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NORDIC NOIR ON TELEVISION: THE KILLING I-III

Gunhild Agger, University of Aalborg

Abstract
The Nordic Noir has been applied by many countries as a slightly distorting mirror of tenden-
FLHV�LQ�WKHLU�RZQ�VRFLHWLHV��2Q�WKH�EDFNJURXQG�RI�LWV�LQWHUQDWLRQDO�DSSHDO��WKH�DUWLFOH�DQDO\VHV�
the prevalent genre of The Killing�±�WKH�WKULOOHU�±�DQG�UHODWHV�LW�WR�WKH�JHQUHV�RI�FULPH�¿FWLRQ��
political drama and melodrama. The elements of the noir design in the introductory sequenc-
es – their common traits and the differences that match prevalent plots in each season – are 
KLJKOLJKWHG��7KH�GHYHORSPHQWV�WDNLQJ�SODFH�LQ�WKH�GRPLQDQW�SRLQWV�RI�YLHZ�DUH�WUDFHG��IURP�
WKH�FRPELQDWLRQ�EHWZHHQ�WKH�ORFDO�SROLWLFV�DQG�WKH�GRPHVWLF�OHYHOV�LQ�WKH�¿UVW�VHDVRQ�RI�WKH�
series, to the focus on foreign politics with domestic dimensions in the second season, and 
the reversion to domestic politics, this time combined to a global dimension, in the last sea-
son. Similarities and differences in the plots, and their relationship to (and interpretation of) 
events and phenomena in the modern Danish welfare state and in the Western sphere, are also 
investigated.

Introduction

Danish The Killing I-III (Forbrydelsen, 2007-2012) is interesting in an international context. 
7KH� ¿UVW� WZR� VHDVRQV� KDYH� EHHQ� VFUHHQHG� QRW� RQO\� LQ� WKH� 6FDQGLQDYLDQ� FRXQWULHV�� EXW� DOVR� LQ�
*HUPDQ\��=')��������$57(���������$XVWULD��25)���������$XVWUDOLD��6%6�����������%HOJLXP�DQG�
France (ARTE, 2010) and the UK (BBC 4, 2011). Moreover, The Killing was remade in the USA 
E\�)R[�IRU�WKH�FDEOH�QHWZRUN�$0&�LQ������DQG�VFUHHQHG�LQ�������7KH�WKLUG�VHDVRQ�ZDV�VFUHHQHG�
LQ�'HQPDUN�GXULQJ�WKH�DXWXPQ������DQG�KLW�VFUHHQV�LQ�RWKHU�FRXQWULHV�ODWHU��(VSHFLDOO\�LQ�%ULWDLQ��
a public debate accompanied the screening of The Killing, investigating the reasons for the appeal 
of “Nordic Noir” to a British audience, enhancing the production model and the production val-
ues. Later in 2012, this was followed by a similar debate around the political drama serial Borgen 
(2010-), which has also been widely exported.

Thus, in 2011 and 2012 Danish TV drama has been the object of an international reception of 
broad dimensions; however, the recognition, in the shape of international TV festival awards, 
started earlier. In 2002 Unit One (5HMVHKROGHW, 2000-2004) received an Emmy in the category of 
Best International Drama Series. The dramedy 1LNRODM�DQG�-XOLH�(1LNRODM�RJ�-XOLH, 2002-2003) 

CINÉMA & CIE, vol. XII, no. 19, Fall 2012



40

GUNHILD AGGER

FRQWLQXHG� WKH� VWUHDN� LQ� ������ZKLOH� WKH� FULPH� VHULHV�The Eagle (Ørnen, 2004-06) received an 
Emmy in 2005 and The Protectors (Livvagterne, 2009-2010) in 2009. The Killing received the 
%ULWLVK�%$)7$�DZDUG�LQ�������$OO�WKHVH�79�VHULHV�ZHUH�SURGXFHG�E\�5DGLR�'HQPDUN��'5���WKH�
OHDGLQJ�SXEOLF�VHUYLFH�EURDGFDVWHU�LQ�'HQPDUN�
,Q�FRQQHFWLRQ�ZLWK�WKH�LQWHUQDWLRQDO�EUHDNWKURXJK�RI�The Killing, interest has been focused on 

the Danish production model and the phenomenon that has been dubbed “Nordic Noir.” In this 
article, I will review some of the questions to which this international reception gives rise. I will 
focus on The Killing and include all three seasons (1-20, 2007; 1-10, 2009; and 1-10, 2012) high-
lighting the production model and its overall purpose, the genres and style of the series. 
7KUHH�RI�WKH�FRQFHSWV�IURP�'5�'UDPD¶V�VWUDWHJ\�³'RJPHU�IRU�'5�¿NWLRQ´��'RJPDV�IRU�'5�

Drama’s productions)1 deserve emphasising. Firstly, through the concept “one vision,” DR Drama 
focuses on original productions rather than adaptations; this concept gives the scriptwriter and 
producer an artistic license which allows their particular line with its distinctive features to shine 
through. Secondly, DR Drama’s strategy includes the concept that any drama must contain a dou-
ble story comprising 1) “the good story” and 2) “an overall plot with ethical/social connotations.”2 
7KLUGO\��'5�'UDPD�HQFRXUDJHV�FURVVRYHU�EHWZHHQ�WKHLU�SURGXFWLRQ�VWDII�DQG�WKRVH�IURP�WKH�¿OP�
industry, which has a great impact on the production design and quality of DR Drama series. These 
efforts are evident in The Killing, as I will illustrate in this article.

The art of genre mixing within the noir style is something that all seasons of The Killing have 
mastered. The question is: which genres have been mixed, in which proportion and with which 
SHUVSHFWLYH"�,�ZLOO�PDNH�D�FKDUDFWHULVDWLRQ�RI�WKH�EDVLF�JHQUH��WKH�WKULOOHU��DQG�WKH�RWKHU�JHQUHV�
in the mixing (police procedural, political drama, melodrama) and discuss how the introductory 
sequences play up to the concept of the thriller. After this, I will illustrate the development in the 
ZD\�WKH�JHQUH�LV�KDQGOHG�IURP�WKH�¿UVW�WR�WKH�ODVW�VHULHV�±�LQ�KDUPRQ\�ZLWK�WKH�GUDPDWXUJ\�±�DQG�
how genre mixing, dramaturgy and style are connected to DR’s overall strategy.

In the analysis, I will draw on some of the insights that I presented in shorter forms in three 
reviews published on a Danish website3�DQG�LQ�P\�DUWLFOH�³(PRWLRQ��*HQGHU�DQG�*HQUH��,QYHVWL-
gating The Killing.”4

Nordic Noir

7KH�DWWHQWLRQ�IURP�WKH�PHGLD�VWDUWHG�LQ�*UHDW�%ULWDLQ�GXULQJ�WKH�ZLQWHU�DQG�VSULQJ�RI������������
The Killing I and II received extensive media coverage considering the fact that it was just a sub-
WLWOHG�IRUHLJQ�FULPH�¿FWLRQ�VHULHV��7KLV�IDFW�PDGH�WKH�KHDGOLQHV�LQ�LWV�RZQ�ULJKW��DV�LW�LV�LOOXVWUDWHG�
in the Internet version of The Guardian.5 The attention spread to the US, where The Killing was 
remade in an American version. In both countries, the political drama series Borgen received pre-
dominantly positive media coverage.

