scenen befinner seg, men dele heltens
svette forvirring om akkurat hvor og nér fienden kommer til & dukke opp og fyre
lgs. [...] Helten er et surrogat, en vi bdde kan beundre og kjenne oss igjen 1, en som
holder hodet kaldt i situasjoner der vi andre ville fatt panikk, men som ogsa har
kjent pd & folelsen av & vere svak og ydmyket. Helten ma ha noe & vinne. Han er

6



ikke svak, men ofte undervurdert, og det gjor siste scenes triumf desto storre. En
actionhelt trenger ikke vaere dyp, men han ma ha karakter og karisma, og et sett
utvalgte idiosynkrasier som gjor at han skiller seg fra sine sjangerbradre og blir et
individ. [...] I en verden av usannsynlige hendelser og overdimensjonerte
konfrontasjoner, er det viktig at historien er forankret 1 et troverdig menneske.
Viktigere enn klassetilherighet eller underdogstatus, viktigere enn den potensielle
belenningen, er det at helten har noe a tape, noe som gjer ham sérbar, noe som for
ham er viktig. Og han ma, ikke minst, ha en motstander som er i stand til a ta det
fra ham. [...] En god actionfilmregisser passer pa at publikum har stor respekt for
ondskapens representant. Det handler igjen om den livsnedvendige kunstige
spenningen. En grep som er blitt sd vanlig at det naermest er utslitt, er 4 sette opp
helt og skurk som speilbilder av hverandre, som to som likner hverandre selv om de
star pd hver sin side av loven. [...] Men det aller viktigste ved en god actionfilm er
at den klarer & lure deg. En god actionfilm leker politi og rever sa du tror pa det.
Den klarer a fa deg til & hoppe med skuddene, lene deg framover med biljaktene,
kjenne pulsen litt 1 halsen” (Inger Merete Hobbelstad 1 Dagbladet 16. desember
2009 s. 56-57).

Mange spenningsfilmer fra Hollywood er “overblown with outscale action and
special effects. [...] With their breathless pace and non-stop action, there is little
room for character, texture, or layered plotting. In fact, such hyper-energized
constructs force plotting and characterization toward easily and quickly digestible
clichés and predictable forms. Commitment to projects is based not on a passion for
the material, but on a calculation of how many toys might it sell; how well it might
play in Japan; how easily it can be condensed into a catchy 30-second TV ad.” (Bill
Mesce i http://www.soundonsight.org/how-the-blockbuster-ruined-hollywood/;
lesedato 01.06.15) Actionfilmer kan ha “a high tech visual style and production
design which are self-conscious to the extent that the physical perfection of the
film’s visuals sometimes ‘freezes’ the narrative in its tracks.” (Justin Wyatt sitert
fra http://www.ejumpcut. org/archive/onlinessays/JC42folder/anderson2/index.
html; lesedato 05.12.14)

“Yvonne Tasker describes action cinema as “muscular cinema” and coins the term
“musculinity” to describe “a physical definition of masculinity in terms of a
developed musculature ... not limited to the male body” [...] For her, the action in
action films (or muscular cinema) remains secondary to the display of muscular
bodies [...] Legendary fight director William Hobbs describes fight choreography
in terms of “Fight Orchestration” (53). Likewise, fight director Dale Anthony
Girard describes “The Sounds of Violence” (445), and fight director J. Allen
Suddeth writes about “phrasing in fight choreography,” as well as “patterns and
tempo/rhythms,” and “the music in the blades” (68-77). This sort of language
describes choreographed martial movement in musical terms, which provides a
useful alternative to static description.” (Aaron Anderson 1 http://www.ejumpcut.
org/archive/onlinessays/JC42folder/anderson2/index.html; lesedato 07.01.15) Slike



filmer har blitt kalt “adrenalinpumpende underholdningsbomber” (Dagbladet 5.
mars 2009 s. 40).

Det er vanlig med lange kamper, kropp mot kropp (Delaporte 2017 s. 39). Lange
scener med nerkamp har blitt kalt “voldsballetter”. I boka Contemporary Action
Cinema (2011) skriver Lisa Purse: “The action sequence is one of the defining
elements of action cinema, displaying dramatic physical action with a dynamism
and intensity that marks it out from other sequences. It is perceived by scholars and
industry executives alike to be a crucial ingredient in the blockbuster format, and
can provide exhilarating and riveting spectacles for audiences.” (sitert fra https://
www. jstor.org/stable/10.3366/j.ctt1r22sf; lesedato 04.02.19)

“Stephen Prince writes, “Screen violence is made attractive, whether by dressing it
up in special effects or by embedding it in scenarios of righteous (i.e., morally
justified) aggression. Without these aesthetic pleasures, viewers are unlikely to
consent to viewing grossly disturbing violence.” Media makers know that “grossly
disturbing violence” such as that presented in scenes of actual torture, real death, or
film footage of surgery appeals to a very small number of viewers and has limited
potential; served with heaps of aesthetic tricks, however, the appeal of visual
violence seems endless.” (Murley 2008 s. 91)

