
 

1 
 

Bibliotekarstudentens nettleksikon om litteratur og medier 

Av Helge Ridderstrøm (førsteamanuensis ved OsloMet – storbyuniversitetet)  

Sist oppdatert 09.06.26 
 
Om leksikonet: https://www.litteraturogmedieleksikon.no/gallery/om_leksikonet.pdf  

 
Dramafilm 
 
(_sjanger) Dramafilm er en vid sjangerbetegnelse som omfatter en lang rekke 
undersjangrer og sjangerblandinger innen filmmediet, blant annet familiedrama, 
samlivsdrama, kostymedrama/periodedrama, rettsalsdrama, sykehusdrama, 
hevndrama, tenåringsdrama (“teen drama”), oppvekstdrama (f.eks. Chie Hayakawas 
Renoir, 2025), psykodrama (f.eks. Lars von Triers Antichrist, 2009), fengselsdrama 
(f.eks. Frank Darabonts The Shawhank Redemption, 1994), dommedagsdrama (f.eks. 
Roland Emmerichs 2012, 2009), dokudrama, romancedrama, fantasydrama, 
grøsserdrama, m.m.  
 
“Drama can be considered a genre, even though some critics do not consider it a genre 
because it is too general. If the movie elements are serious and cannot fit into a more 
limited genre, then it can be considered a drama.” (John Reich i https://openlibrary-
repo.ecampusontario.ca; lesedato 20.08.24)  
 
Dramafilmer har realistiske, virkelighetsnære personer. Disse personene har 
komplekse følelser og behov, de møter utfordringer og forandrer seg (personlig 
utvikling/vekst). Det kan være lite ytre dramatikk i filmene, men desto mer indre, 
karakterdrevet dramatikk som gjelder sosiale relasjoner og moralske konflikter. 
Menneskers erfaringer og opplevelser skaper spenning også når det ikke skjer noe 
sensasjonelt. 
 
“Drama films are a genre of motion pictures that focus on the emotional and relational 
development of characters, often dealing with intense or challenging situations that 
foster conflict and personal growth. With a rich tradition of storytelling, drama films 
are known for their deep character analysis, compelling narratives, and ability to 
provoke thought and emotion. As a timeless and versatile category in cinema, drama 
films frequently explore important themes such as love, loss, identity, and morality, 
making them a staple in film studies.” (https://www.studysmarter.co.uk/explanations/ 
media-studies/filmmaking/drama-films/; lesedato 21.04.26) 
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“A drama film is one that heavily relies on complex character interaction, dialogue, 
and themes that are meant to evoke strong emotions. The spectator can relate to and 
share the emotions of other characters in a good drama movie. Heavy drama movies 
are often enjoyed by some people because they provide a more realistic view of life. 
They can help to explore complex emotions, and can be an effective way to learn 
about human behavior. In addition, heavy drama movies often have a strong storyline 
that is well-developed and compelling. […] Here are a few reasons why some people 
enjoy heavy drama movies: 
 
1. They Can Connect With the Characters on an Emotional Level: Drama movies can 
be very emotional because the characters are typically going through a lot of personal 
growth or pain. This makes it easier for viewers to connect with the characters and 
feel what they’re feeling. 
 
2. They Can Offer Insight Into Human Nature: Dramas can explore complex human 
emotions in ways that other genres cannot, which can give viewers a unique 
perspective on human behavior. This is especially true if the movie is based on a true 
story or has been critically acclaimed. 
 
3. They Can Be Rewarding: Even if a drama movie isn’t particularly light or funny, 
there’s usually something satisfying about watching it to the end. Whether it’s seeing 
the main character triumph over their challenges or learning something new about 
them, most dramas offer some form of payoff at the end. 
 