Several British and American journalists visited Copenhagen to discover the “recipe” behind 
the international success of Danish television drama. Maggie Brown from The Guardian�ÀDWWHU-
LQJO\�GHVFULEHG�'5�'UDPD�DV�³WKH�FODVVLHVW��PRVW�HI¿FLHQW�GUDPD�IDFWRU\�LQ�ZRUOG�WHOHYLVLRQ�´6 
6KH�HPSKDVLVHG�WKH�NH\�FRQFHSW��³RULJLQDO�GUDPD�GHDOLQJ�ZLWK�LVVXHV�LQ�FRQWHPSRUDU\�VRFLHW\��QR�
UHPDNHV��QR�DGDSWDWLRQV�´7 The Guardian covered Danish television drama intensively, but other 
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newspapers and magazines followed their lead, for example the Financial Times and Newsweek.8 
7R�EULHÀ\�VXP�XS�� WKH�VXEWLWOHG�YHUVLRQ�RI�The Killing brought into focus the relation between 
RULJLQDO�ODQJXDJH�DQG�VXEWLWOLQJ�YHUVXV�GXEELQJ��WKH�YDOXH�RI�UHPDNHV��ZKLFK�DUH�SRSXODU�LQ�WKH�
US, and the impact of the Danish public service concept compared to a commercial system.

On a more general level, Barry Forshaw accentuates the connection to the socially created re-
DOLW\�DV�RQH�RI�WKH�PDLQ�DWWUDFWLRQV�LQ�KLV�JXLGH�WR�6FDQGLQDYLDQ�FULPH�¿FWLRQ��,Q�LWV�FXUUHQW�IRUP��
WKH�JHQUH�FRQWDLQV�VRFLR�SROLWLFDO�LQVLJKWV�LQFOXGLQJ�³WKH�FUDFNV�WKDW�KDYH�DSSHDUHG�LQ�WKH�VRFLDO�
democratic ideal.”9�7KRVH�FUDFNV�DQG�FUHYLFHV� LOOXVWUDWH� WKDW� WKH�KDUPRQ\�DQG� WKH� LGHDOV�ZKLFK�
formerly characterised the Nordic image are dismantling. 

Forshaw’s main argument is that in this way, the Scandinavian welfare states can serve as foil 
for the UK today through a mix of recognition and distortion: “But the appeal remains the same: 
we are shown a country which is different from Britain – but not too different. The lure of the 
(slightly) exotic, plus a vague sense of schadenfreude that the wheels are coming off the utopi-
an welfare-state bus.” 10 This interpretation is repeated in several other characterisations, also in 
/OR\G¶V��³&HUWDLQO\�ZH�FDQ�UHDG�WKH�GDUNQHVV��YLROHQFH�DQG�DQDUFK\�WKDW�HUXSW�LQ�WKHVH�FULPH�QRY-
els as forming part of the subsoil of life in Scandinavian countries.” 11 On a more well-researched 
level, this convergence of the social and the criminal aspects is also at the basis of Andrew Nestin-
JHQ¶V�LQWHUHVW�LQ�6FDQGLQDYLDQ�FULPH�¿FWLRQ��1HVWLQJHQ�VXJJHVWV�WKDW�WKH�WUHQGV�RI�SRSXODU�FXOWXUH�
are a barometer for the state of society: “If we want to understand contemporary Scandinavia and 
LWV�VWUXJJOHV�RYHU�WUDQVIRUPDWLRQ��ZH�QHHG�WR�VWXG\�DQG�GLVFXVV�SRSXODU�¿FWLRQV�´12 

Besides pointing out the strong societal connection, two other features are predominant in the 
international critics’ reception of The Killing; ¿UVWO\��WKH�IRFXV�RQ�WKH�FRPELQDWLRQ�RI�JHQUH�DQG�
style that the Brits and Americans have branded “Nordic Noir;” secondly, the intensive preoccu-
pation with Sarah Lund as the main character and pivotal point of the investigation.

The thriller genre 

The same genre description was given of all three seasons of The Killing in the release and in the 
LQWURGXFWRU\�FUHGLWV��³$�WKULOOHU�E\�6¡UHQ�6YHLVWUXS�´�$�WKULOOHU�FDQ�EDVLFDOO\�EH�GH¿QHG�DV�D�ORRVH-
ly constituted genre which aims at causing a thrill in the audience, an exhilarated thrill. Lars Ole 
Sauerberg points out that the concept “thriller” is used differently in British English and American 
English. In British English the concept is used in a more restrictive manner than in American En-
glish, where it is a broad concept for stories charged with suspense within detective, spy, mystery 
DQG�RWKHU�W\SHV�RI�¿FWLRQ��,W�LV�WKLV�EURDG�$PHULFDQ�XQGHUVWDQGLQJ�RI�WKH�JHQUH�WKDW�LV�SUHGRPLQDQW�
LQ�'HQPDUN��7R�DGG�WR�WKH�FRQIXVLRQ��³WKULOOHU´�LV�VRPHWLPHV�WUDQVODWHG�WR�'DQLVK�ZLWK�WKH�WHUP�
“gyser” which actually is closer to the horror genre.
$�KRUURU�¿OP�PRYHV�ZLWKLQ�WKH�UHDOPV�RI�WHUURU�±�D�WKULOOHU�GRHV�QRW��$�KRUURU�¿OP�GRHV�QRW�QHHG�

to be driven by suspense. However, one of the most important plot devices of a thriller is suspense. 

Suspend means to hang up or to put out of action for a while, and this is the way suspense works in 

QDUUDWLYH�¿FWLRQ��>«@�WKH�SULQFLSOH�RI�VXVSHQVH�PD\�EH�GH¿QHG�DV�the prevention of immediate satisfac-
tion of curiosity about plot issues through structural obstruction of the logic of temporal progression.13
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Suspense is central to the manner in which the plot in a thriller can twist and turn in ways that 
surprise the audience causing an exhilarated thrill. Other plot devices of the thriller includes the 
cliff-hanger ending, the protagonist’s recurrent pursuit of an escaping or hidden antagonist, their 
dialectical relationship and the contrast between the calm and collected exterior and the under-
lying abyss of calculation and instinct. All these elements can be applied in the confrontation 
between the different sets of moral values that is at the core of the thriller.
%HFDXVH�WKH�WKULOOHU�LV�VR�ORRVHO\�GH¿QHG��LW�LV�LGHDO�DV�DQ�HOHPHQW�LQ�WKH�PL[LQJ�RI�JHQUHV��7KH�

thriller is commonly used in alliance with the crime genre (be it police procedurals or detective 
¿FWLRQ���VS\�¿FWLRQ�DQG�RWKHU�DFWLRQ�JHQUHV��1RW�OHDVW�LQ�WKH�DOOLDQFH�ZLWK�SROLWLFDO�GUDPD��D�QXP-
EHU�RI�VXEJHQUHV�KDYH�FU\VWDOOLVHG�LQ�*UHDW�%ULWDLQ�DQG�LQ�WKH�86��([DPSOHV�RI�WKLV�WHQGHQF\�DUH�
the psychological thriller, the Secret Service thriller or the legal or military thriller that questions 
the power apparatus and the execution of power, and, in the last resort, the state of contemporary 
VRFLHW\�DQG�WKH�VHQVH�RI�MXVWLFH�DQG�MXULVGLFWLRQ��7KH�¿OPLF�H[DPSOHV�DUH�OHJLRQ�14 The use of the 
thriller as main genre might have been a contributing factor for The Killing¶V�EUHDNWKURXJK�LQ�DQ�
international context. The series draws on a well-established genre while simultaneously unfold-
ing the genre in a new geographical and social context.

