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Introduction

The representation of violence has always beennggral part of artistic
creation. Ancient human and animal sacrifices arting scenes have been depicted in
caves around the world, the indirect treatmentiofemce in Greek Tragedy and the
direct representation of physical violence in Ronsgectacle, as well as Elizabethan
revenge plays full of torture, mutilation and cdratism bear testimony to the inherent
human attraction towards violence performed by rsthehilosphical and psychological
studies have tried to provide answers to the upihgrlreasons for the human need to
sublimate violence in different art forms and tlasdination the dark sides of human
nature exert on audiences of all times, but theudision is by no means ended.

The abundance of violent films, but also other ferafi violent entertainment,
such as computer games or role-playing games, ririimie prove that this fascination
for the depiction of violence is more alive thareevTherefore, the question arises
whether images of horror, which would shock humamds in real life, can make
traumatic events accessible through mimetic sinarat Through the vicarious
experience of suffering, fear and death of fictlodaaracters, the spectator explores
his/her own mortality. However, to what extent tleigperience leads to a simplistic
enjoyment of the spectacle or to a critical awaserna the disastrous consequences of
violence largely depends on the way this surro@@dedshed is conveyed. My thesis
sustains that the representation of violence cam laacathartic effect as long as the
narrative presents mythological elements linkintp itleeply embedded archetypal fears
and anxieties. The quality of the catharsis howeweies according to the presence or
not of complex tragic characters and plot lines e either be limited to a temporary
melodramatic thrill, or result in a more complexthaasis which provides tragic
insights.

This study addresses two major arguments, bothecoimg the representation of
violence in dystopian narratives. One line of asslyfocuses on the transposition of
violence from one semiotic system to another, ireotvords from novellthe Children
of Menand The Roajl and graphic novel for Vendettato film and from film @8
Days Laterand28 Weeks Lat@rto graphic novel. The selection of the works hasn
determined by the need for exemplary texts thablena comparative analysis of the



expressive means of the respective semiotic syst&nather criterion for the choice of
films is linked to the dystopian genre which tramhtlly deals with issues dear to the
time of its creation. In fact, the films that wide analysed in depth in the main body of
the thesis are artistic expressions of anxietiesheffirst decade of the twenty-first
century and reflect current social and politicalelepments. The second line of enquiry
focuses on the role of violence in contemporarytapyan film narratives and its
possible cathartic effect when combined with mybigadal elements and tragic heroic
figures.

Apart from the first chapter which is only theocal| the remaining chapters of
the thesis provide a theoretical introduction t® thpic before moving on to the applied
analysis of the texts or films in question.

Chapter One provides an overview of the criticaluagptions on the concept of
adaptation, or, in other words, the process of @gmpting meaning from a prior text
into a new work of art which, in the case of théeskd texts, requires a change of
medium. Despite the growing tendency in recentyyedmoving away from fidelity to
the source text as criterion of evaluation, adapmtatare still sometimes considered as
culturally inferior by both critics and scholarsamly when literary texts are involved.
This general contempt of adaptation is also relatatie status of the expressive means
in question. Traditionally, words, and consequentlgrks of art using words as
expressive means are considered more valuableantbks of art which rely on images
to convey meaning. In adaptation studies, thera general tendency to distinguish
between the mental image and the visual imagefptinger seen as a concept created by
the mind, the latter seen as being perceived byeylee However, as Kamilla Elliott's
analysis shows, no art form is completely pure laoith types of images are present in
both film and novel. In addition to the importanckthe semiotic systems that are
involved in the adapting process, also the coraéxthe time of a text’s reception plays
an important role. An adaptation always reflects itleology and culture of the period
of time it belongs to and may consequently reqaivanges in order to meet the needs
of its time.

The main body of Chapter One deals with adapta®rmproduct and process.
With regard to the process involved in transposingarrative into a different medium,

Linda Hutcheon’sA Theory of Adaptatioand Brian McFarlane’rom Novel to Film



have proven useful. According to Hutcheon, re-prtetation of the source text is

fundamental for a successful adaptation. McFarthstinguishes between ‘transfer’ and
‘adaptation’, implying that the former refers td tle elements of a narrative that are
independent from a particular mode of expressiahcam thus be directly transferred to
another text, whereas the latter consists in cimgntie way a narrative is conveyed
according to the semiotic system that is employée. media-specific changes involved
in the adapting process are fundamental in thidystinsofar as the way violence is

represented and experienced largely depends ostritegies adopted by the medium.
Therefore, the final part of this chapter dealshvilie expressive peculiarities of the
novel, the film and the graphic novel, thus prongla starting point for the subsequent
in depth analysis of the representation of violencEhapter Three.

In order to narrow down the range of the represiemtaf violence, works from
the dystopian genre have been chosen for this stGdgpter Two introduces the
notions of utopia and dystopia, by giving a shorergiew of the development of the
concept with its emphasis on both the fantastic #wedreal, or, in other words, the
projection of a narrative into a distant future ith profound roots in the historical
time of its creation. The films rely on the viewessispension of disbelief, depicting
apparently realistic narratives, which are howewuereal and distorted. The use of
documentary-style film techniques in addition te thtroduction of well-know historic
images stresses the link to reality. However, lsyadiing reality through unrealistic plot
elements and distancing effects typical of the mm@difilm (such as the grey layer that
seems to cover the imagesTihe Roadr the impression of digitalised movemenin
for Vendetty the films come closer to representing an undwgglyruth. Similarly to
Lacan’s assumption that truth is structured lilaidn and only in fictional space the
truth of our desire can be articulated, only fintienables a glimpse of the Lacanian
Real!

Dystopia is a comprehensive term for the narrataredysed in this study. They
all present dystopian elements, but they are asmsapocalyptic and post-apocalyptic
scenarios which will be analysed as sub-genre stiogya. As products of their time, the
selected films are informed by the contemporaryogeapations about terrorism,

infectious disease, environmental issues or amgedbout the misuse of science and

! Slavoj Zizek,Looking Awry: An Introduction to Jacques Lacan tigh Popular Culture
(Massachusetts: MIT, 1992), p. 18.



technology. The fear of terrorism is shaping thétigal agendas of Western countries
and leads to the introduction of laws limiting midiual freedom which can be
interpreted as a first step towards a totalitaggstem. Infectious disease, on the other
hand, can be seen as a metaphor for the evilsrdiroa with its dehumanising quality
hinted at in28 Days Laterand 28 Weeks Lateras well as to some extent \h for
Vendetta

Chapter Three is dedicated to the representatioviodénce and its relevance
both with regard to film violence and its transfaliéy from one medium to another.
The first part of the chapter provides a shortdnisal outline of the development of
film violence, its critical reception and theoreafia@ssumptions on its impact on the
viewer. What is perceived as utterly violent is atways linked to the explicitness of
the image. Sometimes the mere impression of dangdch largely depends on the
narrative, may heighten the impression of violensbgreas graphic depictions of
horror may only have a limited effect insofar aglisation can either increase the
impression of reality or create a distancing effé@tte distinction between ‘strong’ and
‘weak’ violence as postulated by Devin McKinrfewjth the former resulting in critical
reflection upon the violence depicted and the daitgplying pure entertainment, is
important for the discussion inasmuch as it impdhts cathartic experience of the
viewer.

The films selected for this study, in addition kit dystopian aspects, present
elements of both the action and the horror geneme@lly speaking, the action genre is
based on special effects which are introduced atetpense of storytelling. Whether
action violence leaves a lasting impact on the enh depends on its revelatory
capabilities. Most action violence focuses on speetand a simplistic plot based on
the melodramatic victory of good over evil. Howevas my analysis will show, action
elements combined with mythological themes and dexperoes can result in a tragic
cathartic experience. The horror genre mainly selim the transgression of visual
taboos, but employs also other techniques suchuagrar light and shadow to increase
the impression of threat. The genre addresses sbie most deeply embedded fears

of humanity and thus often represents myths ottllective unconscious.

2 Devin McKinney, ‘Violence: The Strong and the Wedklm Quarterly,46.4 (1993), 16-22.



The second part of Chapter Three provides a théranglysis of the adaptation
process as theorised in Chapter One. After somenpmary thoughts on the violence of
adaptation and the implications that go hand indhaith a change of medium, this
chapter focuses on the adapting process from riovdm, from graphic novel to film
and from film to graphic novel. The transpositianni novel to film, in addition to
providing an example of different degrees of fieto the source text, focuses on the
close analysis of action and horror conventionswavel form and film form. The
analysis of the cinematic rendering of the graptogel V for Vendettagives insight
into the different expressive potential of the ailsimage in its still and in its moving
form. The analysis of the transposition from filmia graphic novel, on the other hand,
emphasises the visual restrictions the comic enteasinvhen based on a film, but also
provides examples of the techniques the comic meddmploys in order to convey
action or horror experiences to the reader.

Chapter Four analyses the underlying mythical amthetypal aspects of the
dystopian narratives in question. According to mhesis, these elements are
fundamental ingredients for a possible cathartjgeeience. Myths provide a significant
level of insight about human fears and anxietifleceng a primeval reality that is still
valid in contemporary society and finds due expogssn works of art of all kinds.
Similar to the necessary balance between fictiahraality in the dystopian genre, also
the reception of myths depends upon the audiertieds and apparently contradictory
awareness of the contrived and unreal characteth@fmythical narrative and its
inherent reality as expression of something debpiywan. The archetypal elements that
lie at the basis of ancient myths and which, adogrdo Jung, are in themselves
unrepresentable, recall Lacan’s concept of the Résdh Zizek compares to “a grey
and formless mist, pulsing slowly as if with inckedife.”* However, archetypes have
effects on real life which enable visualisation awadration.

All the selected films contain mythical and arclpetly elements, the most
pervasive being the heroic journey into the unknomimich the characters have to
undergo in order to grow and gain insight. The 8awvimyth and its varieties is another
important element as well as archetypal elementh si3 the feminine or the family.
Moreover, like most apocalyptic and post-apocatyptarratives also these contain

% Zizek,Looking Awry p. 14.



cosmological and eschatological elements. In anlditd these, evil as innate to human
nature finds its expression in all the films, bedches mythical dimensions28 Days
Laterand28 Weeks Later

Chapter Five addresses catharsis as an aesthetbeptothat is particularly
relevant in the discussion of violence and its gadsdunction of discharging excessive
destructive energies. Catharsis is linked to riarad sacrifice in its role of interrupting
the cycle of violence that governs society throtigé sacrifice of a scapegoat. The
tragic heroes in the dystopian films in questionstame extent figure as modern
scapegoats whose sacrifice enables society to divday out of its crisis. Lacan’s
concept of the Real, the Symbolic and the Imagimasygnificant in explaining how art
can provide a glimpse of the presumably ungrasgae#d. The distortions art applies to
the apparent reality of everyday life give (limiteaiccess to the real reality that is
otherwise lost behind the Symbolic and Imaginaigeor This encounter with the Real
is achieved when the work of art triggers exis@muestions in the addressee. Mark
Pizzato argues that tragic catharsis, as opposetieiodramatic catharsis, has the
capability of forcing the viewer to deal with impeptible issues that only come to the
surface through a significant artistic experiendelodramatic catharsis, on the other
hand, provides simplistic entertainment withoutgdasting effects on the viewer.