4. They Provide a Sense of Closure: Most people enjoy dramas because they provide a 
sense of closure. When watching a drama, the viewer feels like they have learned 
something important about themselves and the world around them. By the end of a 
good drama, the viewer feels like they know what will happen next and how 
everything will play out. This type of satisfaction is often hard to come by in life, so it 
is definitely appreciated when it is offered up in a form of entertainment.” (Maddie 
Sutcliffe i https://www.memagazineblog.org/why-some-people-like-heavy-drama-
movies/; lesedato 15.05.26) 
 
Familiedrama gir seerne innblikk i forhold innad i en familie: relasjonene mellom 
mor, far, barn, søsken og eventuelt besteforeldre og andre nære slektninger, særlig når 
familien går igjennom en vanskelig tid. To eksempler på familiedramaer er Fanny och 
Alexander (1982; regissert av Ingmar Bergman) og We Bought a Zoo (2011; regissert 
av Cameron Crowe). “Family drama films don’t play it safe; they probe wounds, 
upend taboos, and put generational trauma and hope on the big screen with an 
audacity that’s as magnetic as it is uncomfortable. […] Films centered on the 
dynamics, conflicts, and bonds within families, often exploring generational tensions, 
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secrets, and reconciliation. […] it’s less about the theatrics of shouting matches and 
more about the quietly devastating moments that split a family at the seams. […] 
Tension between older and younger family members, frequently over tradition, 
values, or identity. […] The interplay between old and young becomes a vehicle for 
transmitting values, warnings, and hope. […] Films about families frequently mirror 
wider societal shifts – think divorce, migration, or identity politics. […] Unlike genres 
that resolve every issue by the credits, family dramas embrace ambiguity and 
unresolved tension. […] 
 
1940s: Hollywood’s “Mildred Pierce” (1945) exposes mother-daughter jealousy, 
hinting at deeper dysfunction. 
 
1950s: “Rebel Without a Cause” (1955) and “East of Eden” (1955) introduce teen 
rebellion and father-son conflict. 
 
1970s: “Kramer vs. Kramer” (1979) brings divorce and custody battles to the 
forefront. 
 
1980s: “Ordinary People” (1980) and “Terms of Endearment” (1983) normalize 
trauma, loss, and generational disconnect. 
 
1990s: “The Ice Storm” (1997) and “Secrets & Lies” (1996) dissect hypocrisy beneath 
suburban facades. 
 
2000s: Indie films like “The Squid and the Whale” (2005) upend traditional family 
dynamics. 
 
2010s: “Roma” (2018) and “Shoplifters” (2018) explore families on society’s 
margins. 
 
2020s: Streaming platforms boost diverse voices, with films like “Minari” (2020) and 
“The Farewell” (2019) expanding the canon. 
 
[…] Societal shifts – from second-wave feminism to changing definitions of 
masculinity to increased cultural diversity – have shaped what’s possible on screen. 
Today, nothing is sacred: divorce, adoption, abuse, migration, and non-traditional 
families are all fair game, reflecting the real messiness of modern life. […] Family 
drama cinema is not a Western monopoly. The genre morphs across cultures, picking 
up new flavors and taboos. In Japan, films like “Tokyo Story” (1953) by Yasujirō Ozu 
meditate on filial duty and generational grief, while Iranian cinema – think “A 
Separation” (2011) – intertwines family and societal pressure with subtlety Western 
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filmmakers rarely match. […] Different societies handle family themes with their own 
unique codes. Where Western films might celebrate personal liberation, Eastern 
dramas often focus on obligation and shame. For instance, in Chinese cinema, family 
is often depicted as a collective, with individual desires subsumed by group 
responsibility – a stark contrast to America’s emphasis on self-actualization. Western 
storytelling tends toward confrontation and resolution; Eastern and Middle Eastern 
films often leave wounds open, reflecting a worldview where harmony is sought, but 
not always achieved. […] Family drama cinema unmasks the hypocrisies and wounds 
society prefers to hide. […] Some family drama films have changed not just viewers, 
but the law and public opinion. Real-world case studies abound: 
 
“Philadelphia” (1993): Raised awareness about AIDS and LGBTQ+ rights. 
 