Introductory and signature sequences

In all three seasons of The Killing, the combination EHWZHHQ�WKULOOHU��FULPH�¿FWLRQ�DQG�SROLWLFDO�
drama is the pivotal element, which is expressed from the very beginning in a noir design un-
GHUOLQHG�E\�LQWURGXFWRU\�DQG�VLJQDWXUH�VHTXHQFHV��UHOHDVH�PDWHULDO�DQG�WKH�RI¿FLDO�ZHEVLWH��$OO�
RI�WKH�VHULHV�WDNH�SODFH�LQ�1RYHPEHU��DQG�WKLV�PRQWK�SURYLGHV�WKH�QHFHVVDU\�UDLQ��PXG�DQG�EOHDN�
atmosphere. The daylight is fading, which perfectly suits the demands of the noir style. The intro-
GXFWRU\�DQG�VLJQDWXUH�VHTXHQFHV�DUH�LQ�DOO�HSLVRGHV�DIWHU�WKH�¿UVW�OLQNHG�ZLWK�D�UpVXPp�PDNLQJ�WKH�
narration dynamic from the onset. The lead-in is brief; the storyline is recapped with relatively few 
FOLSV�DQG�WKH�VWRU\�TXLFNO\�PRYHV�IRUZDUG��$W�WKH�VDPH�WLPH��WKH�YLHZHU�UHFHLYHV�KLQWV�RI�FRQWH[WV�
DQG�NH\�PHWDSKRUV�WR�SRQGHU�DERXW�±�LPSRUWDQW�IHDWXUHV�RI�D�WKULOOHU��

In The Killing I, the noir design is spectacularly presented in the introductory sequences through 
WKH�EDFNJURXQG�PRWLI�RI�D�¿QJHUSULQW��PDJQL¿HG�WR�LQGLFDWH�WKH�LQWULFDWH�SDVVDJHV�WKURXJK�ZKLFK�
this story must pass. The design visualises how the plot will twist and turn in the labyrinth of this 
FULPH��7KH�¿QJHUSULQW�SRLQWV�WR�WKH�XQLTXH�DQG�ORQHO\�NLOOHU�ZKRVH�DFWXDO�¿QJHUSULQW�PDWFKHV�WKH�
NLOOLQJ�RI� WKH� WHHQDJH� VWXGHQW�1DQQD�%LUN�/DUVHQ�DQG� VLPXOWDQHRXVO\� LQGLFDWHV� WKDW�RQO\�JRRG�
ROG�IDVKLRQHG�SROLFH�ZRUN�ZLOO�VROYH�WKLV�ULGGOH�

In The Killing II��DQ�LGHQWL¿FDWLRQ�WDJ�LV�WKH�OHLWPRWLI�LQ�WKH�VLJQDWXUH�VHTXHQFHV��%XW�WKHUH�LV�QR�
QDPH�HQJUDYHG�RQ�WKH�EDGJH��LW�PHUHO\�VD\V�³'HQPDUN�´�7KH�GRJ�WDJ�LV�DVVRFLDWHG�ZLWK�VROGLHUV��
and reminds us of their mortality. Besides the lawyer Anne Dragsholm, who is the legal advisor 
for the Ministry of Defence, the story concerns the professional soldier Allan Myg Poulsen, who 
LV�FRQVLGHULQJ�UHSRVWLQJ��WKH�IRUPHU�VROGLHUV�'DYLG�*U�QHU��/LVEHWK�7KRPVHQ�DQG�3U VW��OLWHUDOO\�
“Preacher”) – men and women who are all connected to a certain “incident” in Afghanistan. From 
WKH�YHU\�EHJLQQLQJ��WKH�GRJ�WDJ�LV�FRQQHFWHG�WR�SRZHUOHVVQHVV�±�ZH�VHH�D�JOLPSVH�RI�D�/DG\�-XVWLFH�
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statuette blindfolded by the chain of a dog tag. Those who exercise power are powerless, and they 
WDNH�XS�WKH�UROHV�RI�H[HFXWLRQHU��PLGGOHPDQ�DQG�YLFWLP�DW�GLIIHUHQW�WLPHV�LQ�WKH�VWRU\��

The function of the signature sequence in The Killing III�LV�PRUH�YDJXH��:H�VHH�DQ�XQGH¿QHG�
VHFWLRQ�RI�D�KXOO�RI�D�VKLS�RU�VRPH�RWKHU�NLQG�RI�UXVW\�PHWDO��7KH�PHWDO�PDWFKHV�WKH�UHVRQDQW�VRXQG�
LQ�WKH�OHDG�LQ�RI�WKH�¿UVW�HSLVRGH�RI�The Killing III. The sound design is extremely important to 
D�VHULHV�WKDW�LV�VR�YLVXDOO\�EODFNHQHG��DQG�LQ�WKLV�VHTXHQFH�WKHUH�LV�SOHQW\�RI�UHYHUEHUDWLRQ��7KH�
sound of emptiness is later followed up in the harbour warehouse. The metallic sound is a recur-
UHQW�WKHPH��DOVR�LQ�WKH�DEDQGRQHG�ERDW\DUG�LQ�:HVWHUQ�-XWODQG��ZKHUH�WKH�UHFXUUHQW�LQYHVWLJDWRU�
6DUDK�/XQG� �6R¿H�*UnE¡O��DQG�KHU�QHZ�SDUWQHU�0DWWKLDV�%RUFK� IURP� WKH�'DQLVK�6HFXULW\�DQG�
,QWHOOLJHQFH�6HUYLFH�³3(7´��1LNRODM�/LH�.DDV��DUH�LQFDUFHUDWHG��7KH�HPSWLQHVV�DOVR�UHVRQDWHV�LQ�
the Department of Forensic Medicine (episode 3) and at the haunt of the homeless in Copenhagen 
�HSLVRGHV���DQG�����(PLOLH�DQG�&DUO�KDYH�PDGH�D�VDQFWXDU\�LQ�WKH�ORIW�ZKLFK�WKH�DGXOWV�GR�QRW�NQRZ�
DERXW��,Q�NHHSLQJ�ZLWK�WKH�WKHPH�RI�WUDQVSRUW�DQG�WUDQVLW��WKH�FKLOGUHQ�KDYH�QDPHG�WKHLU�VDQFWXDU\�
WKH�³,QWHUVSDFH�´�7KLV�LV�WKH�SODFH�WKH\�ZLWKGUDZ�WR�ZKHQ�WKH�DGXOWV�¿JKW�

From The Wire �+%2�������������ZH�DOUHDG\�NQRZ�WKDW�KDUERXUV��IUHLJKWHUV�DQG�FRQWDLQHUV�DUH�
ZHOO�VXLWHG�DV�D�KRWEHG�IRU�FULPH��DQG�WKLV�NQRZOHGJH�LV�HIIHFWLYHO\�DSSOLHG�LQ�The Killing III, which 
IURP�WKH�YHU\�RQVHW�IRFXVHV�RQ�WKH�VSDFH�RI�WUDQVLW��7KH�¿UVW�ORFDWLRQ�±�WKH�GHVHUWHG��IUHLJKW�HPSWLHG�
DQG�VFUDSSHG�IUHLJKWHU�±�ZDV�VFDULO\�ZHOO�VXLWHG�WR�WKH�PRGH�RI�WKH�NLOOLQJ�DQG�VHW�WKH�WRQH�IRU�WKH�
VHULHV��7KH�QDNHG�ERG\� LQGLFDWHG� WKH�HOHPHQWDULQHVV�RI� WKH�VWRU\OLQH��ZKLOH� WKH�IUHLJKWHU¶V�QDPH��
0HGHD��KHUDOGHG�WKH�P\VWLF�GLPHQVLRQV�RI�WKH�VHW�RI�DFWLRQV�VXUURXQGLQJ�WKH�NLOOLQJV�RQ�WKH�IUHLJKWHU�
$FURVV�WKH�WKUHH�VHDVRQV��WKH�LQWURGXFWRU\��UpVXPp�DQG�VLJQDWXUH�VHTXHQFHV�DUH�GDUN��HVWDEOLVKLQJ�

a tone in line with the style and effects of the noir tradition. These sequences emphasise the essential 
IHDWXUHV�WKH�YLHZHU�PXVW�SD\�DWWHQWLRQ�WR��WKH�¿QJHUSULQW�LPSO\LQJ�D�ODE\ULQWK��WKH�LGHQWL¿FDWLRQ�WDJ�
LPSO\LQJ�WKH�OLQN�DQG�FOXH��DQG�WKH�UHVRQDWLQJ�VRXQG�LQ�WKH�WUDQVLW�VSDFH�VLJQDOOLQJ�HPSWLQHVV�

The Killing I: The local and the domestic

Throughout all three seasons of The Killing, the thriller is connected to crime and political drama 
but accentuating different features. The melodrama is also applied in varying degrees against the 
EDFNGURS�RI�WKH�VWRU\��7KH�LQWHUODFLQJ�RI�WKH�WKULOOHU�DQG�FULPH�JHQUH�ZLWK�WKH�SROLWLFDO�GUDPD�VWDUWHG�
with the local mayoral elections in Copenhagen in The Killing I. As in The Killing III, campaign cars 
DQG�VSLQ�GRFWRUV�DUH�LQYROYHG�DV�ZHOO�DV�WKH�SROLWLFLDQV¶�SHUVRQDO�FULVHV�DQG�VNHOHWRQV�LQ�WKH�ZDUGUREH��
And naturally, the mapping of the individual politicians’ activities during the incriminating times 
DOVR�SURYHG�GLI¿FXOW�WKLV�WLPH��ZKLFK�VHUYHG�WR�HQKDQFH�WKH�WKULOOHU�HOHPHQW��WKH�SORW�FRXOG�WZLVW�DQG�
turn in unanticipated directions. Considerations and misguided considerations, small and big lies, 
evasive explanations, trust and betrayals all intertwined the plot. Even though the probability of it 
all did not always bear closer examination, the plot was well thought out and the British-American 
WKULOOHU�WUDGLWLRQ�ZDV�ZHOO�DSSOLHG��7KH�FRPELQDWLRQ��ZKLFK�ZDV�LQWURGXFHG�LQ�'HQPDUN�LQ�1LNRODM�
Arcel’s King’s Game (Kongekabale, 2004), was innovative in a Danish TV series.
$V�LW�WXUQHG�RXW��WKH�PDQ\�GHYLRXV�FRXUVHV�UHSUHVHQWHG�DV�PDQ\�GHDG�HQGV�±�1DQQD�%LUN�/DUV-

HQ¶V�NLOOHU�ZDV�WR�EH�IRXQG�LQ�KHU�QHDU�VXUURXQGLQJV��,W�ZDV�WKH�QDwYH��PHQWDOO\�XQEDODQFHG�\HW�
cunning criminal. This storyline effectively demonstrated how a series of apparently independent 
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events can nevertheless be connected, and how the inclination of a family friend to overprotect his 
friend and benefactor in many cases had threads to what happened at the political level.

The Killing I�ZDV�XQLTXH�LQ�LWV�H[WHQVLYH�SXUVXLW�RI�RQH�VLQJOH�NLOOLQJ�±�WKH�PXUGHU�RI�WKH�WHHQDJH�
VWXGHQW�1DQQD�%LUN�/DUVHQ� ±� WKURXJK� WZHQW\� HSLVRGHV��7KH�PRVW� REYLRXV� LQWHUQDWLRQDO� SUHGH-
cessor is David Lynch’s Twin Peaks (ABC, 1990-91) which also unfolded its story around one 
VLQJOH�NLOOLQJ�±�WKH�PXUGHU�RI�/DXUD�3DOPHU��+RZHYHU��ZKHUH�Twin Peaks ended up in cascades 
of mystery and metaphysics that brought Agent Cooper’s world-view to collapse, The Killing I is 
WROG�LQ�D�ZD\�WKDW��DOWKRXJK�LW�FKDQJHV�EHWZHHQ�GLIIHUHQW�WUDFNV�WKDW�DUH�LQWURGXFHG�E\�WKH�FULPLQDO�
and political threads, understands the art of limitation. Thus, the dramaturgy counterbalances the 
devious courses of the labyrinth.

On the visual side, the action in The Killing I is set in three different locations: the Copenhagen 
Police Headquarters, the Copenhagen City Hall and Vesterbro, a district in Copenhagen. The Co-
penhagen Police Headquarters is the place where the threads of the investigation are gathered, but 
also where it is disrupted. The Police Headquarters is presented as a monolith from the outside, 
EXW�D�ODE\ULQWK�IURP�WKH�LQVLGH�±�LW�LV�GLI¿FXOW�WR�JHW�LQ�DQG�RXW��DQG�RQFH�LQ��WKH�PDQ\�OHYHOV�DQG�
dead ends confuse. The City Hall is mainly the setting of the local mayoral elections, but through 
these elections it is connected to crime. Investigation and election; in both cases, the countdown 
KDV�VWDUWHG��9HVWHUEUR�LV�WKH�SODFH�ZKHUH�WKH�%LUN�/DUVHQ�IDPLO\�UHPRYDOV�¿UP�LV�ORFDWHG��+HUH��WKH�
countdown has also started to the scheduled move to the new house. Nightly helicopter shootings 
over Copenhagen interconnect these locations in an overall pattern. The labyrinths, roads and lost 
URDGV�RI�WKH�ELJ�FLW\�GRZQ�WKHUH�DUH�ZHOO�NQRZQ�IURP�%ULWLVK�DQG�$PHULFDQ�79�VHULHV�DQG�KDYH�
been used as an ingredient in Danish TV drama since the drama series TAXA (1997-1999).

In spite of the obvious differences in the environment and characterisation of the three places, 
the distinctive features of colouring, camera movement and the diffuse, disturbing underscore 
�E\�)UDQV�%DN��¿UVW�XVHG�LQ�Twin Peaks (by Angelo Badalamenti), are the same. The dominating 
FRORXUV�DUH�VKDGHV�RI�JUH\��EODFN�DQG�EOXH��,Q�DOO�FDVHV��WKH�FDPHUD�VHHNV�RXW�WKH�URRPV�LQ�D�PDQ-
ner intending to expose the clues of what has happened. The camera pans across living rooms, 
EHGURRPV��FRUULGRUV��RI¿FHV�DQG�VWRUDJH�URRPV��RYHU�ÀRRUV��SDQHOV�DQG�GRRUZD\V�LQ�DQ�H[TXLVLWHO\�
disturbing manner. The similarity of colours and optics indicates the shared theme: everybody has 
VHFUHWV��HYHU\ERG\�LV�KLGLQJ�VRPHWKLQJ��DQG�WKHLU�KLGLQJ�SODFHV�DUH�DOLNH��DIWHU�DOO��1DWXUH�LV�RQO\�
LQFOXGHG�LQ�WKH�VKDSH�RI�WKH�QDNHG�1RYHPEHU�ZRRG�E\�WKH�ODNH�ZKHUH�WKH�GHDG�ERG\�RI�1DQQD�
%LUN�/DUVHQ�LV�IRXQG�LQ�RQH�RI�7URHOV�+DUWPDQQ¶V��/DUV�0LNNHOVHQ��FDPSDLJQ�FDUV��7KXV��WKH�FRQ-
nection between the places and the crimes are pointed out through the style of the series.