The selected films achieve their cathartic effectlifferent degrees. This does
not depend on how much violence is presented, bwtihis presented and received.
Violence showing its painful consequences can teards a cathartic clarification in
the viewer. The risk of melodramatic catharsis wishsimplified distinctions between
good and evil, predictable plot and clear-cut idmattions with the hero or against evil,
on the other hand, lies in its stereotypical amgjlstlayered outlook onto the world.
The questions, should any arise, are already aesWweithin the narrative, the purging
of fears and desires is superficial and the cinenexiperience only short-lived. Only by
forcing the spectator to question simplified asstioms about what is right and wrong
by displaying the troubling reality of violence atiis raising the awareness of his/her
own shortcomings can cinematic storytelling leadams a more critical understanding

of violence.
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Chapter One: Adaptation

1.1 Introduction

Adaptation is a creative process consisting insppasing a well known work of
art into a new work. The topic has been widely ussed and the range of scholarly
work about adaptation reflects the importance ef ghocess for art in general and for
film in particular. From Sergei Eisensteihfrst considerations about the peculiarities
of film language as opposed to the written word rov®eorge Bluestone’s
groundbreakingNovel into Film(1957) to structuralist approaches on the comparat
analysis of mediatic differences by Christian Meind the likes, the selection is vast.
In more recent years, works such as Brian McFadadevel to Film: An Introduction
to the Theory of Adaptatio1996) or James NaremorefSIm Adaptation (2000),
collections of essays in Robert Stam and Alessamfrango’sA Companion to
Literature and Film(2004) orLiterature and Film: A Guide to the Theory and Piee
of Film Adaptation(2005), as well akinda Hutcheon’s A Theory of Adaptati¢2006)
have formed the theoretical landscape of film aakiqm®

The various approaches and considerations that imeened the discussion
will be analysed in the following paragraphs, startwith some general reflections on
the concept of adaptation (1.1.1), moving on todlseussion about the reasons for a
general contempt of adaptation (1.2) that can lpga@ed by a long lasting insistence
on fidelity (1.2.1) and deep-rooted cultural asstioms about word and image (1.2.2
and 1.2.3) before touching upon the role of theteednn which adaptation takes place
(1.3). The main focus of this chapter lies on aai@h as product and process (1.4)

with a thorough discussion on the differences betwgansfer and adaptation (1.4.1)

“ Sergei Eisenstein, ‘Film Language’film Form: Essays in Film Theorgd. and trans. by Jay Leyda
(1944, reprint New York: Harcourt, Brace and Wod@49), pp. 108-21.

® Christian MetzFilm Language: A Semiotics of the Cinerirans. by Michael Taylor (New York:
Oxford University Press, 1974)

® Due to the vastness of the critical work on thddt is impossible to give an extensive bibliggical
overview. The following list is just a limited seteon of works that have been useful in understagtle
adaptation discourse and is not meant to be exkau§tasetti, FrancescBentro lo sguardo. Il film e il
suo spettatoréMilano: Bompiani, 1986); Dusi, Nicoldl, cinema come traduzione. Da un medium
all'altro: letteratura, cinema, pitturgTorino: UTET, 2006); Gaudreault, Andi@al letterario al filmico.
Sistema del raccont@orino: Linaud, 2000); Sabouraud, Frédéligdattamento cinematografico
(Torino: Lindau, 2007).

11



before moving on to the analysis of the differerdgdm-specific strategies (1.4.2) that
distinguish novel, film and graphic novel.

1.1.1 Reflections on Film Adaptation

There are different ways of how adaptation can hetstood. Dudley Andrew
claims that the distinctive feature of film adaatis “the matching of the cinematic
sign system to a prior achievement in some othstesy.” More generally speaking,
adaptation can be considered as “the appropriationeaning from a prior tex€"The
fact that novel, graphic novel and film draw upoffiedent signifying systems — verbal
as far as the novel is concerned, visual and vearb&rms of the graphic novel, and
visual, verbal and aural for the film — requirespigtion and raises questions such as,
for example, to what extent the visual suggestmintfie novel have been picked up. In
his Novel to Film: An Introduction to the Theory of Adiation, Brian McFarlane points
out that “the verbal sign, with its low iconicityné high symbolic function, works
conceptually whereas the cinematic sign, with its high icayieind uncertain symbolic
function, works directly, sensuousiyerceptually’® Often, the viewers’ dissatisfaction
with a film adaptation is due to the high iconicdf/the film medium which constricts
the audience’s potential to use their imaginatwinereas part of the pleasure of reading
lies in the reader’s visualisation activity. Congently, according to McFarlane, the
aim of adaptation is “to offer a perceptual expereethat corresponds with one arrived
at conceptually* However, since the ‘appropriation of meaning framprior text’ is
rarely achieved successfully, adaptation shouldaimansferring the narrative basis of
the source and adapting those aspects of its eatiorciwhich are worth retaining in
order to create a similar affective response intesmif the different means of
signification and receptiolf. In addition to the tension between familiarity hvit

elements of the source and innovation in the devedext, both a possible change of

" Dudley Andrew, ‘The Well-Worn Muse: Adaptationfilm History and Theory’Narrative Strategies:
Original Essays in Film and Prose Fictipad. by Janice R. Welsch and Syndy M. Conger (Ividco
West lllinois University Press, Macomb, 1980), pgL7 (p. 9).

8 Andrew, p. 9.

° Brian McFarlaneNovel to Film: An Introduction to the Theory of Axation (Oxford: Clarendon Press,
1996), pp. 26-27.

19 McFarlane, p. 21.

" McFarlane, p. 21.
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medium and a change of context may be necessarglan to make the story relevant to
the addressee. Thus, the fundamental questiork tabasit adaptation is not whether the
adapted text is more or less valuable than théseaelxt, but how the two texts relate to
each other, in other words, to what extent the &di@n plays upon or derives from the
original text and whether the derivative text sec=in bringing across its message. All
in all, the adapting process is not simply copyibgt creatively engaging with a text
and thus appropriating it. In hd@heory of AdaptationLinda Hutcheon suggests that
“Perhaps one way to think about unsuccessful atiaptes not in terms of infidelity to

a prior text, but in terms of lack of the creatyvand skill to make the text one’s own
and thus autonomou$® For the receiver, adaptation implies a dialogjsaicess in
which the work that is already known is comparethvthe one being experienc¥d.
Thus, an adaptation is inevitably connected toeaipus text. Otherwise it would not be
experienced as adaptation, but as an autonomouw/iesh, of course, does not curtail
the value of the work of art, but changes the reee@xperience. Part of the pleasure or
disappointment of adaptation is its familiarity vihe source. In order to experience a
text as adaptation, the audience needs the menfotiyeooriginal text in order to
appreciate the similarities and differences ofataptation.

It is not always easy to establish what exactly rhaycalled an adaptation and
what may not. In broad terms, all kinds of transfations of texts, including
translations, condensations, paraphrasgsanscriptions, imply some sort of adaptation
and result in a loss of the original text’s integriHowever, not all these ‘adaptations’
are relevant to this study. The focus here is whh adaptation of novels and graphic
novels into film, with its main focus on the sentadifferences in rendering violence.
Even though strictly speaking sequels and pregsusth as th&8 Days Latercomic
book series are not real adaptations but expansdbres pre-existent text, they are
relevant for this study, insofar as they providsight in the transfer and adaptation of
visual aspects from film to graphic novel. In tleeend part of this thesis the films are,
however, also analysed as autonomous text withrdeigathe combination of violence
with mythic elements which lead to tragic or mekdatic cathartic experiences in the

receiver.

12| inda HutcheonA Theory of AdaptatiofLondon: Routledge, 2006), p. 20.
'3 Robert Stam, ‘Beyond Fidelity: The Dialogics ofajalation’,Film Adaptation ed. by James Naremore
(New Brunswick, NJ: Rutgers University Press, 20@@) 54-76 (p. 64).
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1.2 The Contempt of Adaptation

In the context of this work, some aspects of thepéation discourse, such as the
contempt of adaptation with its insistence on figielonly play a secondary role, but
need to be addressed in order to complete the @epieture. The comparison of the
expressive power of word and image and the culurabted discourse on their value,
on the other hand, are fundamental, inasmuch aseimgotic systems in question rely

on these means of expression.

1.2.1 Fidelity

One of the difficulties of film adaptations is thaewers constantly compare
their own mental images with those created bym-fitaker. As Christian Metz points
out, the reader “will not always finlis film, since what he has before him in the actual
film is now somebody else’s phantasy.The audio-visual images created by the film-
maker can or cannot correspond to the conceptuafjes created by the reader. As
Anthony Burgess puts it, “the verbal shadow [habdpturned into light, the word [has
to be] made flesh!® Nevertheless, despite these difficulties, theremseto be a
constant need of having verbal concepts transfolimtederceptual concreteness.

Up until the early 1990djidelity to the source used to be the main criterio
evaluating the merit of an adaptation, a discowursieh is based on the assumption that
the adapter is interested in reproducing the sotexe McFarlane’Novel into Film
(1996) has introduced a new wave of criticism ttetllenges ‘fidelity criticism but
as J. D. Connor points out in his article “The Btesce of Fidelity: Adaptation Theory
Today,” despite the efforts of critcs such as Rol&eam (“Beyond Fidelity: The
Dialogics of Adaptation,” 2000), Linda HutcheoA Theory of Adaptatign2006) or
Christopher Orr (“The Discourse on Adaptatidh,1984) to change the agenda of

14 Christian Metz;The Imaginary Signifier: Psychoanalysis and thee@i@ trans. by Celia Britton and
others (Bloomington: Indiana University Press, 19p7 12.

15 Anthony Burgess, ‘On the Hopelessness of Turningd3Books into Films’New York Time<20 April
1975, p. 15.

' Hutcheon, pp. 6-7.

7 Christopher Orr, ‘The Discourse on AdaptatiofVide Anglef.2 (1984), 72-6
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adaptation studies, even contemporary film studtdsrely on fidelity as evaluating
criterion!® The discourse on fidelity is based on the assumpthat an adaptation is
meant to simply reproduce the source text. Howeagklutcheon puts it “Adaptation is
repetition, but repetition without replicatio’’Even the dictionary meaning of the verb
‘adapt’ makes it clear that it means ‘to change ething to make it more suitabf’
Hutcheon also compares adaptation to the idea wdppsase which in one of its
principal meaningss defined as “a free rendering or amplification aofpassage’*
According to Brian McFarlane, “the insistence odefity has led to a suppression of
potentially more rewarding approaches to the phemum of adaptatior’® He sees
adaptation as “an example of convergence among@rtise perhaps a desirable — even
inevitable — process in a rich culturé.He suggests approaching adaptation in terms of
intertextual references to the source, thus tramsfam it into a true resource for the
derivative work of art.

Even though major authors such as ShakespeareyldssRacine, Goethe and
many more have adapted popular stories and adapgatiave always been part of
Western culture, they are often considered as raliju inferior, mainly if the
transposition occurs from a so-called higher artnfdo a lower art form. However,
according to Aristotleimitatio or mimesisare instinctive human behavioural traits and
the source of human pleasure in“iWalter Benjamin’s assumption that “storytelling
is always the art of repeating storigsgoes in a similar direction. There may be
imitation and repetition, but the way the storige #old can change: adapters can
simplify or amplify the source or extrapolate whhey consider important from it.
Thus, there is always a relationship to prior tetteugh, not necessarily a hierarchical
one. In other words, ‘prior’ does not necessarigam ‘better’.

The appeal of adaptations lies both in the recagnivf familiar elements and

the surprise due to variations and changes. Thes,atldressee finds pleasure in

18 3. D. Connor, ‘The Persistence of Fidelity: Addipa Theory Today’M/C Journal10.2 (2007)
<http://journal.media-culture.org.au/0705/15-conpbp> [accessed 18 January 2012]

' Hutcheon, p. 7.

2 Macmillan Dictionary< http://www.macmillandictionary.com/> [accessedJhnuary 2012]

2 Hutcheon, p. 17.

22 McFarlane, p. 10.

23 |bid.

4 Rudolf Wittkower, ‘Imitation, Eclecticism, and Ges’, in Aspects of the Eighteenth Centuey. by
Earl R. Wasserman (Baltimore: John Hopkins Uniwgmress, 1965), pp. 143-61 (p. 143).