“The Kids Are All Right” (2010): Brought visibility to same-sex parenting. 
 
“A Separation” (2011): Sparked debate on Iranian divorce laws. 
 
“Precious” (2009): Highlighted abuse and the failures of social services. 
 
“Moonlight” (2016): Challenged toxic masculinity and homophobia. 
 
[…] As the definition of family expands – embracing friendship, fluid identities, and 
chosen kin – the stories we tell are only becoming richer.” (https://www.tasteray.com/ 
articles/movie-family-drama-cinema; lesedato 05.06.26) 
 
“Family drama narratives often revolve around complex relationships, deep-seated 
emotions, and intricate dynamics within family units. One recurring theme that 
resonates strongly in these narratives is betrayal. Betrayal can take many forms in 
family drama, including infidelity, dishonesty, secrecy, and disloyalty. Its impact can 
be profound, leading to broken trust, hurt feelings, and lasting consequences for the 
characters involved. In family dramas, betrayal serves as a catalyst for conflict and 
tension, driving the storyline forward and revealing the true nature of each character. 
Whether it’s one sibling betraying another, a parent keeping a dark secret, or a spouse 
being unfaithful, the betrayal exposes vulnerabilities and fractures within the family 
structure. This betrayal often leads to a ripple effect, causing rifts that may manifest in 
various ways, from heated arguments to emotional estrangement. Moreover, betrayal 
in family drama narratives explores the intricacies of human nature and the 
complexities of familial relationships. It delves into the gray areas of morality and 
ethics, prompting characters to question their values and beliefs. […] Older 
generations may hold on to traditional values and ways of thinking, while younger 
generations often lean towards more modern ideologies. This clash can lead to heated 
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arguments, misunderstandings, and a struggle for acceptance within the family. […] 
Themes commonly explored in family dramas related to generational differences 
include the struggle for independence, the quest for identity, the importance of 
tradition versus progress, and the power of forgiveness and reconciliation.” (Michelle 
Cornish i https://michellecornishauthor.com/blog/bookish-bits/what-are-some-
common-themes-in-family-drama; lesedato 05.06.26) 
 
“One recurring theme that plays a pivotal role in shaping the narrative of these stories 
[familiedramaer] is the concept of secrets. Secrets have the power to drive the plot 
forward, creating tension, conflict, and emotional depth within the storyline. One way 
in which secrets influence family dramas is through the dynamic of trust within the 
family. When a character keeps a secret from their loved ones, it can shatter the trust 
that is essential for healthy relationships. This breach of trust often leads to feelings of 
betrayal, resentment, and the unraveling of familial bonds. As the secret unfolds, it 
can set off a chain reaction of events that have far-reaching consequences for the 
characters involved. Secrets also have the ability to reveal hidden truths about the 
characters in a family drama. The revelation of a long-held secret can expose 
vulnerabilities, motivations, and deep-seated conflicts that have been simmering 
beneath the surface. This exploration of the characters’ inner worlds adds layers of 
complexity to their personalities and drives the narrative forward as they grapple with 
the repercussions of the revealed secret. Moreover, secrets in family dramas often 
serve as catalysts for character growth and development. As characters navigate the 
fallout of a secret coming to light, they are forced to confront their own shortcomings, 
face their past mistakes, and ultimately undergo a transformation. This process of self-
discovery and redemption is a common thread in many family dramas, highlighting 
the resilience and capacity for growth within individuals when confronted with 
difficult truths. […] 
 
Conflict 
Conflict is at the heart of family drama. Whether it be sibling rivalry, parental discord, 
or generational differences, conflict drives the narrative forward and keeps readers 
engaged. The clash of beliefs, values, and personalities within a family unit can spark 
intense emotions and lead to compelling storytelling. 
 