“Within the action-cop genre, those possessing the hard body usually defeat evil
villains through violence, extreme if necessary, suggesting that the only solution to
social problems is violence. There is never a place in these films for mediated
settlements, conversation, depth of character, or displays of emotion beyond anger
and rage. And while hard bodies suggest the antithesis of bureaucracy, action-cop
films are characterized by single acts of warrior courage. So rather than working as
part of a social movement to change political, economic, or social conditions, the
action-cop genre continues to promote the politically secure message that we will
tolerate acts of violence committed by a lone renegade, but acting in a group may
be politically and ideologically quite dangerous (Hess-Wright, 1995). [...]
perceptions of street violence, and the inability of law enforcement to do anything
about it, have the effect of promoting individual responses to violence. This same
theme has been identified in the Dirty Harry and Walking Tall films of the early
1970s, and the Rambo, Die Hard, and Terminator films of the 1980s.”

(Schehr 2000)

“More adult-oriented action movies of the 1980s like the Rambo, Terminator,
Lethal Weapon and Die Hard series are less obviously escapist — especially in
terms of their contemporary settings — but the adventure element arises from their
supercharged action sequences. Borrowing from genres old and new, whether war
movies, science fiction, the policier or disaster movies, here hybridity provides for
reinforcement as much as nostalgia; these new action heroes proving even more
indestructible than those of old as they face up to equally perilous but much more
violent situations. [...] what Richard Maltby has termed the ‘commercial aesthetic’
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of contemporary Hollywood cinema, in this case the fast, action-packed and
spectacular (Maltby 1995: 27-31).” (Keane 2006 s. 47)

“[TThe “inefficiency of law enforcement” narrative convention to legitimate the use
of extreme force [...] the ineffectual nature of law enforcement, but the more
conservative position articulated in action-cop films of the early 1970s (Dirty
Harry, Death Wish) that verges on fascism. This is a world where only vigilante
justice will do. [...] moral clarity; matters of right and wrong are clearly
discernible.” (Schehr 2000)

“In the action-cop genre the villain is always hyperreal, a sadist who seems to kill
at random and who enjoys mutilation of the body. Villains are important because
they personify social evils (drug dealing, greed, and arrogance), and their
elimination signifies a metaphoric return to civility. Moreover, callous, emotionally
devoid, and rigid villains represent discursive associations with corporate culture
(buildings, bureaucracies, surveillance, etc.). Crimes committed by these villains
are motivated by greed. While villains in action-cop films are despicable, they are
nonetheless well dressed and businesslike in many other ways. [...] [sadistic]
behavior prepares spectator support for virtually any fate that befalls the villain.
Moreover, as Brown suggests, given the magnitude of evil and the disregard for
conventions of law and order, resolution of the case often becomes a matter of
personal interest for the hero. [...] The action-cop genre of the 1980s and 1990s
inherited the 1960s and 1970s distrust of bureaucrats. But it is also the case that the
lone hero has the primary intention of preserving law and order. His critique of
dominant political, economic, or cultural institutions never gets in the way of his
preservation of them. Rather, our hero’s philosophy is organized around a hard-
boiled belief that the individual is better equipped to handle problems than a group.
As such, it is typically the case that our rogue cop realizes that in order to resolve
the conflict he will have to bypass convention and resort to extreme measures.
Again, the audience has been prepared for this through the numerous scenes of
sadistic violence perpetrated by the villain. Since the genre established the inability
of conventional law enforcement to effectively eliminate the problem, the hero
must go it alone using any measure of skill at his disposal. Finally, the last of the
second act genre conventions is moral clarity; matters of right and wrong are
clearly discernible.” (Schehr 2000)

“[A]merikanske kinogjengere reagerer sjelden pa sadisme, sa lenge ofrene beholder
klerne pd” (Mikael Gode 1 Dagbladet 5. februar 2013 s. 52).

Den fransk-amerikanske kulturforskeren René Girard skrev i boka Volden og det
hellige (1972) om det greske begrepet kudos, som inkluderer en fascinasjon for
vold og den nesten religigse triumfen 1 & nedkjempe sine fiender (Liptay og Bauer
2013 s. 392). “Girard’s commentary on the Greek concept of kudos: a “semidivine
prestige” or “mystical election attained by military victory” (152). [...] “Violence
strikes men as at once seductive and terrifying, never as a simple means to an end,
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but as an epiphany”; thus kudos is “the fascination of superior violence.” As
mimetic rivalry intensifies, “kudos alone becomes the ultimate object.” [...]
[Kudos] belongs to the man who manages to convince others, and who believes
himself, that his violence is completely irresistible. [...] the aggressive essence of
kudos, which comes “always at the expense of other men” (Girard 152). [...]
Girard writes that “kudos passes to the man who strikes the hardest — the victor of
the moment.” [...] To make his kudos permanent, however, he must strike not just
the hardest blows, but a knockout blow.” (Thad Bower sitert fra http://www.
thefreelibrary.com/; lesedato 23.09.15)