5 Walter Benjamin, ‘The task of the translatorTiheories of Translatigred. by Rainer Schulte and
John Biguenet (Chicago: University of Chicago Pr&882), pp. 71-92 (p. 90).
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recognising the timeless characteristics of theyqtbhe mythical/archetypical elements)
and at the same time relates to the changes madeetoriginal text in order to

underline the aspects which are relevant to aneagdiof a certain time and culture.

1.2.2 Logophilia and Iconophobia

When it comes to film adaptations of literary texahat Robert Staffi calls
‘iconophobia’ and ‘logophilia’, continue to play amportant role. There is still a
certain suspicion of the visual whereas the wordcassidered sacred. A similar
hierarchy can also be seen when it comes to graphels which are considered low-
brow compared to novels, but also compared to fivhich have increasingly gained
ground in terms of critical appreciation.

In her article “Sacred Word, Profane Images: Thgie® of Adaptation® Ella
Shohat compares the theological anxiety concertiregadaptation of sacred texts,
mainly in the Judeo-Islamic context, with discosrsdout film adaptations of literary
texts. She sees the anxiety mainly connected tontneement from the sacred and the
canonical to the flesh-and-blood incarnation ahfilvhich is grounded in the concrete
and thus in the profane. Visual representationsianh and Judaism has always been
enmeshed in taboos and prohibitions. According hoh&t, “the novel retained an a
priori affinity with the religion of the word andcspture.?® She suspects that the
denigration of cinematic adaptations of novels rhaylinked to the biblical phobia of
visual representation. She wonders to what extatit fn the sacred word may have
provoked, as she puts it, “contemporary iconodatagtixiety, perceiving adaptation as
an inherently idolatrous betrayaf” Very often, the adaptation is disdained as &yer
a surrogate icon incapable of surpassing the tnde the supreme textual beind.”
Continuing the theological metaphor, Shohat clainas “within this literarist theology,

film incarnates an earthly embodied object, inferio heavenly words, while the

% Stam, ‘Beyond Fidelity’, p. 58.

%" Ella Shohat, ‘Sacred Word, Profane Image: Theelgi Adaptation’A Companion to Literature and
Film, ed. by Robert Stam and Alessandra Raengo (Ox@Blectkwell, 2004), pp. (23-45).

8 Shohat, p. 24.

29 |bid.

%0 Shohat, p. 42.
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practice of adaptation remains always already amfamauthenticity and deviancé’
Accepting the traditional albeit superficial traatgdbn of the Greek wortbgos at face
value, according to the Bible, in the beginningréheas the word and consequently,
within this logic, film is only a copy of the origal word of the novel. However, the
rigid dichotomy between verbal and visual is orfigdretical inasmuch as the written
word has visual aspects as well, first of all bseaof its graphic manifestation and
second and more importantly because of its abibtycreate images in the reader’s
mind. Similarly, also images may elicit words iretaddressee’s mind in the form of
concepts, metaphors or comments. Adaptation cary @l successful if both
‘iconophobia’ with its blind ‘adoration of the wdrdnd ‘logophilia’ with its ‘fetishism

of the image® are overcome.

1.2.3 Word/Image Dichotomy

In her article “Novels, Films, and the Word/Imageata/™* Kamilla Elliott
argues that the generally agreed essential oppodietween words as the exclusive
realm of novels and images as the exclusive reéliitmohas no strong evidential basis.

This apparent opposition has been discussed simeeotigins of film, but
became a widely received idea following George Blioree’s 1957 boolovel into
Films in which he applies Lessing’s differentiation afgtry as the realm of time and
action and painting as that of static bodies armtspo novels and films. According to
Bluestone, both novelist and film director have ammon intention, but one sees
visually through the eye whereas the other seegiimaavely through the mind. He
continues, “Between the percept of the visual imagd the concept of the mental
image lies the root difference between the two @mé&Hi In Elliott's reading of
Bluestone, the latter “designates the novel as egoal, linguistic, discursive,
symbolic, inspiring mental imagery, with time as fiormative principle, and the film as

perceptual, visual, presentational, literal, givenvisual images, with space as its

31 Shohat, p. 42.

%2 Shohat, p. 43.

3 Kamilla Elliott, ‘Novels, Films, and the Word/ImagVars’, inA Companion to Literature and Film
ed. by Robert Stam and Alessandra Raengo (Oxfdedki&ell, 2004), pp. 1-22.

% George BluestrondJovels into Film(Berkeley: University of California Press, 195%),1.
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formative principle.®® Critical theory in both, film studies and literastudies, but also

interdisciplinary studies, have stressed this mitsion between word and image,
although there is evidence that this differentiaii® rather arbitrary. Both media can be
considered as hybrid, even though the trend tstithie novels has declined with the

rise of cinema. Elliott underlines that

Films abound in words — in sound dialogue, intledit subtitles, voice-over

narration, credits, and words on sets and propsl-waitten texts form the basis

of most films. In the same way, novels have at $ifneen copiously illustrated

with pictorial initials, vignettes, full-page platefrontspieces, and end-pieces

and unillustrated novels create visual and spafiatts through ekphrasig.
However, film words have always been neglectednm ¢riticism and theory as well as
have illustrations of novels in literary studiesr filmmakers such as Sergei Eisenstein,
words are considered uncinematic and words in fme nothing more than bad
literature®” In other words, verbal narration in general is sidared as highly
uncinematic and implies resorting to literary moaésstorytelling. Theorists such as
Gilles Deleuze refer to words or sound as “a nemedision of the visual imagé®
According to Elliott, the reason behind this stddstinction is that “traditionally, pure
arts have been more highly valued than hybrid ollesid consequently “novels and
films have been pressed towards semiotic pufftyThis insistence on artistic purity
may be one of the reasons why graphic novels, warehneither prose nor movies,
have entered literary criticism only in recent year

Despite this word/image dichotomy, the film/novelabbgy has been part of
critical theory since the origins of film studieloreover, prose words entered the
pictorial territory inasmuch as their pictorial eagties were underlined. In Victorian
times, novels were often referred to as canvastheid characterisations as portraits,
thus highlighting the visual qualities of a writtezxt. In his preface tdhe Nigger of the
Narcissug1897), Joseph Conrad explains, “My task which Iteymg to achieve is, by
the power of the written word, to make you heanniake you feel — it is, before all, to

% Elliott, ‘Novels, Films, and the Word/Image Warg!,2.

% Elliott, ‘Novels, Films, and the Word/Image Warg!,2.

37 Eisenstein, ‘Film Language’, pp. 108, 115.

¥ Gilles DeleuzeCinema 2: The Time Imageans. by Hugh Tomlinson and Robert Galeta
(Minneapolis: University of Minnesota Press, 198%), 226, 233.

% Elliott, ‘Novels, Films, and the Word/Image Warg:,5.

“0 Elliott, ‘Novels, Films, and the Word/Image Warg:,5.
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make you see’* Thomas Hardy, for example, subtitled his novelnder the
Greenwood Tre€l1872), “A Rural Painting in the Dutch School”, whas the title of
Henry James’ novdbortrait of a Lady(1880-81) explicitly refers to the pictorial realm
According to Elliott,

Prose painting analogies pervade nineteenth-cenperjodical reviews of
novels to such an extent that it is difficult tadi one that does not speak of
prose in terms of painting, or of characterizatiaagortraits, or of the novel as
canvas, or of prose style in terms of painting sthcr of writers by analogy to
well-known painteré?

Similarly, film images are often referred to asgaage and films as texts. Moreover,
from the 1960s onward, critical methods derivedmfringuistics have often been
applied to film studies. Semioticians such as GilarsMetz discuss film as a language
or a language systéfrand thus enter verbal territory.

In addition to terminological borrowings betweere ttwo semiotic systems,
there are other analogies. Eisenstein, for exammpbénted out that Western film
techniques were influenced by the Victorian novéhvits alternating viewpoints, its
attention to visual details and its atmosphericselaps* But these interdisciplinary
exchanges also function the other way round. Citiemgechniques such as
fragmentation, cross-cutting, multiple viewpointadatemporal discontinuity have
influenced modern narratidi.Bluestone argues that because of the film’'s gbitit
visually represent exteriority, “The novel has tetddo retreat more and more from
external action to internal thought, form plot teacacter, from social to psychological
realities.”® Similarly, Christian Metz argues that the fim komn the role the
nineteenth-century novel had at its time, wherdwgs ttventieth-century novel both
formally and culturally evolved into a differentréction. In his words,

The classical film has taken [...] the historicdhge of the grand-epoch,
nineteenth-century novel (itself descended from dheient epic); it fills the

1 Joseph Conrad;he Nigger of the Narciss(islew York: Dover Thrift Editios, 1999), p. 3.

“2 Elliott, ‘Novels, Films, and the Word/Image Warg!,7.

3 Christian Metz, ‘The Cinema: Language or Langu@gstem?’ irFilm Language: A Semiotics of the
Cinema trans. by Michael Taylor (Chicago: University@iiicago Press, 1991), pp. 31-91.

“ Sergei Eisenstein, ‘Dickens, Griffith, and thenfriToday’ inFilm Form: Essays in Film Theored.
and trans. by Jay Leyda (1944, reprint New Yorkrddart, Brace and World, 1949), pp. 195-255 (p.
195).

“ Elliott, ‘Novels, Films, and the Word/Image Warg:, 4.
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same social function, a function which the twehtieéntury novel, less and less
diegetic and representational, tends partly to adaf{

Finally, Elliott suggests a more useful considerabf the word/image rivalries.
She argues that both novel and film are hybrid fanns. lllustrated novels were
common at Victorian times and a close look at somie illustrations oWanity Fair,
for example, reveals that some illustrations createtage sequences with different
angles and perspectives within a chafitelso a close analysis of the link between the
use of intertittes and advances in montage teclesiqaroves that some general film
history assumptions need to be reevaluated, asxample André Gaudreault’s point
that verbal narration and the use of intertitleslided with the development of editing
techniques. Gaudreault claims that, “until the atare faculties ofediting had been
further developed — [a] narrator would carry owt Work of narration through the use of
words, of articulated language, either in writteorni (intertitles) or oral form
(speaker).* However, Elliott, comparing two film versions 6fiver Twist one made
in 1912, the other in 1922, contradicts Gaudreaassumption. According to her close
analysis even more intertitles were used as montiyeloped. She also noticed a
growing trend during the late silent period of “nege sequences that interweave
intertittes and filmed scenes to form hybrid verbiaual ‘sentences’ governed by
verbal syntax® In other words, narrative intertitltes are oftenlyofragments or
dependent clauses whereas the filmed scenes fanafomain clause. According to
Elliott, these intertitles are not needed in orttelexplain the plot, “but they provide
rhetorical and rhythmic effects, closure and endaledor filmed scenes within a verbal
structure.®® All in all, neither film theory nor novel theoryehefit from an
interdisciplinary opposition of image and word. Betithin and between the two media
the word/image engagements are fare more complkkpameable.

4" Christian Metz;The Imaginary Signifier: Psychoanalysis and theeBia trans. by Celia Britton and

others (Bloomington, IN: Indiana University Pre$877), p. 110.

“8 Elliott, ‘Novels, Films, and the Word/Image Warg,14.

49 André Gaudreault, ‘Showing and Telling: Image &¥idrd in Early Cinema’, ifEarly Cinema: Space,
Frame, Narrative ed. by Thomas Elsaesser and Adam Barker (LorBiotish Film Institute, 1990) pp.

274-81 (p. 277).

*0 Elliott, ‘Novels, Films, and the Word/Image Warg!,16.
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1.3 Context

Adaptations are stories and as such they can be asemere forms of
representation which change according to the pesfadne of their creation and their
culture, thus reflecting and affirming prevailirdeblogies and cultural assumptions of a
certain social climate. According to Joseph HiMdler, “We need the ‘same’ stories
over and over, then, as one of the most powerarhaps the most powerful, of ways to
assert the basic ideology of our cultuP®On the other hand, stories can also be seen
as, what theorists such as Marie-Laure Ryan ciatlefess cognitive models’ which
provide a way of making sense of the world and huimehaviour> These two aspects
of storytelling reflect the two main characteristiof adaptation, namely the tension
between invention and imitation. George Steinersm®rs this ‘economy of invention’
as a human characteristic which can best be se#reimechanics of music based on
theme and variation, but also in how human lang@egerepresentation work.