Secrets and Betrayals 
Secrets and betrayals often serve as catalysts for tension in family drama storylines. 
The revelation of a long-kept secret or a betrayal within the family can shatter trust, 
disrupt relationships, and set off a chain of events that heighten the drama. These 
elements add layers of complexity to the plot and keep readers on the edge of their 
seats. 
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Power Dynamics 
Power struggles and hierarchies within a family can create intense conflict and 
tension. Whether it’s a power-hungry parent exerting control over their children or 
siblings vying for dominance, the dynamics of power play a significant role in shaping 
the narrative of family drama stories. These power struggles can lead to gripping plot 
twists and emotional showdowns. 
 
Unresolved Emotions 
Unresolved emotions, such as guilt, resentment, or grief, can simmer beneath the 
surface in family drama storylines, ready to erupt at any moment. Characters 
grappling with their past traumas or suppressed feelings can add a layer of emotional 
depth to the narrative and drive the tension to new heights. 
 
Communication Breakdowns 
Miscommunication or a lack of communication can often escalate tensions within a 
family. The inability of characters to express their true feelings, misunderstandings, or 
hidden agendas can lead to conflicts that intensify the drama and create suspense for 
readers.” (Michelle Cornish i https://michellecornishauthor.com/blog/bookish-bits/ 
what-are-some-common-themes-in-family-drama; lesedato 05.06.26) 
 
Et eksempel på et familie- og tenåringsdrama: “Rebel Without a Cause is a 1955 
American drama film about emotionally confused suburban, middle-class teenagers. 
Filmed in the recently introduced CinemaScope format and directed by Nicholas Ray, 
it offered both social commentary and an alternative to previous films depicting 
delinquents in urban slum environments. The film was a groundbreaking attempt to 
portray the moral decay of American youth, criticise parental style, and explore the 
differences and conflicts between generations. […] Many people – especially families 
– moved out of city centres, to the ‘suburbs’ or to small towns, where new, more 
spacious houses suited growing families. The story focuses on the suburbs of Los 
Angeles and how the youths of 1950s adjusted to this new way of life. These family 
homes were desirable, but cold and lifeless resulting in little affection. […] Young 
people of America began to question and reject traditional beliefs, and generated a 
distrust for the authorities (government, FBI, police, army, even doctors and teachers). 
As films, fashion, TV and music sought to target this age group, young people found 
they had more power than ever before. This was considered to be the ‘birth of the 
teenager’. It was a time of peace, so young men were not at war, a confusing era for 
young men who could not identify with their war time fathers or have a war to fight 
and prove themselves. Fashion aimed at teenagers became more prevalent as did the 
birth of rock n roll – a soundtrack for the new generation. This new social group was 
considered by some as threatening, unruly and out of control and the film reflected 
and responded to this concern. This film was a sympathetic representation of 
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teenagers, blaming the parents for their delinquency.” (https://www.henleyschool. 
com_site/data/files/files/parent-resources/E4D66D2D3FF3B5704B454DEDCD549036. 
pdf; lesedato 21.04.26)  
 
“Prime-time drama is an especially compelling vehicle for portraying an institution’s 
hierarchy of power and its rules of the game. With intensity that newscasts cannot 
match, fictional and reality dramas bring millions of viewers behind the scenes to 
outline vividly acceptable forms of behavior by the organizations that make up an 
institution. Not all viewers interpret these portrayals in the same way. Many may 
judge them as depicting the way things actually are or the way they should be, for 
others if not for themselves. Still other people feel discontent. They and the 
organizations to which they belong may want to place their own versions of the world 
on TV, to call attention to the organizations they champion, and to gain legitimacy for 
their causes.” (Turow 2010 s. 6) 
 
Juridiske dramafilmer (“legal dramas”, “courtroom dramas”) har handling fra 
rettssystemet, med tiltalte personer, forsvarere, dommere, jury osv. Filmene handler 
ofte om kampen for rettferdighet og dilemmaer knyttet til det som er juridisk rett og 
galt. En klassiker innen denne undersjangeren er To Kill a Mockingbird (1962; 
regissert av Robert Mulligan), der en afroamerikansk mann er anklaget for voldtekt av 
en hvit kvinne. 
 