“[TThese warriors signify self-sameness. They are the total embodiment of male
desire. They are emotionless, powerful, lethal, fearless, and above all in control. It
is their body in motion that signifies control, not only over their bodies, but by
extension, over any situations they may find themselves in. Full command over
performance suggests what Kaminsky (1974) referred to as “superhuman agility”
(p. 129).” (Schehr 2000)

Problemet for actionhelten og andre gode, rettferdige mennesker er “how to survive
in a Hobbesian world of all against all” (Schehr 2000). Den engelske 1600-
tallsfilosofen Thomas Hobbes mente at frykt og egoisme er menneskets
grunnleggende folelser. Derfor tenderer ethvert samfunn i retning borgerkrig.

“[A]nalysis of the male-orientated action blockbusters of the 1980s and 1990s has
pointed to the ways that these films, known for their ‘reactionary macho
masculinity’, nevertheless articulate a ‘melodramatic sensibility’. [...] these action
films feature virtuous heroes who are confronted with external threats to the home,
marriage or the nuclear family.” (Koel Banerjee og Rachel Schaff i https://
academic.oup.com/screen/article/63/3/367/6710446%login=true; lesedato 15.04.24)

“Fast & Furious er en av de mest populere filmseriene til Universal Pictures. De
forelopig fem filmene har spilt inn omtrent 1591 millioner dollar pa kinoer verden
rundt.” (http://www.videomagasinet.no/; lesedato 21.08.13) “Eksotiske storbyer,
raske biler, maskuline menn, og heite damer, var ikke nok for regisser Justin Lin
som siden tredje film (2006) 1 Fast & Furious-serien har pumpet ut heyoktan-
underholdning 1 imponerende tempo. Under produksjonen med Fast & Furious 6
tror jeg Lin kom til et definerende ayeblikk 1 manusarbeidet: Hva skal til for &
overgd de fartsfylte filmene som har tjent inn over en milliard dollar p4 det
internasjonale kinomarkedet? [...] Lin vet ngyaktig hva publikum som gér for & se
Fast & Furious-filmene vil ha, og neler ikke et sekund med & servere heseblesende
biljakter, voldelige slasskamper, og filmfigurer som er opptatt av are, stolthet, og
familie. Det eneste som har dybde i denne filmen er rumlingen fra bilmotorene.
[...] Nevekampene er nemlig minst like heftige som bilsekvensene i1 Fast &
Furious 6. Filmen viser sin respekt til actionfilmklassikeren “Die Hard 2”” med en
heftig fly-som-tar-av-mens-det-eksploderer-scene. [...] Klipperytmen er sé rask og
hyperaktiv at filmen aldri blir kjedelig, det kan virke som om mantraet til hele
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produksjonen er: “Don’t bore us, get to the chorous.” Selv tittelsekvensen er satt
sammen av hegydepunkter fra de foregdende fem filmene. London er hovedbyen
som far svidd gummi 1 gatene 1 Fast & Furious 6, men byen er ikke en like viktig
aktor som 1 tidligere filmer. Det er mer fokus pa klassisk action, med en tydelig
meislet slemming som mer enn noe annet vil edelegge verdenen. Denne dreiningen
over til en ren actionfilmoppskrift passer bade filmen og figurene 1 den godt. Fast
& Furious 6 er ikke en film du skal ta serigst, den er et produkt av drelang
forskning og mélgruppeundersokelser blant seksuelt frustrerte tendringsgutter. Bruk
derfor din ironiske sans til & se forbi tvilsomme kjonnsrollemenster, umulige stunts,
og lam dialog. Dette er pur gjennomkommersiell kinounderholdning.” (Rune
Hékonsen 1 http://p3.no/filmpolitiet/2013/05/fast-furious-6/; lesedato 21.08.13)

Da regissagren Tony Scott spilte inn Déja vu (2006), sprengte filmteamet en bilferge
pa Mississippi ved a bruke 3000 liter bensin. Flammene stod 100 meter til veers.
Kamera-assistenten Michael S. Endler hadde for eksplosjonen plassert en urne med
sin fars aske pa bédten — hans far Gerald Endler hadde veart spesialeffekt-tekniker
(Jahnke og Scholten 2012 s. 49). Da regissoren Stephen Hopkins spilte inn Blown
Away (1994) og lagde en eksplosjon pa havna i Boston, ble trykket sé kraftig at
nesten 8000 vindusruter 1 byen knuste.