In his article “Adaptation and Mis-adaptations: nkjl Literature and Social
Discourses,® Francesco Casetti considers the traditional apprazf film studies
which sees film as a mode of expression similalitewature and consequently uses
literary categories in analysing film in terms oiftlaor, poetics or intentions as limiting
and suggests a different perspective. Accordingino, “both film and literature can
also be considered astes of production and the circulation of discajrthat is, as
symbolic constructions that refer to a cluster afamngs that a society considers
possible (thinkable) and feasible (legitimat®®).Thus, film and literature say more
about the interaction between writer/director am@der/audience than about the
author’s personal expressive abilities and shdwduetfore be seen in the same way as
conversations, news reports, public speeches adates, or, in Casetti’'s words, “as

discursive formations which testify to the way ihiah society organizes its meanings

52 Joseph Hillis Miller, ‘Narrative’, irCritical Terms for Literary Study?™ ed., ed. by Frank Lentricchia
and Thomas McLaughlin (Chicago: University of Clgjo@Press, 1995), pp. 66-79 (p. 72).

*3 Marie-Laure RyanNarrative as Virtual Reality: Immersion and Intetaity in Literature and
Electronic Media(Baltimore: John Hopkins University Press, 20@}), 242-43.

** George SteinekVhat Is Comparative Literaturg®xford: Clarendon Press, Oxford, 1995), p. 14.
* Francesco Casetti, ‘Adaptation and Mis-adaptatibiis, Literature, and Socail Discourses’ An
Companion to Literature and Filned. by Robert Stam and Alessandra Raengo (Ox@&leatkwell,
2004), pp. 81-91.
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and shapes its system of relatioRs.Consequently, the idea of adaptation as re-rgadin
or re-writing a prior work should be overcome.

Casetti claims that adaptation is thredppearance, in another discursive field,
of an element (a plot, a theme, a character, etbgt has previously appeared
elsewheré>® Faithfulness to the source is not an importanteddn since we are
dealing with a new communicative situation. Thevjmes discursive event (the source)
is only present as a memory within the time ancepd the new discursive event (the
adaptation). As a result, what is vitally important take into consideration is the
dialogue between text and context. In Casetti's depr‘adaptation is primarily a
phenomenon of recontextualization of the text,emen better, of reformulation of its
communicative situation>® Often, spatial or temporal displacement takesepldthe
situation of the source text is often very diffdréom that of the derivative text and the
conditions and modes of existence of the lattedniede considered.

There are non-literary influences on the film s@ashcertain conditions within
the film industry, advances in technology (e.g.itdiggation or special effects) or the
prevailing cultural and social climate which impact the way a text is adapted. The
text has to be considered not only in relation t& dontext, but also in terms of
communicative interaction, expressive and receptives, intertextual references and
personal and collective experiences. The readingesring experience of the addressee
determines which aspects of a given text are censil predominant and thus the
general meaning of the adaptation can differ frévat tof the source. All these key
factors outside the source shape the way a teddpted. For instance, a film suchvas
for Vendettaworks on several levels and speaks to differerdiesnce members
differently. A viewer who is familiar with the grag novel may be disappointed by the
absence of certain story elements, whereas amdidtio enthusiast may appreciate the
special effects. The film critc, on the other handy find the intertextual references
appealing while a viewer with a strong feminist radge may find the treatment of the
female heroine to be limiting. Also the historicaintext of the film’s production plays
a role. Certain visual references, such as thogerterican prison camps, would not be

there had the film been produced in the 1990s. 8omas a text provides information

>’ Casetti, p. 82.
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about contemporary life, sometimes it merely eates, sometimes connections with
previous discourses are established. All in allatvis important is the way the text
relates to the world of the addressee.

Another important aspect is that of the receptibra story, a character or a
theme. The social function of a text can changeil&\the graphic noveV for Vendetta
is aimed at a limited readership, the film reachdarger audience and speaks both to
action movie fans and more intellectual spectatérdext can be faithful to some
aspects of the source text and at the same tiggetria completely different reception.
To give an example, Baz Luhrmann’s 1996 adaptatibShakespeare’®omeo and
Juliet is faithful to the bard’s language, but the sanw@ds are likely to be received
differently by a contemporary audience compared et Elizabethan audience. The
reprogramming of the reception is not necessankgntional but may depend on
different processes around the production of a.flmaptation does not consist in re-
proposing a certain number of common elements, ihutre-proposing similar
communicative situations. According to Casetti,are involved with ‘mis-adaptations’
either if the derivative text does not distancelftenough from the source text or if
there is an excessive distance between the twe $exthat the connection is 185t.

The aim of the analysis of adaptations should la tf searching for inner
relations. As Casetti states, “The goal is to gimeaccount of aetwork of discourses
their connections and their intersections; and iwithis network, the coming together

%1 On an intertextual level,

and the coming apart of some entities and configurs.
aspects of a text either connect or mis-connedt #ie whole text. On the receptive
level the text is confronted with the expectatimfsthe addressees, their previous
knowledge and their viewing or reading experieritewever, also on an institutional
level (the institutionalised rules and manners given text or genre) there are tensions
between conventions, rules and principles and thgeatations related to them.
Similarly, on a broader social level the text isftonted with the social practices, the
needs and the reality of certain groups of peopdking the text an individual and

collective resource. According to Casetti,

In the case of cinema — that is, in the case ofedimm that has had such a
strong impact on the forms of discourse, receptiml, social habits of the past

%0 Casetti, p. 88.
61 Casetti, p. 89 (emphasis in italics in the orifina
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century — to emphasise the process of negotiafi@ome films permits us to
focus on them while considering the broader networkvhich they belong,
which can then be used as a background or as sigam®le®

1.4 Adaptation as Product and Process

Linda Hutcheon sees adaptation in threeswingt as “a formal entity or product,”
second as “a process of creation” and third asréagss of receptiort® She describes
adaptation as “an acknowledged transposition @cagnizable other work or works; a
creative and interpretive act of appropriation/salvaging; anteexled intertextual
engagement with the adapted wofk.The transposition of a work often involves a
change of medium or genre, but not necessarilyffaAgas the process is concerned, re-
interpretation and re-creation are fundamental @spaf the adapting process. Finally,
because of the relationship between original text adapted text, as long as the end
product is experienced as adaptation and not amamious text, the receptive process
always involves intertextuality.

Adaptations are often compared to translationsidtite same extent that literal
translation as such is impossible, there is no shicty as literal adaptatidi.Similarly
to a translator, who needs to bear in mind theucalltbackground of the reader, an
adapter has to take into consideration the addessaerid. What Susan Bassnett says
about translation, namely that it is “an act of batter-cultural and inter-temporal
communication,®® can also be said about adaptation. In Walter Beinja terms,
translation, as well as adaptation, is “an engagénveéh the original text that makes us
see that text in different way&”Very often adaptations occur across media respitin
intersemiotic transpositions (from one sign systienthe other) with the necessary
transcoding into a new set of conventions.

Adaptation is a process of appropriation. Somedsesestory is filtered through

the adaptor's sensibility and interests. As Hutchqmts it, “adapters are first

62 Casetti, pp. 89-90.
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interpreters and then creatdsand the choice of medium widely influences which
aspects of a given story will be put in the foregnd. Sometimes, plot elements require
contraction or subtraction, characters need toub@rcactions need to be speeded up or
explained. At times the source material even neéedse expanded. As Kamilla Elliott
observes inRethinking the Novel/Film Debateadaptation shows that form or
expression can be separated from content or flé@enerally speaking, while the form
changes with adaptation, the content or part persists. Adaptors try to capture the
spirit of a work, its style and tone. However, Usu# is the story which is transposed
from one sign system to another and the techniocaktcaints of a medium will
influence which aspects of the story become moevaat. Themes and character are
the easiest elements to be transported from orieddeanother. As far as the fabula is
concerned, plot ordering can be respected or cldaageording to the focalisation or
point of view an adaptor chooses. These aspectbeavitliscussed in more detail under
the subsequent heading.

1.4.1 Transfer versus Adaptation

Brian McFarlane applies Roland Barthes’ “Structukahlysis of Narratives®
to film adaptations arguing that despite its otpessible uses, cinema achieves its
greatest power in telling stories and thus shahnescentrality of narrative with the
novel. He distinguishes between ‘transfer’ and fadton’ implying that some
elements of the novel can be directly transferoefilrh whilst others require adaptation.
McFarlane uses the term ‘transfer’ to refer to “firecess whereby certain narrative
elements of novels are revealed as amenable ttadispfilm, whereas the widely used
term ‘adaptation’ will refer to the processes byiahhother novelistic elements must
find quite different equivalences in the film meuiiti’* Barthes’ distinction between
distributional and integrational narrative funcsois useful in distinguishing what can

be transferred from one medium to another and wbedls to be adapted.

% Hutcheon, p. 18.

% Kamilla Elliott, Rethinking the Novel/Film Debat€ambridge: Cambridge University Press, 2003), p.
133.

O Roland Barthes, ‘Introduction to the Structuralaiysis of Narratives’, ilmage-Music-Text: Essays
Selected and Translated Byephen HeatfGlasgow: Fontana/Collins, 1977), pp. 79-124.

" McFarlane, p. 13.
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Barthes’ distributional functions, also calléahctions proper refer to actions
and events. They are linked in a linear, syntagmadly and refer to a functionality of
doing. Within thesdunctions properhe distinguishes betweerardinal functionsor
nuclei and catalysers.Cardinal functions are the ‘hinge-points’ of anagéive and thus
open up alternatives of consequences to the dawelopof a story. They are crucial to
narrativity and provide the bare bones of the tiaea Catalysers are supportive of
cardinal functions and usually denote small actitbns rooting the cardinal functions
in a particular reality. Since both these functioefer to aspects of story content they
are directly transferable from one medium to theent

Integrational functions are calleéddices and denote a “more or less diffuse
concept which is nevertheless necessary to theingeahthe story.*” Indices provide
psychological information of characters, informatiabout atmosphere or places. In
contrast to the linearity of the cardinal functipmsdices influence our reading in a
pervasive way, their functionality is that béing and they operate on a paradigmatic
level. Indices are subdivided intndices properandinformants The former relate to
concepts such as character or atmosphere and ae diftuse than the functions
proper. Consequently, they are open to adaptatether than direct transfer.
Informants, which in Barthes terms are “pure daith Wwnmediate signification”® on
the other hand, are directly transferable. This daty include names, professions of
characters, details of setting, etc., and thusilailyto catalysers, set the narrative in a
precise reality. In McFarlane’s reading, cardinaidtions and catalysers constitute the
formal content of a narrative, and consequently ardependent from their
manifestation as film or novel. Informants “help émbed this formal content in a

realized world, giving specificity to its abstrami”*

and are thus a first step towards
mimesis. However, the full mimetic process reliagite indices proper.

According to McFarlane, it is important to distingfu betweemarrative (or
enunciated more widely used in film theory) andarration (or enunciatio. The
former is independent from the semiotic system waetthe latter largely depends on it.
Consequently, narrative, or the enunciated is temakle whereas narration (or

enunciation) requires adaptation. To put it in damerms, the narrative is the story or

2 Barthes, p. 92.
3 Barthes, p. 96.
" McFarlane, p. 15.
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fabula, in other words the story material as pum®iological sequence. Narration, on
the other hand, is the discourse, the plot as gedirand shaped by the story-teller.
McFarlane considers ‘enunciation’ or ‘narration’ ‘dse whole expressive apparatus
that governs the presentation — and receptiontkeoharrative.”