Nürnberg (2025; regissert av James Vanderbilt) er et rettssalsdrama. En anmelder 
skrev om en av scenene i filmen: “For alle med et middels inntak av rettssalsdramaer 
er scenen lett gjenkjennelig: Advokathelten som blir for selvsikker, som satser for 
mye på ett kort, og blir sittende fast under det avgjørende forhøret. I slike tilfeller får 
han imidlertid alltid en ny sjanse. Kanskje sitter han oppe hele natten sammen med 
sine assistenter og leter etter måter å sette vitnet fast på. En av kollegaene får en lys 
idé, før det klippes til rettssalen neste dag, der vår helt triumferer.” (Ulrik Eriksen i 
Morgenbladet 28. november–4. desember 2025 s. 36) 
 
“Legal dramas […] many of which closely follow trials. These provide information 
about various facets of the legal system. They typically focus on either the prosecutor 
or defense counsel as a justice figure, and often the legal system itself can be seen as a 
character, an overarching American hero or villain depending on who is telling the 
story and to what purpose. American audiences’ familiarity with trial procedures can 
be attributed in part to TV legal dramas and feature films that depict, in varying 
degrees of technical detail and accuracy, the role of the judge, the structure of opening 
and closing statements, objections, rulings on the admissibility of evidence, protocol 
for questioning witnesses on the stand, and so on. Legal-drama box-office hits tend to 
focus on a single case, with films featuring the little guy fighting “the system” or huge 
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corporations often selling the most tickets. Civil-suit films such as Erin Brockovich 
and The Rainmaker were popular in the 1990s. Others concern the plight of a 
defendant and their attorneys fighting for their innocence against a seemingly iron-
clad case. These include the classic To Kill a Mockingbird and the thriller Presumed 
Innocent. Legal dramas have also long been a staple of television, from Perry Mason 
in the 1950s, to LA Law, The Practice, and Ally McBeal in the 1990s.” (Rickard 2023 
s. 25) 
 
“Legal dramas have captivated audiences for decades, offering a glimpse into the 
high-stakes world of courtroom battles, legal wrangling, and intense drama. […] 
Legal dramas frequently emphasize dramatic courtroom confrontations, with lawyers 
delivering impassioned speeches that sway the jury. In real life, while persuasive 
arguments are important, courtrooms are generally more subdued, and attorneys 
adhere to strict rules of decorum. The notion of a single dramatic speech dramatically 
changing the course of a trial is more fiction than reality. Legal dramas often portray 
lawyers facing ethical dilemmas in pursuit of victory. While ethical issues can arise in 
the legal profession, they are typically more nuanced and subtle than depicted on 
television. […] Legal dramas frequently embellish courtroom procedures, showcasing 
surprise witnesses, shocking evidence, and impromptu revelations. In actual 
courtrooms, these surprise twists are uncommon, as the rules of evidence and pre-trial 
discovery require parties to disclose their evidence well in advance of trial. […] Many 
legal dramas conclude with a clear verdict, providing viewers with a sense of closure. 
In reality, legal battles can extend beyond the initial verdict, with appeals and further 
legal proceedings. The portrayal of cases concluding neatly with a verdict often 
oversimplifies the complexities of the legal system.” (Shri J. Choudhury m.fl. i https:// 
www.iilsindia.com/blogs/popular-legal-dramas-fact-vs-fiction-in-the-world-of-law/; 
lesedato 10.03.26) 
 
Ada (1961; regissert av Daniel Mann) er et eksempel på en politisk dramafilm. “A 
popular but naive country singer is elected governor of a southern state and, once in 
office, decides to dismantle the corrupt political machine that got him elected.” 
(https://letterboxd.com/film/ada-1961/genres/; lesedato 21.04.26) 
 