Even though the political level is not directly involved in the essential crime, clear parallels 
FDQ�EH�GUDZQ�EHWZHHQ�SROLWLFV�DQG�FULPH��$W�KLV�VLFNEHG��IRUPHU�0D\RU�%UHPHU�SDVVHV�RQ�DGYLFH�
on the mechanisms of power to Hartmann, the Mayor to be: “Remember you have to live with 
it.” Advice that he himself forgot in his function as Mayor – and advice Hartmann also needs to 
forget if he wants to be elected. It is only possible to become Mayor by becoming a Bremer clone, 
ZKLFK�LV�OHWKDO�LQ�WKH�ORQJ�UXQ�DV�%UHPHU¶V�KHDUW�DWWDFN�GHPRQVWUDWHV��7KH�OHVVRQ�IURP�&LW\�+DOO�
LV�WKDW�WKH�URDG�WR�SRZHU�LV�QRW�ZLWKRXW�SROLWLFDO�³NLOOLQJV�´�WKH�GHVWUXFWLRQ�RI�FKDUDFWHU�DQG�SDUWV�
of oneself, i.e. one’s morality. 
5DWKHU�WKDQ�&LW\�+DOO��WKH�RULJLQ�RI�WKH�FULPH�LV�3HUQLOOH�DQG�7KHLV�%LUN�/DUVHQ¶V��$QQ�(OHRQRUD�

-¡UJHQVHQ�DQG�%MDUQH�+HQULNVHQ��FRPELQHG�ZRUNSODFH�DQG�DSDUWPHQW�LQ�9HVWHUEUR��WKH�KRPH��7KH�
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sinister feeling is glaringly exposed at Anton’s birthday party in episode 20. Everybody, even the 
IDPLO\�³VKDGRZ�XQFOH´�9DJQ��1LNRODM�.RSHUQLNXV���LV�JDWKHUHG�DURXQG�WKH�WDEOH�VLQJLQJ�ELUWKGD\�
VRQJV��7KLV�VFHQH�LOOXVWUDWHV�WKH�ZHOO�NQRZQ�FOLFKp�WKDW�WKH�NLOOHU�LV�DPRQJ�XV��LW�LV�VRPHRQH�ZH�
NQRZ�ZLWKRXW�NQRZLQJ�WKH�GHSWKV�RI�FKDUDFWHU�
9DJQ¶V�PL[HG�SRVLWLRQ�DV�LQVLGHU�RXWVLGHU�LQ�WKH�IDPLO\�PDNHV�KLP�WKH�SHUIHFW�VXVSHFW��7KHLV�DQG�

9DJQ�KDYH�D�VKDUHG�FULPLQDO�SDVW�WZHQW\�\HDUV�EDFN��7KLV�ROG�FULPLQDO�ERQG�EHWZHHQ�7KHLV�DQG�
9DJQ�PDNHV�LW�HDV\�IRU�9DJQ�WR�DSSHDO�WR�7KHLV¶�LQVWLQFW�RI�WDNLQJ�WKH�ODZ�LQWR�KLV�RZQ�KDQGV��:H�
already saw this instinct unfolded in episode 8 in his confrontation with the teacher Kemal. The 
VXVSLFLRQ�DJDLQVW�9DJQ�LV�LQWHQVL¿HG�LQ�HSLVRGH����ZKHUH�D�FRQQHFWLRQ�LV�PDGH�WR�WKH�PXUGHU�RI�
0HWWH�+DXJH�¿IWHHQ�\HDUV�EHIRUH�DQG�D�UHPRYDOV�¿UP�9DJQ�XVHG�WR�ZRUN�LQ��$QG�WKH�VXVSLFLRQ�LV�
enhanced when Sarah Lund connects Meyer’s last words: “Sara 84” with the shirt Vagn is – still 
±�ZHDULQJ��7KH�VKDUHG�VXSSUHVVLRQV�RI�WKH�SDVW�PDNH�LW�D�ORJLFDO�FRXUVH�RI�HYHQWV�IRU�9DJQ�WR�GUDJ�
7KHLV�LQWR�KLV�VLWXDWLRQ��PDNLQJ�KLP�D�NLOOHU��DQG�7KHLV�DFFHSWV�WKH�UROH�RI�WKH�H[HFXWLRQHU�OLNH�D�
lamb.
,Q� FRQWLQXDWLRQ�ZLWK� WKH� LQWURGXFWRU\� VHTXHQFHV�� WKH� ORQJ� VHULDO� SODFHV� LWVHOI�ZLWKLQ� WKH�¿OP�

QRLU�WUDGLWLRQ�DQG�LWV�ORYH�RI�JUH\�DQG�GDUN�VKDGHV��UDLQ�VRDNHG�ORFDWLRQV�ZKHUH�VWUHHWOLJKWV�DUH�
UHÀHFWHG�LQ�WKH�WDUPDF�DQG�REOLTXH�DQJOHV��7KH�JHQUH�NQRZOHGJH�LV�DOVR�PDUNHG�E\�WKH�LQWHUWH[WXDO�
references. The ending thus quotes the end situation in David Fincher’s thriller Seven (1995) in a 
SDUDOOHO�VHW�XS�ZKHUH�WKH�PRUDOLW\�DQG�RUJDQLVDWLRQ�RI�WKH�FULPH�OHDGV�WR�WKH�ODZ�EHLQJ�WDNHQ�LQWR�
one’s own hands, turning the victim into a perpetrator.

The Killing II: Foreign politics with domestic dimensions

*HQUH�PL[LQJ��SURGXFWLRQ�GHVLJQ�DQG�QRLU�VW\OH�DUH�UHFXUUHQW�LQJUHGLHQWV�LQ�The Killing II, as I 
have illustrated previously. However, the plot and thereby the dramaturgy is different. Dramatic 
turnovers in actors have occurred and only the dubious Detective Chief Inspector Brix (Morten 
6XXUEDOOH��LV�VWLOO�ZRUNLQJ�DW�WKH�3ROLFH�+HDGTXDUWHUV��7KH�GLVDYRZHG�GHWHFWLYH�LQVSHFWRU�6DUDK�
/XQG�KDV�EHFRPH�D�SDVVSRUW�RI¿FHU�LQ�WKH�SRUW�WRZQ�RI�*HGVHU�DQG�KDV�WR�EH�EURXJKW�EDFN�WR�&R-
penhagen. The rest of the gallery of characters have been changed. This effectively signals a new 
beginning – and thereby also a different type of serial from the usual model, e.g. Scandinavian 
crime serials such as Wallander (2005-) and Beck (1997-) where the recurrent ingredient is the 
constant gallery of characters, also in terms of familiar subsidiary characters and the unique con-
stellation of characters within the department. In this way, The Killing instigates a certain type of 
innovation, which cannot be replicated in an adaptation or character based serial.

The parallel between politics and crime is maintained, but the focus has shifted. The municipal 
environment surrounding the Copenhagen City Hall has been swapped for national politics at 
Christiansborg Palace, home of the Danish Parliament. Where the focus in The Killing I was on 
VROYLQJ�WKH�RULJLQDO�NLOOLQJ�RI�1DQQD�%LUN�/DUVHQ��WKH�PDLQ�FRQFHSW�LQ The Killing II is not just the 
aforementioned parallel, but the direct connection between politics and crime – another example 
of innovation.