I The Skywayman (1920; regissert av James P. Hogan) er det tatt med en flystyrt-
scene der stuntmannen Ormer Locklear dede fordi flyet hans faktisk crashet, nar en
flyplass 1 Los Angeles (Jahnke og Scholten 2012 s. 284). En annen stuntman som
dede under innspilling og der opptak ble brukt i den ferdige filmen, var Harry L.
O’Connor. I xXx (2002; regissert av Rob Cohen) hoppet han 1 en fallskjerm som
traff en bro slik at han dede momentant.

Regissorer jakter p nye og mer spektakulare actionscener, og dette legger press pa
stuntmennene som foretar halsbrekkende hopp og fall. I Last Action Hero (1993;
regissert av John McTiernan) var 153 stuntmenn i aksjon (Jahnke og Scholten 2012
s. 280). Stuntmannen Dar Robinson har tatt 21 verdensrekorder, blant annet for
hopp fra store hoyder (Jahnke og Scholten 2012 s. 286).

Den amerikanske regissegren Steven Soderberghs film Haywire (2011) “far mer
konvensjonelle actionfilmer som Transformers og Fast and Furious til & virke
Woody Allenske i sin dialogtyngde. Fra den eksplosive &pningen der filmens
heltinne, den tidligere elitesoldaten Mallory Kane (spilt av kampsportstjernen Gina
Carano) banker Channing Tatum helselgs 1 en diner, til hennes oppgjer med
skurken halvannen time senere, sies det lite og lapes, sparkes, klatres og skytes
desto mer. Soderberghs film er nermest unik i1 vér tid med sin kompromisslase
insistering pa at en actionfilm forst og fremst skal handle om nettopp “action™:
energisk og dynamisk virksomhet. [...] Den dramatiske regelen er som folger: Hvis
publikums bekymring for en persons ve og vel er tilstrekkelig sterk, glemmer vi
hele plotet.” (Morgenbladet 13.—19. april 2012 s. 34) Raske, voldelige exits av
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personer som vi ikke har blitt kjent med, og som vi derfor heller ikke sympatiserer
med, er sveert vanlig innen sjangeren.

“The first Tomb Raider film (2001) opens with this breath-taking action scene [...]
It is typical for the Hollywood movie that the conflict is actually of minor
importance. It concerns a struggle between good and bad, where it is established in
advance that the good, and thus the Hollywood hero or heroine, will win. As a true
‘warrior’ Lara goes to battle, but for what or why is of no concern. Lara is super
strong, invincibly strong. But also stunningly beautiful, unbelievably beautiful.
This combination has characterized film heroines since the 1990s. The action hero
in Hollywood was traditionally a man. In the 1980s, the female action heroine
emerged, fighting and swearing like a man (Tasker, 1993). At the end of the 1990s,
the action heroine once again became as erotically attractive as the early female
stars. Lara Croft is exemplary of this ambivalent woman’s image: eroticized as a
woman and masculinized as action heroine. The action film is a violent genre and
The woman warrior therefore fights in the midst of a battlefield of torn-out eyes,
hacked-off limbs, spouting fountains of blood, and innumerable dead bodies. [...]
Lara Croft plays an active role and holds her ground as far as fighting and violence
are concerned. Her body functions as an erotic spectacle for the viewer [...] Her
fitness and her ‘phallic’ weapons turn her into an invincible warrior. Moreover, she
is not available as an erotic object for the male characters in the narrative. She is
even quite lonely and does not maintain any sexual relations.” (Anneke Smelik 1
http://www.annekesmelik.nl/scan0005.pdf; lesedato 02.09.13)

“[TThe approach of the millennium prompted a series of films, including The
Truman Show, Fight Club, The Matrix, Dark City and eXistenZ, which depicted a
crisis of masculine control. [...] as Martin Fradley argues, while ‘a rhetorically
compelling and suitably angst-filled narrative of white male decentring and decline
has become one of the master narratives in post-1960s American culture’ this
discourse had become ‘especially pronounced in the 1990s’ (Fradley 2004: 239).
[...] Media responses to female heroes occasionally reveal a discomfort about the
presence of these powerful women within action cinema. Choosing their words
carefully, they describe the female action hero in hesitant terms that betray an
underlying conviction that these women are moving in on a territory that should
remain male. [...] much was made in the UK and US press of Angelina Jolie taking
on arole that was originally to have been played by Tom Cruise, in Phillip Noyce’s
action thriller Sa/t (2010).” (Lisa Purse sitert fra https://www.jstor.org/stable/10.33
66/].ctt1r22sf; lesedato 04.02.19)

“Actionfilmer 1 var samtid har [...] blitt “kaosets kino™:

- rytmen har blitt intensivert, kameraet har blitt hyperaktivt (“shaky cam”, ristende
kamera) og med overopphetete scener (en “maskingevar-estetikk™)