Summing up, what can be directly transferred frone gemiotic system to
another are ‘distributional’ functions or ‘functi®mproper’ such as ‘cardinal functions’
or ‘catalysers’. Underlying character functionsisas those of the helper or the villain,
for example, are crucial to the narrative and catrénsferred. Moreover, the story with
its basic succession of events can be transfersedeal, whereas the plot can be
conveyed through different strategies accordinght® semiotic system. Other easily
transferable aspects are mythological and psychwbgpatterns. They are both
universal aspects of human nature and independamt their semiotic manifestation.
As Claude Lévi-Strauss points out, “the mythicalueaof the myth is preserved even
through the worst translatiod®In other words, neither style nor syntax is impott
what counts is the underlying truth of the story thyth tells.

In general, it can be said that elements whiclsteati deep levels of the text,
which are independent from a particular mode ofresgion and allow for an objective
treatment can be transferred into another mediumme\it comes to visual, verbal or
aural elements which can change according to timeosie systems, spatial or temporal

aspects, or media-specific codes, adaptation isnext)
1.4.2 Media-specific Strategies

Even though adaptation does not necessarily inv@leleange of medium, as for
example many stage adaptations of Greek tragedieShakespearean plays for a
modern audience prove, what theorists are mosterested in are the media specific
changes involved in the adapting process. Everyiunedhas its own conventions, in
other words, a medium-specific grammar and syntaxcanvey meaning. These
conventions are often restrictive, but can alss®en as a chance to explore the text

from different angles. Mainly cinema as a multikanmedium can combine the visuals

> McFarlane, p. 20.
"6 Claude Lévi-Straus$§tructural AnthropologyHarmondsworth: Penguin Books, 1972), p. 210.
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of photography and painting, the sound and noisena$ic and the performance and
movement of theatre and dance. However, the preesseof these visual, aural and
kinaesthetic signs do not allow for the approxim@atand allusiveness typical in novels.
Whereas cinema and theatre use, to put it in Pgiteems, indexical and iconic signs,
novels can use symbolic and conventional signs.

Linda Hutcheon distinguishes between three modesngagement, the ‘telling
mode’ which immerses the receiver in a fictionalriothrough imagination, the
‘showing mode’ which adopts aural and visual elet®éo engage the audience with a
text, and finally the ‘participatory mode’ typicaf videogames and theme parks which
immerses an audience physically and kinestheti¢alpor this study, only the first two
modes are relevant insofar as this thesis focusesepadaptations of novels or graphic
novels into film and the expansion of films in gnapnovel form. As Hutcheon points
out, “Telling a story in words, either orally or gaper, is never the same as showing it
visually and aurally in any of the many performanoedia available®™ Or, as
McFarlane states, “the novel's metalanguage (thecies of its telling) is replaced, at
least in part, by the film’s mise-en-scéne. In @sse the film’s story does not have to be

told becausat is presented™

1.4.2.1 Novel and Film

Every kind of adaptation encounters the limitatiofsts own medium. Even in

the less frequent case of adaptations of films naweels, the adapter is challenged by
difficulties such as how to convey the multiple mgeiof view of a film in a novel. But
one of the major difficulties of film is that of agting a specific narrative point of view
of a novel. Even though there is a widely agreedimption that only the written mode
can convey distance and intimacy, also cinema basdf its conventions to solve the
problem and there are cinematic ways of conveyirgl person narration. Although
‘subjective cinema’ with a preponderance of poifitiew shots is very rare, the
intimacy of first person narration can, however,adohieved through voice-over, oral
narration, soliloquies or close-ups. It must bel séiough, that these simulations of first

person narration are rarely maintained throughowthale film. According to Robert

""Hutcheon, p. 22.
8 Hutcheon, p. 23.
" McFarlane, p. 29.
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McKee’s Story®® a handbook for screenwriters, these techniquegwea considered
pejoratively as literary devices which privilege tielling mode in a medium that should
focus on the showing mode.

Omniscient narration in the novel, on the otherdhaeems to bear resemblance
with the cinematic narration of events. Both, thengscient inaudible narrator in the
novel as well as the camera are in a position oiMadge. There is always a certain
level of objectivity in what is shown or narratéche film’'s mise-en-scene establishes
physical settings or the look of certain charactemrd thus functions similarly to the
novel's omniscient narrating prose. The way the eranfocuses on character
movements, gestures or details of the setting eacompared to the narrating voice of
the novel. However, the simple fact that the canerautside the discourse of the film,
whereas the omniscient narrator of the novel i$ pathe novel's discourse, suggests
that there is no real correspondence between ormanisgarration in novel and film.
McFarlane argues that “neither first-person nor meiant narration is, of its nature,
amenable to cinematic narrative. Both seem alwayknbw too much, or at least to
know more than we feel is known in advance by treeardirectly experienced film
narrative.®!

According to McFarlane, at the end of thé"i@®ntury, writers such as Joseph
Conrad and Henry James anticipated some of theactesistics of cinematic story-
telling. In addition to Conrad’s aim of making theader ‘see’, with its focus on the
physical surface of objects, as well as his andedamay of decomposing scenes with
altering points of view of an object or fragmentadual fields rather than stage-like
presentations of scenes can be seen as a firsttatgpds, as Keith Cohen puts it,
“showing how the events unfold dramatically rather thanoumting them.® As a
consequence, there is less emphasis on the augi@ssnal narrating voice (which is
another similarity with film). McFarlane considetise novelistic form ofrestricted
consciousnedd as can be found in Conrad’s or James’ novels, thighintroduction of

vantage points from which to observe the actiothefnarrative, as the closest one can

8 Robert McKeeStory:Substance, Structure, Style, and the Priesiplf ScreenwritingNew York:

Regan Books, 1997)

8 McFarlane, p. 18.

82 Keith CohenFilm and Fiction: The Dynamics of Exchan@¢ew Haven: Yale University Press, 1979),

p. 5.
% McFarlane, p. 6.
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come to the cinematic narrative mode. He expldi@sag is conscious always that there
is a more comprehensive point of view than thailabke to such protagonist&and
the impression is that of the camera looking okierghoulder of the protagonist.

Notwithstanding the similarities or differences hwitovelistic kinds of narration,
film can express point of view through differentreara angles or focal lengths, through
mise en scéne, performance, music and costume. \Wowia film, seeing does not
necessarily imply knowing whereas in the novel asde character knowledge is fully
controlled by the author.

Another generally acknowledged limit of movie ovesvel is its difficulty of
conveying characteral interiority. Conceptualisemgd intellectualising are considered
the realm of language, whereas direct visual analguerceptions are part of the
performing arts. However, cinema has developeaws devices and conventions to
enter a character’'s mind. In addition to the aboentioned so called literary devices
such as voice-over or soliloquy, film uses visuad aural correlatives for internal
events. Often, the external appearance of a clradtrors inner truths or certain
scenes can be given an emblematic value. Moremlaracter subjectivity can be
created through visual analogues such as slow matapid cutting, distorted lenses or
lighting. Also sound effects, editing, shadows apéce, as well as flashbacks and
flashforwards can help convey a character’s inifer |

On the other hand, there seems to be generalragntehat whereas movies
have their forte in showing exteriority, novels meeme difficulties when it comes to
that. Often novels need to resort to long desanigtiwhile movies only need a frame to
convey the same. However, this apparent limit ef lovel can also be an advantage.
Whereas a novelist can choose significant detailsngt certain visual information for
narrative reasons, the images used in film are t&tmpand do not leave anything to the
viewer's imagination. If a film wants to triggesitudience’s imagination, images have
to be omitted completely and maybe substituted saiind.

According to McFarlane, another difference betwdentwo semiotic systems
lies in the novel’s linearity and the film’s spaitia 8 Whereas novels work on a linear
level, providing gradual information word after worfilms function spatially. The
smallest units of a film are frames and film is eted frame after frame. However, this

8 McFarlane, p. 19.
8 McFarlane, p. 27.
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similarity with words, the smallest units of thevebis only apparent. Unlike words,
frames are not perceived as discrete entities hag offer visual complexity and a
multiplicity of signifiers at one glance. Conseqtignthe film-maker cannot really
control in what order these signifiers are peragiMoreover, in film there is always a
spatial tension between on-screen space and aéis@pace.

Another major difference between film and novelamlg time. In the telling
mode with language as its medium it is easy tot $loin present to past or future,
whereas the showing mode of the film is always dwmelinked to the present. But
here again, film has developed its own conventitmgonvey time and everything
related to it, with flashbacks and flashforwardstione-lapse dissolves as the most
obvious devices. In addition to conveying past tilgio costumes, décor or other props,
the use of sepia colour, archaic recording devaekistoric footage are an option as
well. Moreover, certain shots and their durationrepetition can convey boredom,
tedium or routine, as films such &arin Horse(2011) with its long takes and repetitive
scenes prove.

Film and novel use different codes which need tarmerstood by the addressee
so as to make sense of the narrative. McFarlamagldat unlike written language with
its comparatively fixed punctuation or rules whisignify tenses, film codes require
audiences to be frequently exposed to them in dodbe understood, although there is
no guarantee that certain conventions will alwagsubed the same w&yThere are
some general cinematic codes, for example relatedenre or editing (e.g. fading
inffading out denoting a major lapse of time), there are also some extra-cinematic
codes such as language codes (accents or tonescefcan have an additional social
meaning), visual codes (the response to these atsrgees beyond merely ‘seeing’ and
implies selection and interpretation, e.g. an oeapgson jumpsuit in a contemporary
film triggers a number of associations in the vieweon-linguistic sound codes (music,
noise) and cultural codes (information about walykfe, historical period, geographic
setting) that need to be re¥{dThe film largely relies on all these codes whertes

novel draws on the expressive means of the writteguage.

8 McFarlane, p. 28.
8" McFarlane, p. 29.
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1.4.2.2 Graphic Novel and Novel
The graphic novel shares elements from film andehdwt is neither of them.

As Douglas Wolk argues iReading Comics: How Graphic Novels Work and What
They Mean

Comics are not prose. Comics are not movies. Theynat a text-driven

medium with added pictures; they're not the viseglivalent of prose narrative

or a static version of film. They are their ownnilxi a medium with its own

devices, its own innovators, its own clichés, isaeneral traps and liberti&s.

However, this does not mean that graphic novelaadorrow strategies from
other media. Wolk also claims that the way graptugels are experienced is closest to
the reading of prose books, even though they ar@emlyg more visual but at the same
time also less verbal than prose. This impactsatag physical settings, characters or
any other visual phenomenon are conveyed. Similarlffims, graphic novels can do
without long descriptions and due to their pictogements the visual information is
more immediate and encompassing than that whicbvael rcan provide. On the other
hand, dialogue or nonvisual concepts which nedoetdescribed or explained take up
more space in comic forffi.Aviva D. Rothschild argues that

Graphic novels use words and pictures in ways ttaatscend ordinary art and

text, and their creators are more than writersamidts. The artist must have a

director’'s eye for shadow, angle, setting, andwust The writer has to know

when the text speaks and when the art speaks,iagaitdundancy. In the ideal

graphic novel, the text does not distract fromarteor vice versa; the eye flows

naturally from element to element, creating a wtitbé a text-only book cannot

match?®

From the 1980s onward, with the emergence of mefmed titles and the
increasing prestige of graphic novels resultindirst literary awards (e.g. the Pulitzer
Prize in 1992 for Art Spiegelman®laus: A Survivor's Tale1986, or in 2001 the
‘Guardian First Book Award’ fodimmy Corrigan 2000, by Chris Ware), research on
the mechanics of the medium has entered acadeadiiest Comics can be considered a
language inasmuch as they combine writing andnaat unique way and consequently

have their own syntax, grammar and conventions #milar way to novel and film,

8 Douglas WolkReading Comics: How Graphic Novels Work and WhatyTMean(Philadelphia: Da
Capo Press, 2007), p. 14.

8 Wolk, pp. 25-26.

% Aviva D. RothschildGraphic Novels: A Bibliographic Guide to Book-leim@tomics(Englewood:
Libraries Unlimited, 1995), p. xiv.