The relation to reality has also shifted, in that The Killing II� WDNHV�D�QXPEHU�RI�HYHQWV� IURP�
the real life and places them in the story in a way that suits the thriller dramaturgy. The Danish 
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involvement in the war in Afghanistan has provided ample material to choose from. Many contro-
versial issues were brought to the public at the time of the screening of the production, increasing 
the sense of a frightening (and from the point of the producers unforeseen) topicality. For example, 
FLYLOLDQ�NLOOLQJV�GXULQJ�WKH�RSHUDWLRQ�LQ�$IJKDQLVWDQ�DQG�WKH�VXEVHTXHQW�FRPSHQVDWLRQ�IURP�WKH�
Danish state (mentioned in the Danish newspaper Politiken, 17 October 2009). The former elite 
VROGLHU�7KRPDV�5DWKVDFN¶V�ERRN�Jæger. I krig med eliten [Hunter. At War with the Elite], which 
VKRZV�WKH�ÀXLG�ERXQGDULHV�EHWZHHQ�ZKDW�LV�OHJDO�DQG�ZKDW�LV�DFFHSWHG�GXULQJ�PLOLWDU\�RSHUDWLRQV��
was made public by Politiken in September 2009 at a time when the Defence Command had 
banned it.15 This resulted in an extensive public debate about the then Minister of Defence Søren 
*DGH¶V�DGPLQLVWUDWLRQ�RI�KLV�RI¿FH�DQG�LQLWLDWHG�D�VHW�RI�HYHQWV�WKDW�OHG�WR�WKH�UHVLJQDWLRQ�RI�WKH�
Minister.

These examples emphasise the topicality of the plot in The Killing II. On the political level, the 
QHZO\�DSSRLQWHG�0LQLVWHU�IRU�-XVWLFH��7KRPDV�%XFK��1LFRODV�%UR��� LV� ORRNLQJ�WR�UHDFK�D�EURDG�
settlement on a terror bill across the political parties and thus become everyone’s friend instead 
RI�RQO\�RI�WKH�DSWO\�QDPHG�³)RONHSDUWLHW´��3HRSOH¶V�3DUW\��±�D�QDPH�WKDW�LQ�UHDO�OLIH�FDQ�UHÀHFW�HL-
ther the right-wing anti-immigration party, The Danish People’s Party, The Conservative People’s 
Party or the left-wing EU-sceptical party, the Socialist People’s Party. However, the settlement is 
obstructed by a series of lies, concealments and misrepresentations of the truth, all connected to a 
FHUWDLQ�FDVH�NHSW�VHFUHW�IRU�WZR�\HDUV��7KH�FUX[�RI�WKLV�FDVH�LV�WKDW�FLYLOLDQV�ZHUH�NLOOHG�E\�'DQLVK�
soldiers during the operation in Afghanistan. The exposures happening at the political level have 
WKHLU�¿UP�FRXQWHUSDUW�LQ�WKH�NLOOLQJV�FRQVHTXHQWO\�FRPPLWWHG�RQ�'DQLVK�VROGLHUV�FRQQHFWHG�WR�WKH�
GDUN�HYHQW�LQ�$IJKDQLVWDQ��7KHVH�NLOOLQJV�OHQG�WR�WKH�GUDPDWXUJ\�DQRWKHU�SDFH��UHVHPEOLQJ�$JDWKD�
Christie’s classic set-up: a group of people of a certain number stay together to conceal a certain 
FULPH��EXW�DUH�SLFNHG�DSDUW�RQH�E\�RQH��0DQ\�WKULOOHUV�DUH�EDVHG�RQ�WKLV�PRGHO��RIWHQ�LQ�FRPELQD-
WLRQ�ZLWK�D�UDFH�DJDLQVW�WKH�FORFN�
$OO�WKH�HPRWLRQV�SRUWUD\HG�LQ�WKH�%LUN�/DUVHQ�IDPLO\�LQ�The Killing I in connection with the 

NLOOLQJ�DQG� WKH�SRWHQWLDO� VXVSHFWV�KDYH�HIIHFWLYHO\�EHHQ�SHHOHG�RII� WKLV�SORW��7KH�HPRWLRQV�DQG�
WKHUHE\� WKH�PHORGUDPDWLF�PRPHQWV�DUH�UHOHJDWHG� WR� WKH�VWRU\OLQH�DERXW�-HQV�3HWHU�5DEHQ��.HQ�
Vedsegaard) and his family. In this storyline, the melodramatic moments function in a classic 
manner: in a case of injustice a man is subsequently incarcerated and cannot escape no matter 
ZKDW�KH�GRHV��+H�LV�WKHUHIRUH�IRUFHG�WR�WDNH�WKH�ODZ�LQWR�KLV�RZQ�KDQGV�DQG�EUHDN�RXW�RI�KLV�LQFDU-
FHUDWLRQ�DW�WKH�SV\FKLDWULF�KRVSLWDO�LQ�RUGHU�WR�PDNH�DQ�DWWHPSW�WR�VROYH�WKH�FDVH�KLPVHOI�LQ�GLUHFW�
competition with the police and under the scrutiny of the actual perpetrator.
+HUH��WKH�QDwYH�NLOOHU�IURP�The Killing I KDV�EHHQ�UHSODFHG�E\�WKH�UH¿QHG��SORWWLQJ�DQG�KLJKO\�

LQWHOOLJHQW� W\SH�±� WKH�PDVWHUPLQG�±�SHUVRQL¿HG�E\�/XQG¶V�FROOHDJXH�DQG�FORVHVW�SDUWQHU��8OULN�
6WUDQJH��0LNDHO�%LUNNM U���PDUULHG�ZLWK�WZR�FKLOGUHQ�DQG�WKH�SHUIHFW�IDPLO\�PDQ��$V�NLOOHU�W\SH�
DQG�VHULDO�NLOOHU�KH�LV�±�OLNH�WKH�SORW�±�FORVH�WR�WKH�PDLQVWUHDP�WUDGLWLRQV��7KLV�DSSUR[LPDWLRQ�LV�
underlined by the place where The Killing II�VWDUWHG�DQG�HQGHG�� WKH�0HPRULDO�3DUN�5\YDQJHQ��
where the three poles for executions from the period of occupation during WWII are found, and 
ZKHUH�WKH�JUDYHV�VHUYH�DV�EDFNGURS�RI�WKH�NLOOLQJV�LQ�WKH�SUHVHQW��7KH�WRSLFDOLW\�PDGH�The Killing 
II a unique experience in Danish television history.
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The Killing III: Domestic politics with global dimensions