“Medical drama films, a sub-genre of the broader drama category, uniquely blend the 
art of storytelling with the intricacies of medical science and the human condition. 
These films often revolve around medical professionals, patients, and the healthcare 
system, offering viewers a blend of suspense, tragedy, and triumph. The allure of 
medical drama films lies in their ability to humanize the medical profession, highlight 
ethical dilemmas, and explore the complexities of life and death, making them a staple 
of cinematic storytelling. […] Medical drama films are characterized by their focus on 
the medical field, portraying the challenges, ethical dilemmas, and the day-to-day 
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reality of healthcare professionals. Common themes include the fight against 
insurmountable diseases, the miracle of healing, the impact of personal issues on 
professional responsibilities, and the exploration of medical ethics. These films are 
often set in hospitals or medical institutions, featuring a vocabulary rich in medical 
terminology and showcasing various medical procedures. The narrative typically 
revolves around a central medical case or issue, through which the personal stories of 
the characters unfold. Character archetypes are a staple of the genre, including the 
dedicated but overworked doctor, the compassionate nurse providing emotional 
support, and the patient facing a life-altering diagnosis.” (https://www.european 
studios.com/encyclopedia/medical-drama-film/; lesedato 16.12.25) 
 
“Sykehus betyr ganske forskjellige ting på amerikansk og europeisk tv. I amerikanske 
serier konnoterer sykehuset liv, død og hardt arbeid utført av mennesker som så å si 
aldri får den takken eller belønningen de fortjener. I europeiske serier representerer 
det også disse tingene, men viktigere enn dette er sykehusets rolle som symbol på 
samfunnets langsomt oppsmuldrende sosialdemokratiske fundament. Alle 
overarbeidede leger, underbetalte sykepleiere, overbookede sengeplasser og dyre 
undersøkelser minner publikum på at det offentlige helsevesenet er under hardt og 
vedvarende press, ideologisk så vel som økonomisk. […] sykehuset er en eksepsjonelt 
takknemlig ramme for mellommenneskelig drama: På sykehuset møtes mennesker fra 
alle samfunnslag, og de ansatte har fødsler, dødsfall og alt derimellom som en del av 
arbeidshverdagen. I tillegg åpner settingen for brå skifter i tone, intensitet og 
rollegalleri: En krise kan når som helst melde seg i form av en utfordrende 
hasteoperasjon, og bifigurer kan skrives ut av serien så fort de har utspilt sin rolle.” 
(Aksel Kielland i Morgenbladet 24.–30. april 2026 s. 33) 
 
“[H]ealth workers can be shown to work where emotions – comic, tragic, or both – 
are realistically allowed to run wild: at the edges of life and death. Shoot a gun or 
show a dead body, and people pay attention. Turn on an ambulance siren or give a 
diseased patient a short time to live, and you’ll get the same response. […] In telling 
their stories, they [filmskaperne] depict roles that different types of physicians and 
other health care workers take on in the contemporary medical establishment. They 
portray the backstage features of a world that viewers encounter continually 
throughout their lives. They show the struggles around prognoses and treatment 
options that patients would likely not hear about from their own “providers.” And, in 
playing out the characterizations and plots, they offer perspectives that viewers can 
apply to their personal lives. The parade of doctor images across the prime-time stage 
therefore presents a pool of powerful images from which Americans draw their 
understanding of health care. In addition, the dramas’ compelling presentations of 
contemporary issues may well mix with news and personal experience in shaping 
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people’s reactions to policy discussions about the organization of health care in 
society.” (Turow 2010 s. 1-2) 
 