% Stephen WeineFaster Than a Speeding Bullet: The Rise of the GicaNovel(New York: Nantier-
Beall-Minoustchine, 2003), p. 38, p. 58.
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graphic novels have to deal with the limits, busocathe advantages of their own
semiotic system.

Pictures, words and other icons are the vocabutdryhe language called
comics. InUnderstanding Comics: The Invisible AftScott McCloud distinguishes
between reception and perception in relation to Ifarmation is acquired. Whereas
pictures are ‘received’ information in that the segge is instantaneous and does not
require any formal education, writing is ‘perceivedformation insofar as it takes
specialised knowledge to decode the abstract s\wrdda language. However, he also
points out that, “When pictures are more abstrafrtmm ‘reality,’” they require greater
levels of perception, more like words. When wordslzolder, more direct, they require
lower levels of perception and are received fastesre like pictures® Despite its
iconicity and relatively easy decodification, viswecabulary is also culture based.
According to McCloud, “The longer any form of art@mmunication exists, the more
symbolgt accumulates.] The modern comic is a young language, but it diydes an
impressive arrayf recognizable symbols? Lines can, for example represent smoke or
smell, the former a visible phenomenon, the lateinvisible one. In the first case the
lines are a picture, in the second case a visutdpher, or, in other words, a symbol.
The readership has to learn to recognise and nmatetfpese symbols because without the
participation of the addressee, they remain emfstgymbol is given life both by its
creator and its receiver. Whenever a new way afesgmting the invisible is invented,
there is a chance it might be taken up by othéstarand eventually enter the language
for good. Thus, every experienced comic reader lntvat ripped edges of panels
indicate past memories, nightmares or drug-indudpd.®® Similarly, costume colours
of superheroes are fixed and symbolise charaatetsireader's mintf Also the shape
of word balloons changes according to the sountishiaeing conveyed: the outline of
‘whisper balloons’ is broken into small dashes,otight balloons’ have uneven,
cloudlike shapes with bubble tails whereas theobak for electronic transmissions

92 Scott McCloudUnderstanding Comics: The Invisible ANew York: Harper Collins Publishers, 1994)
% McCloud, p. 49.

% McCloud, p. 131 (emphais in italics in the orid)na

% Paul GravettGraphic Novels: Stories to Change Your L{ffendon: Aurum Press Limited, 2005), p.
110.

% McCloud, p. 188.
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(phones, radios, TVs) have tails shaped like ligttibolts®” All these conventions are
part of the comic language.

To some extent, graphic novels combine paintingaggeamaking) and poetry
(word-assembling). The connection between poetdy @ainting goes back to ancient
times. Already Simonide of Keos saw poetry as dalepicture and painting as silent
poetry?® Both arts are ways of representing perceptionthmritelatively fixed meaning
of poetry, which can be an advantage in precisefyweying an idea, finds its limits in
the boundaries of language and vocabulary. Painitg its infinite shades and
variations, which allow for creative visual repretsgion, on the other hand, finds its
limits when it comes to express everything thabugside the visual realm, as for
example emotions, spirituality or philosphical tigots. McCloud asserts that

Pictures can inducstrong feelingsn the reader, but they can also lack

the specificity of words. [ Words, on the other hand, offer that
specificity, but can lack the immediate emotionhbrge of pictures,
relying instead on a graduadmulativeeffect. [...][] Together, of course,
words and pictures can work miraclés.”

Graphic novels mostly rely on language when it certecharacter interiority.

As Rothschild explains,

In comics, character is largely a matter of diakgno artist, no matter how
skilled, can create three-dimensional individudlee writers are more like
playwrights or scriptwriters than novelists. Thexppgly dialogue and narration,
but the settings and descriptions are the artisggonsibility:®°

However, when it comes to representing the facasiinle emotions can to some extent
be conveyed in pictorial terms as well, since sonakcators of feelings are visually
based. The introduction of close-ups on facial egpions or zooming in on details
focuses the reader’s attention on the visually esggd emotions. Body language,
mainly hands, can convey feelings and are fundaahdnt heighten the emotional
impact. Also simple lines have their own expresgegver and can create both visual
and verbal characterisation. The direction, sham character of a line can convey

strength, vitality, warmth, stability, or weakné&Similarly, backgrounds can visually

" Daniel CooneyWriting and lllustrating the Graphic NovélLondon: A&C Black Publishers, 2011)
% Simonides of Keos, “poema pictura loquens, pichgama silens” as quoted in PlutarBre, Gloria
Atheniensium3.347a

% McCloud, p. 135 (emphasis in italics in the ori)n
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indicate invisible ideas or emotions and thus regme “thelandscapeof the characters’
minds” %2
In addition to their characterising function, digle and language in general
give the single comic panels a temporal dimensfs.Wolk explains, “Time is the
domain of poetry (or language), because langudgs time to experience, and because
it can describe time, or describe change over teasily in a way that pictures can'f®
To put it differently, words, mainly dialogue, iottuce time by representing sound
which can only exist in time. Wolk continues, “Wiitlt language as a ‘timer’ or
contextual cue for understanding the image, evesyal change causes the reader to
stop and assess what exactly is happening, anddmmuit's supposed to také>

However, according to McCloud, comics mostly rety ‘olosure’ — the human
ability of mentally completing the fragments of operception — when it comes to
conveying change, time and motion. ‘Closure’ is oialy limited to comics: storytellers
trying to create suspense, the transformationilbfosttures into a story in motion as in
film, or the single pixels of a digital image adiquire ‘closure,” either perceptively or
inperceptively. In comics, this ‘closure’ happemsthe so-called ‘gutter’, the space
between two panels. As McCloud explains,

In thelimbo of the gutterhuman imaginatiortakes two separate images
andtransformsthem into a single ideal Nothing isseenbetween the
two panels, buexperiencetells you somethingnust bethere. [...][
Comics paneld$racture bothtime andspace offering ajagged staccato
rhythm of unconnected momentBut closure allows us tconnectthese
moments andnentally construca continuous, unified reality | If visual
iconographyis thevocabularyof comics,closureis its grammar And
since ourdefinition of comics hinges on tharrangementof elements,
then, in a very real sensemic IS closuré®

Comics require voluntary closure in order to sinwldime and motion.
Everything put on paper by the artist must be cetapl in the reader's mind. The
reader decides how to link the pictures and to imathe intensity of what is happening
within the blank space. In McCloud’s rather poetadering of the idea, the reader is

asked to “join in @ilentdanceof theseenand theunseeri %

192 McCloud, p. 132 (emphasis in italics in the ora)n
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In comics, the single panel indicates that timespaice are being divided. The
shape of the panel influences the reading expezieruere is a relationship between the
time depicted by the comic and the time perceivedhle reader. Comics readers have
learned to perceive time spacially since, as Mc@latgues, “in the world of comics,
timeandspaceareone and the sanie€’’ Duration is conceived through comics-specific
conventions. Sometimes, ‘pause panels’ are intedluor the space between panels is
broadened. Long panels as well as borderless paaaldake on a timeless quality.
Moreover, because of the reader’s peripheral visiwore than one panel is perceived at
the same time which allows for an almost contenmyoeaperience of past, present and
future. Consequently, in comics the past is moaa flust a memory, since it is still in
the field of vision when the reader’s eyes are $aeclion the now. The same can be said
about the future which is more than a possibilgince it is already real and visible
when the reader is still focusing on the presenhek®ever the reader’'s eyes are
focused, the present is surrounded both by pastiance!® This co-presence of the
different time spheres is another element the gcapbvel shares with the novel, but

the use of panels to convey duration and motiamigue to the comic medium.

1.4.2.3 Graphic Novel and Film

One of the most important aspects graphic novelsmaovies share is the fact

that both are team projects and not the work ofsangle artist. Graphic novels are the
result of the collaborative efforts of writers, tds, artists, pencillers, inkers, colorists,
letterers and people responsible for the layoué gdradox of the comic medium is that
it attempts to tell stories by conveying movemesaind and the passing of time by
using static means of expressions. As Wolk states,

Comics suggest motion, but they're incapable dfiabt showing motion. They

indicate sound, and even spell it out, but thegitent. They imply the passage
of time, but their temporal experience is contrbllgy the reader more than by
the artist. They convey continuous stories, buy’'tbemade up of a series of
discrete moments. They're concerned with conveyngartist's perceptions,

but one of their most crucial components is blgracs'®

197 McCloud, p. 100.
198 McCloud, p. 104.
199wolk, p. 125.
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Even though comics make use of some typical filmiaghniques such as unusual
camera angles, close-ups or full shots, light dratlew or the use of effective colours,
not all the visual elements of comics can be repeed on screen.

One of the major differences between the semigistesns of novel, graphic
novel and film is the fact that only the latter camulate motion. The main question is
how motion can be shown in a static medium suotoasics. Whereas novels describe
motion through words, comics have to resort to alisievices. Although motion can
also be depicted as a single image (as for exaBpbeioni’'s Dynamism of a Soccer
Player, 1913 or Giacomo Balla's&sirl Running on a Balconyl1912 prove, just to
mention two of many more futurist examples), in ammnt is generally produced by
‘closure’ between different panels. The most comnstrategy is that of multiple
images in sequence, but also ‘motion lines’, somesi referred to as ‘zip-ribbons,” are
very frequent. According to McCloud, the comics’ dtion line’ is something in
between “the futuristslynamicmovement and Duchamp®8 diagrammaticconceptof
movement.*'! These lines have developed over time from wild am@bsy to more
refined and stylised. The idea behind the use e$dhines is that of increasing the
drama in action scenes. American comics are knawnwidely using action lines
whose path of motion is imposed over the scene.thfamopossibility to represent
motion is the use of multiple images or photogragtieaking effects with the blurring
of either the object or the background, or the afsa so-called ‘polyptich,” a moving
figure which is imposed over a continuous backgdodf

As has been explained above, the panel to panditien is significant for the
general reading experience, but also for convetiegvisual rhythm of pacing. There
are different strategies that can be applied ireotd play with pace. For example, the
number of panels per page and their form can slowndor accelerate pace. According
to Daniel Cooney, the author Writing and lllustrating the Graphic Novéh handbook
for ongoing graphic novelists), horizontal panelwainly used for vistas, for
establishing locations or for epic, dramatic acjpm conspicuous number of panels per

page, more words per panel, a larger amount ofildmtanore conversation and less

110 buchamp'’s first use of a diagrammatic arrow tarespnt movement can be seen in his pairioffee
Grinder, 1911.

1 McCloud, p. 110 (emphasis in italics in the ora)n
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action are all ways of slowing down the pace, wagre use of vertical panels which
create a sense of claustrophobia and speed, @dimiumber of panels per page, fewer
words and details per panel accelerate the paaelofger it takes the reader to capture
the information contained in a panel, the slowerhce. He explains, “The decision to
use wide horizontal panels gives the sense of piassing slowly. Aesthetically, it takes

the reader’s eye longer to travel across each palieblanted or diagonal panels, on the
other hand, imply speed and action.