- kuttene har blitt mangedoblet

[..]
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Den primare berettigelsen er av estetisk art: actionfilmene har i dag sluttet med
“realisme” og realismens koder for i stedet & skape en “hyperrealisme” som skal
“dominere” oss, drukne oss. [...] Kuttene kommer raskere, overgangene er braere,
forflytningene er tydeligere. [...] Resultatet er en mangedobling av korte sekvenser
som fragmenterer action-scenen for a gjore den mer intens. [...] I kaos-kinoen
ligger gleden — 1 motsetning til 1 dataspill — 1 ikke & ha noen kontroll over bildet.”
(Philippe Vion-Dury 1 http://www.rue89.com/rue89-culture/2013/07/14/comment-
les-blockbusters-ont-troque-les-codes-laction-chaos-244186; lesedato 29.08.13)

“Felles for Rocky, Terminator og Die Hard-filmene er at raskap presenteres som en
estetisk nytelse, med velkoreograferte actionsekvenser og store eksplosjoner.”
(Aftenposten 28. juni 2012 s. 11) “Action films are considered good fun, but ‘new
brutalism’ films possess more thought-provoking and ‘realistic’ representations of
violence, which make them more disturbing and challenging: “I went to see Die
Hard with a Vengeance at the cinema. It was very, very violent but it was so funny,
so stupid that it made me laugh. It didn’t trigger the same as either Reservoir Dogs
or True Romance. They scared me far more.” (21-year-old female)” (Stokes og
Maltby 1999 s. 179)

“Action stories are, at their core, about kinetic energy. Everything in an action film
should be reinforcing that feel, from the characters to the dialogue to the story to
the motion and sound.” (http://mubi.com/topics/the-action-film-genre-and-the-
definition-of-a-good-action-film; lesedato 19.08.13) Kinetisk energi er bevegelses-
energi. Men for mange digitale effekter for a skape intens dynamikk, kan vippe
over 1 “den hjernedede spesialeffektfilmen” (Aksel Kielland 1 Dagbladet 5. februar
2015 5. 30).

Susan Jeffords’ bok Hard Bodies: Hollywood Masculinity in the Reagan Era
(1994) “looks at some of the most popular films of the Reagan era and examines
how the characters, themes, and stories presented in them often helped to reinforce
and disseminate the policies, programs, and beliefs of the “Reagan Revolution.” In
particular, because Ronald Reagan was himself most often portrayed in terms that
emphasized his strength, toughness, and assertiveness, one of the key images of the
Reagan era was that of masculinity itself. But the Reagan era also promoted a
concept of the nation as gendered, as strong, tough, and assertive, like the President
who seemed to epitomize the United States in its confrontation with the “evil”
Soviet empire, the Sandinista government, or the drug-trading cartels. Action-
adventure films of the 1980s accentuated these qualities, not only as foreign policy
methods but also as domestic agendas, putting forward the American “hard body”
as the solution to the nation’s foreign and domestic failings. [...] Rambo, Lethal
Weapon, Die Hard, Robocop, Back to the Future, Star Wars, the Indiana Jones
series, Mississippi Burning, Rain Man, Batman, and Unforgiven are among the
films she discusses.” (https://www.questia.com/library/3037223/hard-bodies-
hollywood-masculinity-in-the-reagan-era; lesedato 03.10.18)
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“[M]asculinity is expressed and tested even further through the resulting
combination of action and disaster” (Keane 2006 s. 52), slik som i1 Die Hard (1988;
regissert av John McTiernan).

“[IIn action movies the individual hero takes over against the odds.” (Keane 2006 s.
55) Og skurken kan representere et politisk system som ikke gir plass til
individualisme. “[T]he Soviet Union has always supplied the action genre with its
villainous negative other” (Schehr 2000). “In his 1989 critique of the film, ‘The
White Man’s Mythic Invincibility’, Maurice Yacowar sees Die Hard as essentially
reactionary, nothing less than sexist, racist and xenophobic. In referring to
American heroes of the pop-cultural past, the film merely makes the conflict
between old-fashioned ‘American individualism’ and modern-day ‘corporate
Japan/Europe’ even more ingrained.” (Keane 2006 s. 55)

James Gibson skriver 1 boka Warrior Dreams: Paramilitary Culture in Post-
Vietnam America (1994) at “The post-Vietnam era required a vigorous restatement
of masculinity following the humiliating loss to the Vietnamese military. Gibson’s
work is interesting because it focuses attention on the cultural manifestations of the
remasculinization process. [...] nearly all the participants are male, but most
important, they are males who disproportionately have not served in the military
and so have not been able to establish their legitimate claim to masculine authority
within the culture.” (gjengitt fra Schehr 2000)