“The decades saw small, then large, changes in physicians’ concern with themselves 
and their time spent with patients. They also saw changes in the pace of programs and 
in the depiction of blood and guts. […] Long thought of as the primary action centers 
of American medicine, the large urban teaching hospital and the small-town private 
office developed during the 1930s and ’40s as the primary locales of hugely popular 
doctor stories. The heroes of these places were white male physicians. Nurses played 
purely subsidiary and often not terribly well-defined roles. […] Over time, a number 
of broad plot lines became part of the formula’s repertoire. The most famous among 
them, with titles representing their most memorable appearances, have been “Twenty-
four Hours” (the doctor’s first day of work), “The Shining Image” (the physician falls 
in love with his first doomed patient), and “Tyger, Tyger” (a physician is infatuated 
with a patient who ends up dying). Variations on these chestnuts have appeared thirty 
years and more after their airing. […] Recall the “continuing romance toward 
marriage” story; the tale of a “guest star” physician who has broken hospital rules; the 
guest star physician who tries to hang on when he or she can no longer practice; the 
relative who is holding back some help that can contribute to a patient’s cure; and the 
patient who, in one way or another, is his or her own worst enemy. […] Most of the 
plots stress what is needed from doctors who are up to the required task or what is 
missing from physicians who are not. So, for example, the “Twenty-Four Hours” plot 
shows how residents learn that physicians must press themselves and the system to the 
limits to help the sick, even to the point of sacrificing romance. […] And stories about 
patients who are their own worst enemies reflect on the physician’s duty (in early 
decades, the physician’s struggle) to convince a sick person to accept the medical 
resources that are unquestionably available.” (Turow 2010 s. 382-384) 
 
“The medical landscape is the backdrop to what must always be some kind of 
interpersonal conflict that affects the ultimate stake. Conflicts can be introduced 
through patients who refuse care; relatives who refuse to help; or doctors who, for 
myriad reasons, are unable to do what is expected of them. The traditional plot 
repertoire, quietly threaded with assumptions about medical policy, invites these 
conflicts. It poses them as challenges to surmount. Specifically what those challenges 
are in any particular story, whether they will be surmounted, who will surmount them, 
and how they will be surmounted become matters that reflect a number of 
considerations: the ingenuity of the creators, as well as their personal optimism or 
pessimism; perceptions of the current approach’s credibility with the public; the 
advertiser-chasing strategies of the network; the ways specific aspects of doctor shows 
have played in the national press; changes in the power and status of physicians in the 
society at large; and even changes in the approaches other kinds of programs – cop 
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shows, lawyer shows – take to the people and concerns of institutions. These 
considerations then become the sparks for change in the doctor-show formula across 
the decades.” (Turow 2010 s. 384-385) 
 
“[H]evndramaet [har] vanligvis en konservativ grunnholdning. Den tradisjonelle 
helten er en liberal og snillistisk figur som blir utsatt for grundig urettferdighet (stort 
sett drapet av en eller flere familiemedlemmer), og opplever i etterkant at kosmos ikke 
vil bli gjenopprettet uten egen innsats. Byråkrati, rettssystem og politi er korrupte, 
ettergivende, eller rådløse. Slik går hovedpersonen gjennom en konservativ 
reformering, en slags kriminalpolitisk dannelsesreise der egne holdninger og 
verdensanskuelse blir snudd på hodet – ja, satt på plass om man vil.” (Dagbladet 23. 
mars 2009 s. 32)  
 
Dokudramafilmer blander dokumentarisk realisme med et mer eller mindre fiktivt 
handlingsforløp. Dette kan skje ved å veve sammen reelle filmopptak og intervjuer 
med rekonstruksjoner og oppdiktete hendelser. 
 
Komiske dramafilmer, også kalt dramedy, “contain about equal parts drama and 
comedy. Elements of comic relief can appear in all but the very darkest dramas, and 
most stories have at least some serious elements. Because of this, expect to see them 
get lumped in with the sitcoms […] While many stories contain both comedy and 
drama, a true Dramedy must belong to the genre of Drama – defined by stories 
focusing on Character Development, intense emotions and inner conflict as the 
primary source of plot.” (https://tvtropes.org/pmwiki/pmwiki.php/Main/Dramedy; 
lesedato 05.06.26) 
 
Se også https://www.litteraturogmedieleksikon.no/gallery/kostymedrama.pdf  
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