A fundamental aspect comics share with film is tise of camera angles and
shots which are chosen according to how the reisdereant to see the story unfold.
The terminology comes from film theory, althouglh,course, the camera is only an
imaginary one. In a similar way to film, ‘establist shots’ are used to set the scene
and are introduced every time a scene changesg‘sbints’ or ‘full shots’ show the
figure in full and put emphasis on the backgrouhds giving the impression of the
imaginary camera placed in a certain distance. ‘ifeglium shot’ pictures the subject
from the waist up whereas a ‘close-up’ shows tharatter's facial expression,
sometimes including hand gestures. An ‘extremeeelgs focuses on eyes or mouth of
a figure or other details which consequently fiktwhole panel. Sometimes, ‘over-the-
shoulder shots’ are used for scenes in which tvevadters have a discussion. The back
shoulder and head of one figure is used to fraraarttage. Also ‘point-of-view’ shots
are used in order to create more reader involvemidre reader sees the scene as if
looking through the eyes of a character. Cameréearage used to create certain effects.
A low camera angle can distort a scene and makesubgect look more powerful,
whereas its opposite, the high camera angle, m#iescharacter look vulnerable.
Dynamic camera angles, on the other hand, can teeighe drama of a scene. Often,
the ‘tilt angle’ also called ‘Dutch tilt’ is use@ooney explains,

This is a cinematic tactic often used to portrag psychological uneasiness or
tension in the subject matter. A Dutch angle isiaad by tilting the camera

off to the side so that the shot is composed withttorizon at an angle to the
bottom of the panék*

Also another film strategy, the 180-degree-ruleyidely used by comic artists

in order to avoid confusion in the reader. As Cgostates, “two or more characters or

113 Cooney, pp. 51-57.
114 Cooney, p. 99.
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objects should always have the same left-to-riglgntation within a scene in order to
maintain narrative clarity™*°

‘Closure’, which is fundamental in reading comia@nd has already been
explained above, bears resemblance with what hasreefundamental in film, namely
montage. As in film, there can be moment-to-montaarisitions (the same subject in
adjacent instants) which require little closurdjacto-action transitions with the focus
on a single subject in two separate, consecutitiera; subject-to-subject transitions
(two different subjects are displayed within thenseascene) which already require more
closure in order to make the transition meaningégene-to-scene transitions which
convey leaps in time and space and consequentlyreedeductive reasoning from the
reader, aspect-to-aspect transitions which bypass dnd focus on different aspects of
a place, idea or mood, and finally non-sequitungii@ons with no apparent connection
between the panets® McCloud’s assumption that complete unrelatednestié non-
sequitur transition is not possible can be backetythe Kuleshov effect. The Russian
filmmaker discovered that by placing two non-refafgeces of film side by side the
audience came to the conclusion that the shots avezetly related. In other words, the
audience tried to create meaning by combining Wee deparate images. The shot of a
rather expressionless face was interpreted ad &altbived by the shot of a coffin or as
hungry if followed by the shot of a plate of sodnerefore, McCloud may be right in
claiming that, “No matter how dissimilar one imageay be to another, there is a kind
of [ alchemyat work in the space between panels which can irelfind meaningor
resoncancen even the mosarring of combinations*’ In analysing a conspicuous
number of comics from different countries, McClohds observed that in Western
tradition mainly action-to-action, subject-to-sulij@nd scene-to-scene transitions are
used in straightforward storytelling, whereas thpahese tradition is characterised by a
large number of aspect-to-aspect transitions wisietve to establish a mood or a
setting. According to McCloud, “these quiet, conpdative combinations”, “rather than
acting as a bridge betwesaparatemoments,” require the reader to “assembéingle

moment usingscattered fragments*® Consequently, there is less focus on the action

15 Cooney, p. 95.

118 McCloud, pp. 70-72.

7 McCloud, p. 73 (emphasis in italics in the oridjna
18 McCloud, p. 79 (emphasis in italics in the oridjna
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and more emphasis on mood and atmosphere, thudhisansgmulating slow cinematic

movement.
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Chapter Two: Dystopia

2.1 Introduction

2.1.1 Utopia and Dystopia™

According to Northrop Frye, utopia can be seen amyth that bears some
similarities with the myth of the Golden Age whiahpears in many different cultures.
However, whereas the superior conditions of thed@olAge refer to a distant past, the
superior conditions of utopia are projected inte thture, thus making it a speculative
myth, in other words, a myth in predictive fofM.The idea of utopia is strongly linked
to a notion of irreversible progress. From Platmscept of an ideal state over Thomas
More’s Utopia to the social contract of the American Declaratadnindependence,
utopia refers to an ideal place with just and bedainrules, material prosperity and
intellectual freedom. According to Dragan Klautopia is both a spatial concept (a
place apart) and a temporal concept (a futureamtaking)?* but is nonetheless linked
to a well-known place set in a recognised time queriAs a critique of the present
condition, utopia requires devices in order to geidhe gap between the present world
and the fantastic utopian world. Both, realistiad amaginary elements need to be
merged in order to make the utopian world percéptib the addressee. Therefore, a
subtle interplay between known and unknown, betwkeniliar and exceptional is
necessary. According to Dominic Baker-Smith, in @bpian and dystopian writing,
there is a strange relationship “between an imabimerld and the familiar theatre of
human experience® Similarly, Bernard Bergonzi, talking abobtineteen Eighty-

Four, observes that

19 Critical writing on utopia and dystopia is extaresil recommend the following literature for mone i
depth information about the topic: Elliott, Rober The Shape of Utopia: Studies in a Literary Genre
(Chicago University Press, 1970); Guardamagna, éaminalisi dell'incubo: I'utopia negativa da Swift
alla fantascienzgRoma: Bulzoni, 1980); Fortunati, VitBall'utopia all'utopismo(Napoli: CUEN,
2003); Fortunati, Vital.a letteratura utopica inglese: Morfologia e gramtica di un genere letterario
(Ravenna: Longo, 1979); Levitas, Ruitihe Concept of UtopiéNew York and London: P. Allen, 1990).
120 Northrop Frye, ‘Varieties of Literary Utopia®aedalus: Journal of the American Academy of Arts
and Scienced4.2 (Spring 1965), 323-47.

121 Dragan Klat, The Plot of the Future. Utopia and Dystopia in ModBrama (Ann Arbor, Michigan:
The University of Michigan Press, 1991), p. 35.

122 Between Dream and Nature: Essays on Utopia anddpisted. by Dominik Baker-Smith and C.C.
Barfoot, (Amsterdam: Rodopi, 1987), p. 1
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All such works, one can say, are at least as mboltathe age in which they
were written as about the remote futures they ptiqmodescribe. They form
palimpsests in which the present is frequentlyblésithrough the imagined
forms of the futuré?®®

However, the link of utopias with the time of thereation deprives these works from a
timeless quality typical of other works of art. Thability to shock depends on the
relevance they may have in the social realitiegvimich they are received. Instead of
being shocking, with changing circumstances they appear simplistic and obsolete.
Utopia and dystopia are antithetical, but intercelemt at the same time. The
main difference between utopias and dystopiasdsfdbt that the latter are narratives
representing a nightmarish society instead of aalidne. As Alexandra Aldrige points
out, “Dystopia grew partly out of the utopic tradit; its distinguishing feature lies in
the dramatization of a utopic structure, the azéition of utopic ideals that become
dystopic when adumbrated through their effectshenintdividual.*** In Klai¢’s words,

[Dystopia is] an unexpected and aborted outcomeutopian strivings, a

mismatched result of utopian efforts — not onlytates of fallen utopia but the

very process of its distortion and degeneratiowal$ If dystopia is a condition

that appears on the ruins of misfired utopian s@ent nevertheless implies

utopia as a subverted or suppressed desire, @l imipulse left unfulfilled:®
Thus, dystopia draws its material from utopia, julong a distorted image of it.

In the twentieth century, after the catastrophitcome of World War | which
showed that advanced civilisations can easily lopgdted into barbaric conditions, a
rise in dystopian imagination with its typical abhgbout the future can be observed. At
the same time, dystopian thinking in philosophiwalks of radical pessimism with its
doubts about the optimistic idea of human progreygs philosophers such as
Schopenhauer and Kierkegaard, or Nietzsche’'s radipecalyptic prophecy of the
rebirth of humans, freed from the burden of a distb civilisation'?® contribute to a
decline of utopian works in the twentieth centufe notion of linear, irreversible

progress which had its origin during Enlightenmentincreasingly interrogated. In

123 Bernard BergonziNineteen Eighty-Fouand the Literary Imagination’, iBetween Dream and
Nature: Essays on Utopia and Dystopéal. by Dominik Baker-Smith and C.C. Barfoot (Aersiam:
Rodopi, 1987), pp. 211-28 (p.212).

124 Alexandra Aldrige;The Scientific World View in Dystopiilichigan: UMI Research Press, 1984), p.
65.

125 Klai¢, p.3.

126 Roland BoudaKulturkritik und Utopie beim frilhen Nietzsche: male und empirische
Rekonstruktion eines Argumertiropdische Hochschulschriften, Reihe 20, Philosgpid. 58
(Frankfurt am Main, 1980), pp. 117-49.

42



Utopia and Anti-Utopia in Modern Time&rishan Kumar points out that during the
interwar period, in the wake of Social Darwinismtgilectuals such as Oswald Spengler
in Decline of the Wes{1918) or Sigmund Freud i@ivilization and Its Discontents
(1930), emphasise the animal nature of man. Tlesrthposited by Darwin is taken to
extreme considering man not as a peaceful, cooperanimal, but an aggressive,
murderous and predatory one, like the wolf. Thelavgortrayed by Freud is full of
pain, conflict and unhappiness. The primeval minith s impulsive, aggressive drives
is ever present in the subconscious and can onlgohtolled by a moral ‘super-ego’
imposing its laws on sociefy’ In addition to these theories, historic eventshsag the
economic crisis in the late 1920s, the rise ofifas@and Nazism or experiences such as
Ausschwitz, Hiroshima or the gulag, transform udopito an absurdity. Two of the
most famous dystopian novels, George Orwelimeteen Eighty-Four(1949) and
Aldous Huxley’'sBrave New World1932) both reflect the anxieties of their timadan
shape the dystopian novel of the twentieth century.

Despite these generally unfavourable conditionsofatimistic visions of the
future, the twentieth century also produces its $hare of utopian thought. According
to Kumar, the rapid economic growth of the post \W&Var 1l era and its drive towards
world wide industrialisation resulted in a re-ealan of science and technology. A
new evolutionary humanism theorised by Sir Juliarxlgly viewed the human species
as the highest achievement of the evolutionary essié® In the 1960s, a new utopian
energy emerges out of the attempt of reinterprefireud’s negative assumptions on
human nature and connecting them with Marxism, ltieguin Willhelm Reich, Erich
Fromm and Herbert Marcuse’s theory that abundamck sexual liberation are the
preconditions for a successful socialism. Thesaddaform the student revolts of the
late 1960s, the ‘Black power’ movements and théveswf feminism*?°

Despite the general technological optimism of tBéds, science fiction works
of the same period show that technology with iteerating and dehumanising
connotations is still perceived as a threat. B@lard’s apocalyptic works such as The
Drowned World(1962) andThe Crystal World(1966) depict a decaying advanced

industrial civilisation amidst the ruins of its lewlogical achievements. Horror of the

127 Krishan KumarUtopia and Anti-Utopia in Modern Timé®xford: Blackwell, 1987), pp. 382-85.
128 Kumar, pp. 388-91.
129 Kumar, pp. 393-400.
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present and fear of the future are characterigtiche dystopian works of the time.
William Golding’s The Lord of the Flieg1954) and Anthony Burges& Clockwork
Orange(1962) emphasise how easily the barbarian naturearsfkind can come to the
surface-*°

Public awareness about the threat of technologywyell as the oil crisis at the
end of the 1970s triggered the debate about eremgyresources, resulting in a new
utopia, namely, as Kumar puts it, “an ecologicalpia or ‘ecotopia’.*** The focus lies
on a society which is organised according to edodgprinciples, but without a
Rousseauist return to nature and primitivism. Gxdbntrary, utopian technology and
renewable energy are at the basis of these rewnhry proposals, although their
strength lies mainly in the social and moral sphé&far as literary ecotopian works
are concerned, there is a limited range, inasmadheamovement focuses on concrete,
feasible changes and finds its expression in palitmovements such as the Green
Party. However, Ursula Le Guin'Bhe Dispossessed974) and Ernest Callenbach’s
Ecotopia(1975) are worth mentioning?