“Uttrykket “hood” er ein kjend referanse pa film i dobbeltydinga neighborhood/
hoodlum. Skildringane av gatas lov og sosialiseringa inn i narast lagnadsstyrte
kriminelle livslop, er ein eigen actiondramasjanger, som spelar seg ut 1
underprivilegerte storbymiljo frd Los Angeles til Paris. Martin Scorseses “Mean
Streets” (1973) har vore ein viktig premissleverander, og near alle filmane er det ein
ma kalla ultramaskuline, enten det handlar om korleis sdrbare smégutar blir
forherda vaksne eller rivaliseringa mellom pubertetsmenn. John Singleton, som
laga den viktige “Boyz n the Hood” (1991), er ein av fa som har freista & skildra
hood-miljeet fr eit kvinneleg perspektiv: “Skjebnens ironi” (1993) med Janet
Jackson 1 hovudrolla, medan Mathieu Kassovitz’ “Hatet” (1995) gav sjangeren ny
politisk klangbotn, med & svara pa samtidige opprer 1 parisiske forstader.”
(Klassekampen 20. desember 2014 s. 50)

“Emerging as a genre in Shanghai in the 1920s, martial arts cinema has a long
pedigree. It grows out of the historical existence of the martial arts [...] Often
trivialized as ‘cheap violence’ by Western critics and local elites, Hong Kong films
fit the derogatory label by their relatively low production costs and the frequency of
martial art sequences in popular genres. Seen more carefully, however, the films
demonstrate a skillful adaptation of the ideological codes and functions of
Hollywood to a context in which the public’s preoccupations are survival and
upward mobility” (L. S. Kim og Esther Yau 1 http://www.ejumpcut.org/archive/
1c48.2006/womenWarriors/index.html; lesedato 05.12.14)
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“Violence as a discursive vehicle constitutes an important aspect of martial arts
films and their narrative appeal for spectators.” (Schehr 2000)

Et eksempel pa filmer med voldsorgier som i mange sekvenser minner om skyte-
og slassedataspill, er John Wick-filmene (2014 og senere). Hovedpersonen er en

tidligere leiemorder som 1 lgpet av filmene dreper hundrevis av sine fiender, ofte
med skudd gjennom hode eller nakke.

Stuart M. Kaminsky sammenlignet i artikkelen “Kung Fu film as ghetto myth”
(1974) “martial arts and dance. Like dancers who appeared in film during the
heyday of the Hollywood studio system, martial artists who appeared on film
possessed the seductive capacity to lure spectators through bodily movement. [...]
Kaminsky believed that the martial arts, when portrayed on screen, conveyed the
kind of material sensation that would allow spectators to believe they too could
actually move with similar alacrity. The result was young men, standing on street
corners or on playgrounds, shooting off rounds of pseudo martial arts technique.
[...] To a certain extent, spectators are drawn to martial arts films with an eye
toward reconstructing choreographed fight scenes. [...] martial arts films offer
spectators force of movement, agility, and self-preservation, and it is all self-
contained. Since techniques are demonstrated in slow motion, using multiple
camera angles and repeated movement, it is possible for even a novice to mimic
what they see. [...] Spectators are seduced by the physicality of the martial artists.
In this way, it is not only the technical aspects of these films that are absorbed by
spectators, but, and this is the point as it relates to violence, through their willing
acceptance of these on-screen warriors, they are more vulnerable to dominant
cultural ideological manipulation.” (Schehr 2000)

I noen “scenes of combat in martial arts films [...] the slowness does not create the
detached mood for which slow cinema is famous, but rather adds information
because details (often of horror) are blown up in time. This is not a “slowness of
emptiness” but a “slowness of fullness”, creating anxiety.” (Thorsten Botz-
Bornstein 1 http://www.alphavillejournal.com/Issue9/PDFs/ReviewBotz-Borstein.
pdf; lesedato 11.07.18)

“Actionfilmene som de siste arene har funnet sin vei til norske kinoer, har det til
felles at de forstar action som et anliggende for maskiner. Det er ikke mennesker
som er hovedakterene 1 actionsekvensene, men biler, helikoptre, skytevépen og
gigantiske krigsroboter. Men det maskinelle preget stikker ogsa dypere, for disse
actionfilmene blir 1 ekende grad til pa datamaskiner: Datagrafikken spiller en stadig
mer sentral rolle, og koreografi er langt pa vei erstattet av montasje. Moderne
actionklipping har 1 det hele tatt lite & gjore med & avbilde fysisk handling, snarere
har det mye til felles med hvordan man komponerer bra gys i skrekkfilmer — ikke
minst fordi begge tilneermingene star og faller pd lyddesignen. P4 sitt beste — som i
de impresjonistiske nerkampsekvensene 1 Paul Greengrass’ The Bourne Ultimatum
— gir denne formen for klipping opphav til sveert medrivende og uttrykksfulle
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enkeltelementer, men altfor ofte resulterer den i sekvenser uten forankring 1 former
og erfaringer som gyet intuitivt forstir. De dataanimerte robotsldsskampene 1
Michael Bays Transformers-filmer er erkeeksemplet pd denne typen heseblesende
og tidvis nermest abstrakte scener” (Aksel Kielland 1 Morgenbladet 8 —14. august
2014 s. 36).