In The Killing III��WKH�3ULPH�0LQLVWHU�KLPVHOI�DQG�KLV�RI¿FH�DUH�LQ�WKH�OLQH�RI�¿UH�RQ�WKH�SROLWLFDO�
level, almost as in Borgen. Similarly, the tragedy that unfolded in an ordinary removal man’s fam-
ily in the centre of Copenhagen has moved out into the torn shipping magnate and doctor’s family 
LQ�WKH�ZHDOWK\�VXEXUEV��7KH�FULPH�WKDW�WKH�WLWOH�LV�UHIHUULQJ�WR�LV�WKH�DEGXFWLRQ�DQG�KRVWDJH�WDNLQJ�
of Robert and Maja Zeuthen’s daughter Emilie, however, it is actually rooted in a completely 
GLIIHUHQW�FULPH�±�WKH�DVVDXOW�DQG�NLOOLQJ�RI�/RXLVH�WZR�\HDUV�SUHYLRXVO\��/RXLVH¶V�IDWH�LV�JUDGXDOO\�
pinpointed: she was a girl no one wanted to care for; a girl who had been in contact with Zeeland’s 
children’s home; a girl who presumably was meant to be a role model for children in foster fami-
lies in the Centre Party’s planned advertising material, but instead she ended up on the bottom of 
D�KDUERXU�LQ�:HVWHUQ�-XWODQG��/RXLVH�WKXV�UHSUHVHQWV�D�YLFWLP�RI�VRFLHW\�
7KH�¿UVW�HSLVRGH�UHIHUV�WR�0HGHD��DV�PHQWLRQHG��,Q�*UHHN�P\WKRORJ\��0HGHD�LV�WKH�JUDQGGDXJK-

ter of the sun god Helios, a woman of incredible strength and magic powers. In Euripides’ tragedy 
Medea �����%&���VKH�FKDQJHV�KHU�VWDWXV� WR� WKH�EHWUD\HG��DYHQJLQJ�ZRPDQ��VKH� LQÀLFWV�D�FUXHO�
UHYHQJH�RQ�KHU�KXVEDQG��-DVRQ��ZKR�EHWUD\HG�KHU��E\�NLOOLQJ�WKHLU�WZR�FKLOGUHQ��,Q�The Killing III, 
WKH�FULPHV�DUH�¿UVW�DQG�IRUHPRVW�FRQQHFWHG�WR�DEDQGRQHG�FKLOGUHQ��7KH�0HGHD�UHIHUHQFH�FDQ��RQ�
a basic level, be understood as a symbolic expression of the victimisation of the children in the 
FRQÀLFW�DQG�IDLOLQJV�RI�WKHLU�SDUHQWV��EH�LW�(PLOLH��&DUO�RU�/RXLVH��,Q�DQ\�FDVH��NLOOLQJV�IROORZ�LQ�
WKH�ZDNH�RI�0HGHD��WKH�NLOOLQJV�RI�WKH�VDLORUV�RQ�ERDUG��IROORZHG�E\�WKH�NLOOLQJV�RI�DVVLVWDQW�SXE-
lic prosecutor Schultz, and the police pathologist who performed a post-mortem on Louise and 
NHSW�WKH�FRUUHFW�UHVXOW�TXLHW��:KHWKHU�WKH�RI¿FHU�ZKR�FRYHUHG�XS�WKH�LQDGHTXDWH�LQYHVWLJDWLRQ�RI�
WKH�NLOOLQJ�RI�/RXLVH�ZDV�NLOOHG�RU�FRPPLWWHG�VXLFLGH�LV�XQVXUH��EXW�WKH�LQFLGHQW�KDV�QRQHWKHOHVV�
resulted in his death.

In contrast to the case in The Killing I from 2007 and The Killing II IURP�������'HQPDUN�LV�D�
society in crisis in 2012. Prime Minister Christian Kamper, the leader of the party named The New 
/LEHUDO��2ODY�-RKDQQHVHQ���KDV�FDOOHG�D�JHQHUDO�HOHFWLRQ��³:H�PXVW�DOO�FRQWULEXWH´�LV�WKH�VORJDQ�
of the campaign and it is featured on the campaign bus we see in episode 3. The slogan echoes 
the actual campaign led by the liberal parties in the Danish elections in 2011. All alliances have 
started to dislocate and the political options are in turn opened and closed. The salient fact is that 
this coincides with the Prime Minister’s handling of the case, which does not have anything to do 
with the elections and the abduction of Emilie.

The connection between the two is Robert Zeuthen (Anders W. Berthelsen), the man who is to 
save the Danish economy and is the guarantor for the government’s economic crisis management. 
,I�WKH�RXWVRXUFLQJ�SURFHVV�WKDW�WKH�ERDUG�RI�GLUHFWRUV�EHOLHYH�WR�EH�WKH�PRVW�SUR¿WDEOH�VWUDWHJ\�IRU�
WKH�¿UP�LV�FDUULHG�WKURXJK��LW�LV�QRW�RQO\�WKH�ROG�¿UP¶V�VXFFHVVRU�5REHUW�=HXWKHQ�ZKR�LV�¿QLVKHG��
Prime Minister Christian Kamper and his crisis plan will also go down the drain. This is why it 
becomes paramount for the PM to demonstrate his ability of crisis management and leadership in 
connection with the concrete abduction case. On the perpetrator’s computer, an indictment against 
the state and Big Business is also found. Where the storyline in The Killing II was unfolded around 
the foreign politics and its domestic implications, it is the domestic politics and its global implica-
tions that serve as glue in The Killing III.
7KH�SHUSHWUDWRU��DV�LV�RIWHQ�WKH�FDVH�LQ�WKH�WKULOOHU�JHQUH��LV�NQRZQ�WR�WKH�YLHZHU��:H�KDYH�VHHQ�
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KLP�LQ�DFWLRQ�DQG�ZH�KDYH�KHDUG�KLV�YRLFH��,Q�HSLVRGH����KH�DSSHDUV�DV�*0��SUHVXPDEO\�VKRUW�IRU�
³*HUQLQJV0DQG´��PHDQLQJ�³SHUSHWUDWRU´���DQG�LQ�WKH�FUHGLWV�WKH�DFWRU�7KRPDV�:��*DEULHOVVRQ�LV�
OLVWHG�DV�*0��$PRQJ�WKH�KRPHOHVV��KH�LV�DSSDUHQWO\�NQRZQ�DV�WKH�³&DW�PDQ´��,W�LV�UHYHDOHG�WKDW�KH�
XVHG�NLWWHQV��ZKLFK�(PLOLH�DGRUHV�EXW�LV�DOOHUJLF�WR��DV�DQ�DOOXUHPHQW��,Q�WKH�LQWURGXFWLRQ�WR�HSLVRGH�
8, we see him once again attaching a shabby photograph of Louise to the rear-view mirror; we 
see his arm which is scribbled with the infamous license plate numbers of cars that were nearby 
ZKHQ�/RXLVH�GLVDSSHDUHG�±�DQG�ZH�H[SHULHQFH�WKH�UHÀHFWLRQ�VKRZLQJ�=�DV�616 that we have been 
waiting for. He is not short of resources; it is impressive how many different vehicles he has had 
DFFHVV�WR��D�ORUU\��D�YDQ��SDVVHQJHU�FDUV�RI�YDULRXV�NLQGV�DQG�D�IRXU�E\�IRXU�YHKLFOH��7KH�WUDQVSRUW�
and transit area is his element.

Apparently, the perpetrator is driven by the urge for revenge on that or those persons responsible 
for the abuse and murder of Louise, and the reason is that he is her father. Allegedly, his motive is 
to subject another father, Robert Zeuthen, to the same experience of loss he himself experienced. 
+H�DVNV�ZKDW�WKH�YDOXH�RI�D�KXPDQ�OLIH�LV�DQG�=HXWKHQ¶V�DQVZHU�LV�'..�����PLOOLRQ��HTXLYDOHQW�
to about 13.5 million Euro). However, the question is rhetorical; it is not a classic hostage situ-
DWLRQ�DQG�WKH�PRQH\�LV�QHYHU� WKH�XOWLPDWH�REMHFWLYH��(YHQ�WKRXJK�KH�LV�VNLOOHG�LQ� ORJLVWLFV�DQG�
VWDJH�PDQDJLQJ�WKH�HYHQWV��KH�KDV�QRW�GRQH�KLV�KRPHZRUN�SURSHUO\�EHIRUH�YHQWXULQJ�RQ�KLV�UDP-
SDJH�RI�UHYHQJH��7KLV�LV�WKH�UHDVRQ�ZK\�6DUDK�/XQG��ZKR�LV�EHWWHU�VNLOOHG�DW�SROLFH�ZRUN��FDQ�UHDFK�
him by mobile phone from time to time. He is irrational and a mastermind at the same time; and 
DQRWKHU�SHUSHWUDWRU�ZLWK�FORVH�UHODWLRQV�WR�WKH�=HHODQG�&RUSRUDWLRQ�LV�OXUNLQJ�EHKLQG�KLP�±�D�PXFK�
more cunning and resource-rich perpetrator, who is the cause of the original crime.
6DUDK�/XQG�LV�RQFH�DJDLQ�WKH�RSSRQHQW��-XVW�DV�LQ�WKH�SUHYLRXV�VHDVRQ��VKH�PXVW�EH�EURXJKW�LQ�

from a pre-retirement job. In the beginning she seems tired and fatigued – not prepared to show 
KHU�IRUPHU�HQHUJ\�DQG�LQYHWHUDWH�VWUHQJWK��$W�WKH�VDPH�UDWH�DV�VKH�FKDQJHV�VZHDWHUV��VKH�PDNHV�
RQH�PLVWDNH�DIWHU�DQRWKHU��,Q�WKH�¿UVW�HSLVRGH��VKH�FKRVH�QRW�WR�H[DPLQH�WKH�VXVSLFLRXV�VKLS�LQ�WKH�
harbour. Later she was distracted by the sight of her son and his pregnant girlfriend and missed her 
train connection in the process, which – possibly – could have prevented the death of the public 
prosecutor.
4XLWH�D�IHZ�SLHFHV�IURP�WKH�SX]]OH�RI�KHU�SDVW�HPHUJH�DQG�WKLV�GLVWXUEV�KHU�DQG�NHHSV�KHU�IURP�

EHLQJ�IXOO\�IXQFWLRQDO�DQG�DWWHQWLYH�WR�WKH�FULPHV�VKH�LV�PHDQW�WR�VROYH��6KH�VHHNV�RXW�KHU�VRQ��
0DUN��ZKR�UHMHFWV�KHU��+H�GRHV�QRW�NQRZ�ZKDW�KH�ZDQWV�DQG�KH�EODPHV�KHU�IRU�KLP�EHLQJ�WRR�PXFK�
OLNH�KHU��+LV�JLUOIULHQG¶V�SUHJQDQF\�ERWK�SOHDVHV�DQG�WRUPHQWV�KHU��0DWWKLDV�%RUFK��DQ�ROG�ÀDPH�
RI�KHUV��H[SUHVVHV�LW�LQ�D�FU\VWDO�FOHDU�PDQQHU��³<RX�NQRZ�WKDW�ZKHQ�WKHUH�LV�VRPHWKLQJ�HPRWLRQDO�
WKDW�\RX�KDYH�WURXEOH�UHODWLQJ�WR��\RX�KDYH�D�WHQGHQF\�WR�ZDON�RXW�´�'HWHFWLYH�&KLHI�,QVSHFWRU�%UL[�
has let go of his dubiousness and seems more mellow and involved. He is now giving the investi-
JDWRUV�KLV�EDFNLQJ��(YHQWXDOO\�6DUDK�/XQG�LV�LQ�JHDU�DQG�IURP�HSLVRGH���WR���KHU�ROG�FKDUDFWHULVWLFV�
start shining through – the one-eyed and individual effort, guided by an indispensable intuition, 
FRXSOHG�ZLWK�D�FHUWDLQ�HPSDWK\�IRU�*0��ZKR�DOVR�FDUULHV�WKH�WUDXPDV�RI�DEDQGRQHG�FKLOGUHQ��$QG�
D�VWURQJ�RSSRVLWLRQ�WR�WKH�ZLUHSXOOHU�LQ�KLGLQJ�ZKR�VKH�ZDQWV�WR�FDWFK�DV�PXFK�DV�*0�GRHV��6KH�
succeeds in the end, however with fatal consequences. As opposed to the shipping magnate and 
the Prime Minister, Sarah Lund is as usual unable to compromise. This fact places her in a situ-
ation which once again quotes Fincher’s Seven�LQ�WKH�¿QDO�FRQIURQWDWLRQ�DQG�WKXV�FRQQHFWV�ZLWK�
The Killing I.
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Conclusion

In its entirety The Killing illustrates that original productions rather than adaptations have great 
DGYDQWDJHV�DV�UHJDUGV�LQQRYDWLRQ��$V�WKH�H[WHQVLYH�WXUQRYHU�RI�DFWRUV�EHWZHHQ�WKH�¿UVW�DQG�VHF-
ond series and similarly between the second and the third seasons showed, it has been possible 
to vary and renew the serial within the overall concept of “one vision,” that is the vision of Søren 
Sveistrup, the manuscript writer. During all three seasons Sveistrup carefully scrutinises the com-
SOLFDWHG�VWUXFWXUH�RI�PRGHUQ�'DQLVK�VRFLHW\�DV�LW�LV�UHÀHFWHG�LQ�¿FWLWLRXV�FULPHV�DQG�LQYHVWLJDWLRQV��
dysfunctional gender roles and absent role models and in necessary but hideous compromises at 
the level of both politics and investigation.
,Q�VSLWH�RI�WKH�LQWHUFKDQJH�EHWZHHQ�VHYHUDO�JHQUH�WUDFNV��WKH�HQWLUH�VHULHV�RI�The Killing inscribes 

itself into the noir thriller genre, and it is important to the dramaturgy, which in all series is lab-
\ULQWKLQH�DQG�FKDUDFWHULVHG�E\�FOLII�KDQJHUV��SHUSHWXDO�SXUVXLWV�WKURXJK�UDLQ�VRDNHG�VWUHHWV��GDUN�
EDVHPHQWV�DQG�VWRUH�URRPV�RI�D�SHUSHWUDWRU�ZKR�QDUURZO\�HVFDSHV�XQWLO�WKH�¿QDO�HSLVRGH��+RZ-
ever, the differences between the series are also important to the production value of The Killing. 
These differences range from the circular movements in the local, domestic environment in the 
¿UVW� VHULHV�� WKURXJK� WKH�ÀXFWXDWLRQ�EHWZHHQ�HYHQWV� LQ�'HQPDUN�DQG�$IJKDQLVWDQ� LQ� WKH� VHFRQG�
series to the third series’ refocus on human nature at the top and bottom of society – and of a Den-
PDUN�LQ�HFRQRPLF�DQG�PRUDO�FULVLV��7KH�GLIIHUHQW�OHYHOV�LQ�WKH�VWRU\�DOORZ�HWKLFDO�DQG�VRFLR�SROLWL-
cal issues to be at the core of the build-up of suspense and offer that extra dimension – completely 
in line with DR Drama’s articulated strategy on the double story.

Vis-à-vis genres, the use of political drama alternates while the different levels of crime within 
local, national and corporate politics are being investigated. Within the police procedural, the vari-
RXV�OHYHOV�LQ�WKH�SROLFH�IRUFH�DQG�WKH�VSHFLDO�EUDQFK�SOD\�WKHLU�SDUWV�LQ�WKH�FUHDWLRQ�RI�FRQÀLFW��DQG�
RQ�WKH�SULYDWH�OHYHO�PHORGUDPD�HQKDQFHV�HPRWLRQDO�FRQÀLFWV�ZLWKLQ�WKH�IDPLOLHV��7KH�FRQWLQXLW\�RI�
the entire series does depend on character – Sarah Lund’s intense, persistent and yet human role as 
investigator. But it also depends on the concept of “one vision” and the concept of the double story.
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