I The Bourne Identity (2002) er det et filmkutt gjennomsnittlig hvert fjerde sekund,

og 1 neste film 1 serien, The Bourne Supremacy (2004), er det under to sekunder
(Jahnke og Scholten 2012 s. 48).

“Jason Bourne-trilogien er et eksempel hvor filmenes form baseres pa stunt og
spektakulare bilder, men hvor disse 1 stor grad skaper fremdriften i narrativet. Her
er sldsskampene, biljaktene og Bournes veksling mellom flukt- og jaktforsek
motivert av plottet, og resultatene av disse pavirker og motiverer handlingen videre.
[...] det fartsfylte og risikable ved fortellingen. Disse tabldene driver handlingen
fremover, samtidig som de kan ses som utvidede oyeblikk i fortellingen som legger
ekstra vekt pd spenning og det visuelt imponerende. [...] I actionfilmen Face/Off
(1997) er batjakt, eksplosjoner og en skyteduell mellom protagonisten og
antagonisten i et rom fullt av speil eksempler pa attraksjoner som brukes til &
formidle emotive effekter, attraksjoner som kan fremkalle sterke kroppslige
reaksjoner hos tilskueren. [...] det eksessive 1 actionfilmen er det visuelt
imponerende, det fysisk krevende, det teknisk kompliserte og ment & fremheve fart
og spenning” (Stapnes 2010 s. 93-94). Eksessene gir tilskuerne adedralin-kick og
holde spenningen oppe.

Regisseor Joe Wright hevdet at Jason Bourne-filmene er actionfilmer som viser bade
sosial og moralsk samvittighet (gjengitt fra Jahnke og Scholten 2012 s. 48).

“IK]lassikerstatusen til “Orions belte” [regissert av Ola Solum, 1985] [er] for alltid
knyttet til den befriende, berusende opplevelsen av at det var mulig & lage action pa
norsk, & la Nationaltheatret-skuespillere lape etter hverandre med skytevipen 1
stedet for & bale med eksistensielle kvaler” (Dagbladet 9. mai 2012 s. 2).

Gunnar Iversen og Ove Solum ga 1 2010 ut Den norske filmbalgen. Spillefilmen
Veiviseren (1987; regissert av Nils Gaup) “fikk blandet kritikk fordi den hadde lagt
seg sa tett opp til actionfilm fra Hollywood. [...] Solum og Iversen legger seg pa
den bourdieuske linjen ved & se pa interessen for actionfilm ikke som et tegn pa
manglende kunnskap og dannelse, men som tegn pa andre bedemmelseskriterier
enn dem man tradisjonelt har brukt til & méle kulturell verdi. De fremhever at
filmer mé& bedemmes pé sine premisser, og at den etterkrigsnasjonalistiske
guttefilmen Max Manus er god 1 sin klasse.” (Morgenbladet 24. desember—7.
januar 2010 s. 40)

I den engelske regissoaren Ridley Scotts science fiction- og skrekkfilm i Alien
(1979) er Ellen Louise Ripley den storste helten (heltinnen). “Ripley regnes gjerne
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som den forste kvinnelige actionhelten. Og hun er utvilsomt badass, enten hun
slass mot mann eller monster. Samtidig er Hollywood-filmen en seig sjanger-
materie, og 1 mye av serien ligger Sigourney Weavers rolle og dupper 1 et uklart
farvann der grensene mellom helt, offer og begjaersobjekt er flytende.” (Olaf
Haagensen i Morgenbladet 19.-25. mai 2017 s. 38-39)

Den amerikanske regissgren John McTiernans Last Action Hero (1993), med
actionfilmhelten Arnold Schwarzenegger i hovedrollen, har blitt oppfattet som en
problematisering av actionfilm-klisjeer (Henzler og Pauleit 2009 s. 75). Last Action
Hero er en actionkomedie der en liten gutt trer inn 1 en actionverden der hans
beundrete helt Jack Slater (spilt av Schwarzenegger) blir hans ledsager gjennom en
rekke actionfilm-klisjeer (Massuet 2013 s. 453).

Ambulance (2022; regissert av Michael Bay) “utvikler seg til en frenetisk kollasj av
biljakter, skuddvekslinger og absurde operasjonsscener langs motorveien. Filmen
er 1 uoppherlig bevegelse, og ved hjelp av kameradroner som suser ned skyskraper-
fasader, forbi lavtflyvende helikoptre og under hoppende biler, trekker den
publikum fysisk inn i handlingen. Det er for mye av alt 1 Ambulance — biler,
rollefigurer, stunts, klisjeer, plottwister, sentimentalitet, voldsromantikk, darlige
vitser — og nettopp derfor er den en sa kjerkommen pdminnelse om gledene ved
skamlest populistisk amerikansk kinofilm” (Aksel Kielland 1 Morgenbladet 1.-7.
april 2022 s. 43).

Den politiske actionfilmen Valley of the Wolves: Palestine, regissert av tyrkeren
Zibeyr Sasmaz, “was released in Turkey and abroad by Pana Film Company in
January, 2011. Following the popular television series and cinema films which all
carried similar names, Valley of the Wolves (Kurtlar Vadisi) (2003-2005), Valley of
the Wolves: Ambush (2007-Present), the political-action films Valley of the Wolves:
Iraq (2006), Valley of the Wolves: Gladio (2009) and now Valley of the Wolves.:
Palestine (2011) becomes part of a collection of James Bond type cinema serials.
The television series (Valley of the Wolves) and the films familiarized audiences
with many values such as honor, duty, bravery, and love of country before any
other concepts or messages (Yanik, 2009). These cultural products similarly dealt
with and engaged in domestic and international conspiracy theories and heroic
sacrifice, heavily ornamented with nationalism, traditionalism and justified killing
[...]. The producers of the Valley of the Wolves set their storylines in the day-to-day
subjects of Turkish life such as fighting against the dark organization of the ‘deep
state’, corrupt financial entities and external enemies’ designs on Turkey and the
region (Giiltekin, 2006). When AKP leader Recep Tayyip Erdogan had acrid
conversation with Israeli President Shimon Peres at the World Economic Forum in
Davos, 2009 the idea of making another film similar to Valley of the Wolves: Iraq
was reconsidered. Right after the ‘height of humiliation’ occurred during a
diplomatic meeting between Turkish ambassador, Ahmet Oguz Celikkol and
Israel’s Deputy Foreign Minister Danny Ayalon in Jerusalem in January 2010
(BBC, 2010), VWP [= Valley of the Wolves: Palestine] took shape. The subsequent
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attack by the Israeli Defense Forces (IDF) on the Mavi Marmara Gaza Flotilla in
May 2010 (which resulted in nine deaths and the wounding of fifty Turkish citizens
in international waters) gave the needed momentum for this political-action film to
be realized.” (Necati Anaz i http://www.participations.org/Volume%?2011/Issue%
201/2.pdf; lesedato 22.06.15)

“The plot of VWP, as with the previous film (Valley of the Wolves: Iraq), follows
well-trained Turkish agents led by the protagonist Polat Alemdar on a quest for
revenge against the cruel Israeli general Moshe Ben Eliezer who was the prime
planner and the executor of the Mavi Marmara raid. The film begins with the IDF’s
operation on the Turkish ship the Mavi Marmara which sails to break the Israeli
blockade of Gaza and transport its humanitarian load to Palestinians. From the
beginning and throughout the film, many shootings and killings occur during the
Israeli soldiers’ raids of Palestinian neighborhoods or when Polat and his men
engage with Israeli soldiers. The film does not refrain for a moment from depicting
IDF soldiers as ultimate killing machines of innocent Palestinian civilians the
whole time. Because of the film’s anti-Israeli portrayal, it was banned in Germany
and heavily criticized for premiering on International Holocaust Remembrance
Day, January 27. After Pana Film appealed to the German court, the ban on the
film was removed, but it was restricted to audiences 18 years old and older. Other
European countries such as Netherlands, France and United Kingdom posed similar
restrictions on the film by ruling that 16 and older could only view the film.”
(Necati Anaz 1 http://www.participations.org/Volume%2011/Issue%201/2.pdf;
lesedato 22.06.15)

Den amerikanske filmforskeren Barna William Donovans bok Blood, Guns and
Testosterone: Action Films, Audiences, and a Thirst for Violence (2010) handler
om actionfilm-seere og deres meninger om sjangeren. “[Tlhere are politically
charged differences between those who find in the films a validation of their anger
at women, and those who find quite other stories in their preferred films — about
honour, about the maintenance of courage in the face of impossible odds, and about
being an ‘outsider’ marked by cynical distrust of all kinds of established political
and industrial power. But with all the differences, there are common threads as
well. The ‘violence’ for which the genre is so often condemned is reconceptualised
by fans as something used cynically by those in power, but engaged in unwillingly,
only as a final resort, when the hero has been pushed to recognise that not only to
survive, but more importantly to retain his sense of rightness, he has to fight back.”
(http://www .participations.org/Volume%?209/Issue%201/Donovan%?20review %20t
emplated.pdf; lesedato 30.04.15)

Litteraturliste (for hele leksikonet): https://www litteraturogmedieleksikon.no/gallery/litteraturliste.pdf

Alle artiklene i leksikonet er tilgjengelig pa https://www.litteraturogmedieleksikon.no
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