Although some utopian energy can also be detedsedin the twentieth century,
it has declined as a literary genre at the exp@&fsgystopian works. According to
Kumar, utopia can still flourish in social theonmydacan be found in social movements,
but it has lost its role as a central symbol capabladdressing society as a whifeAs
far as artistic expressions of ideas of the futweeconcerned, twentieth and twenty-first

century works of art prevalently picture dystopiather than utopian visions.

2.1.2 Apocalypse and Post-Apocalypse

In A Guide to Apocalyptic Cinem&harles P. Mitchell distinguishes between
apocalyptic and post-apocalyptic cinema. Accordangim,

[Post-apocalyptic cinema] concentrates on survivafrsaa catastrophic event
struggling to establish a livable society. In order be classified as an
apocalyptic film, the event threatening the eximttof humanity has to be
presented within the story. If this catastropheuogqrior the events depicted

130 Kumar, pp. 402-5.
131 Kumar, p. 405

132 Kumar, pp. 405-15.
133 Kumar, p. 420.
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on the screen, the film is post-apocalyptic. Ndlyrghere can be a blurring of

the lines of these two genr&s.
In terms of the films selected for this study,sitnot always easy to determine whether
they are apocalyptic or post-apocalyptic. Sometirthes post-apocalypse is the new
apocalypse. As far a€hildren of Menis concerned, the disaster threatening the
extinction of humanity has been going on for eightgears. Infertility as apocalyptic
symbol forms the backdrop for the story of a pregrarl who represents hope for the
future, thus becoming the one leading humanity td&a new post-apocalyptic world.
The Roadocuses on a post-apocalyptic landscape, in thatdisaster’ as such is not
shown. However, the dangers the two main charaaecsunter are of apocalyptic
dimensions. Similarly, the regime W for Vendettehas gained power because of civil
wars, social unrest and biomedical attacks. Thpseadyptic aspects are only hinted at
in the film, which sets the movie in the post-apgeac genre. Nevertheless, the
totalitarian politics of the regime provide an aplyptic undertone throughout the film.
28 Days Lateris more clearly apocalyptic, since the life-thezahg catastrophe is on-
going. Its seque28 Weeks Lateis more difficult to classify since it begins apast-
apocalyptic narrative with the re-population oftBm by the US army and changes into
an apocalyptic narrative half way through the filith the second outbreak of the virus.

The term apocalypse stems from the Greek teamocalypsis meaning
‘uncover’ or ‘disclose® In her article “Everyday Apocalypse,” Elana Gonsétes
that

Despite its many guises, the narrative of the drdr is surprisingly uniform
across the immense range of apocalyptic literatow#) religious and secular.
No matter how the end is visualized, whether broatpout by divine wrath, the
inexorable law of history, the hidden workings @fture, or any combination
thereof, it proceeds along the same welltroddeh. gdtis path, the apocalyptic
plot, has been summarized by cultural scholaesdiiy critics, and students of
religion in very similar terms. It consists of twstages, destruction and
renewal*

According to Kirsten Moana Thompson Apocalyptic Dread: American Film at the

Turn of the Millenium “the apocalyptic encompasses the following megsiirthe

134 Charles P. MitchellA Guide to Apocalyptic Cinem&Nestport: Greenwood Press, 2001), p. Xi.

135 The Barnhart Dictionary of Etymologgd. by Barnhart Robert (London: The HW. Wilsom@any,
1988)

1% Elana Gomel, ‘Everyday Apocalypse: J. G. Balland the Ethics and Aesthetics of the End of Time”,
Partial Answers: Journal of Literature and the Hist of Ideas8.1 (January 2010), 185-208 (p. 186).
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revelatory (prophecy), the destructive (cataclyssaster), the grandiose (wild
predictions) and the climactic (decisiveé}”She regards apocalypticism as a religious,
historical and sociocultural fear formation whiah the last decade of the twentieth
century found its expression asllennial dread"*® The consciousness of the end of the
world relies on the interpretation of signs. Wher@a the past, disasters such as the
plague or the threat of an Islamic invasion in $heeenth century prompted the fear of
a coming apocalypse, the end of the second millenriad its own signs regarding the
end of the world. Thompson argues that

Many fundamentalist, evangelical, or Pentecostalougs interpreted

geopolitical events (particularly war and unresthia Middle East) as signs of
the coming of the end of the world. Natural dises{storms, floods, volcanic
eruptions, global warming) and man-made crises @tag collapses, scandals,
coups, and revolutions) were the second staplecsofwr eschatological

interpretationg®

In recent years, US society, and Western societgeimeral, has seen an increase in
apocalyptic and prophetic literature which goeschamhand with a growing cultural
conservativism. Religious fundamentalism, and #emergence of a ‘culture of life’
with campaigns against euthanasia and abortionwels as the introduction of
‘intelligent design’ presented as an alternative eilutionary theories in some
conservative schools, are a few examples whiclstitile the point. Moreover, in the
USA, the evangelical media industry has a grownflyeénce on the film industry, and
tries to promote Christian values through mainstrééms.

According to Thompson, “apocalypticism has lond bhaclose connection to the
science-fiction genre, for both are concerned wifantasy about the future and a dread
that the world will end° Fear of alien invasion, of nuclear annihilatiord arf natural
disasters reflects the anxiety of the audience.fébtes of films has changed throughout
history according to the preoccupations of theonisal period in question. There have
been an increasing number of disaster movies flen1©90s onwards, with a more
global scope compared to disaster movies of previarcades. In recent years, films
have started to blend disaster, horror and actesmesg with a dystopian narrative focus

on the end of the world. The late 1990s also fealar rise in theological themes with

137 Kirsten M. ThompsonApocalyptic Dread. American Film at the Turn of ##lennium (Albany:
State University of New York Press, 2007), p. 4.

138 hid. p. 3.

139 Thompson, p. 5.

10 Thompson, p. 11.
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messianic figures, angels, ghosts and devils. Ttmesapocalyptic theme with both its
religious and end of the world characteristics besn present since the late 1990s. As
the first decade of the twenty-first century hasssea, the current media hype
connecting the year 2012 with Mayan doomsday prapeeamplifies apocalyptic terror
again.

Western eschatology is influenced both by a cgtlemd linear notion of time.
According to Mircea Eliade, myths about the creatad the universe follow certain
patterns: from chaos to order, a collapse of thiernand a subsequent re-establishment
of order. The idea of time evolves between a diggioomy start from nothingness and
a certain ending due to some sort of catastropleedistant future, with the idea of an
ending containing the seeds of a new beginfth@n the other hand, there is also the
idea of a linear and apocalyptic future, as in 3bawMessianism or Christian
apocalypticism. The end of the world is also thd ehhistory which is accomplished
by divine intervention. According to Revelation,sds will return to the world to
separate the faithful and just from the wicked aimful.**? Far from being the peaceful
Redeemer from the Gospels, he will come as an aggdyto shatter the Earth with
most fearsome disastétsand fight and defeat Satalf.Finally, he will come as a king
who will lead the chosen ones into the new etekiiaddom, a New Jerusalem full of
harmony, prosperity, and jd§> Matthew writes about the time of confusion andanjs
with an invasion of false prophets that will preee€hrist's second comirg®
Similarly, Mark warns of hate and rage, wars, eprdkes and false prophets that
precede Christ's returl{’ Catastrophic imaginations go hand in hand withjgmtions
of a miraculous future. The future will be devaisigt full of suffering, but eventually
eternal glory will come after the world’s end idld and fire. The destruction of the
apocalypse is dynamic and temporal, whereas thgautd Paradise or any other ideal
world is stationary and eternal. According to Goniblarrative representation of this
‘eternal present’ is, of course, not an easy mdtemause it militates against the very

141 Mircea Eliade, ‘Eschatology and CosmologyNiyth and Realitytrans. by Willard R.Trash (New
York: Harper & Row, 1963), pp. 54-74.

192 Revelation 14.

143 Revelation 15-18.

144 Revelation 19-20.

195 Revelation 21.

148 Matthew 24.15-25.

Y Mark 13.
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nature of narrativity, its temporality. Even Trhe Divine Comedythe Paradise is far
less memorable than the Inferf®>This may be the reason why there are limited films

depicting an ideal world.

2.2 Contemporary Issues

As previously discussed in the introduction of tmapter, dystopian narratives
are more concerned about the present than theefutine films selected for analysis
deal with issues important to our present-day $pciEhese include issues such as the
fear of terrorism, anxieties regarding immigrationfectious disease, environmental
issues, and preoccupations about the misuse afcsciend technology. These topics
will be discussed in further detail. However, twajor issues for our time, the fear of

terrorism and anxieties about infectious diseaseme a more in depth analysis.

2.2.1 Terrorism

Whereas the turn of the millennium was charaadriby an impression of
apocalyptic threat, the early years of the twemntst-tentury were marked by terrorism
and its consequences. The 9/11 attack on the Tanvells with its images haunting our
collective memory introduced a new era of mass-atedi terrorism. As Jean
Baudrillard observed, the event has been antigipated has to some extent been
specifically constructed. He writes:

The countless disaster movies bear witness tofahigsy, which they clearly
attempt to exorcise with images, drowning out theol thing with special
effects. But the universal attraction they exerfjioh is on a par with
pornography, shows that acting-out is never venaveay, the impulse to reject
any system growing all the stronger as it approsclperfection or
omnipotencé:

Similarly, Brigitte L. Nacos observes that the ¢eists outperformed Hollywood:

The most outrageous production of the terroristrgewas beyond the
imagination of the best special effects creatotss Was not simply two hours

148 Gomel, p. 194.
149 Jean Beaudrillard, ‘The Spirit of Terrorism’, Tine Spirit of Terrorismtrans. by Chris Turner
(London: Verso, 2002), pp. 1-34 (p. 7).
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worth of suspense. Real terrorists had transforkh@tywood’s pseudo-reality

into an unbearable reality, into real Iif8.

Historically, terrorists have always required peciby for their acts, or, in other
words, “propaganda of the deed”In herMass-Mediated Terrorism: The Central Role
of the Media in Terrorism and Counterterrorisfrigitte L. Nacos quotes Margaret
Thatcher’s famous statement that “publicity is txggen of terrorism*? pointing out
that what has changed in the last ten to fifteears/es mainly “the increased availability
of the sort of oxygen Mrs. Thatcher warned of apdruwhich mass-mediated terrorism
thrives.” It is the goal of the terrorists to reach theratan of the general public and
the political élite. InViolence as Communication: Insurgent Terrorism &mel Western
News MediaAlex P. Schmid and Janny De Graaf claim thattiereorist act,

The immediate victim is merely instrumental, thens&f a drum beaten to
achieve a calculated impact on a wider audiencesuh, an act of terrorism is

in reality an act of communication. For the tersbthe message matters, not

the victim®**

Similarly, Sisela Bok underlines the link betwede entertainment industry and real
life violence. InMayhem: Violence as Public Entertainmeshe points out that the
mass media’s preoccupation with terrorist violerscechoed within movies, TV series
or novels™ Further, Brigite L. Nacos emphasises the mediatiategies of
contemporary terrorism and its affinity with maiestm entertainment:

Terrorism fits into the infotainment mold that thews media increasingly

prefers and offers villains and heroes the pronusattract new audiences and
keep existing ones. Here the news is not diffefeoin the entertainment

industry which thrives on villains and heroes msearch for box-office hits®

As the terrorist acts at the beginning of the twdmst century prove, the terrorists
were aware of the importance of choosing landmaukh as the Twin Towers in order
to generate intense publicity. Instead of countarmang this strategy by focussing on
matter-of-fact information, the infotainment indystwells on the shocking images of

drama, anger, fear and panic, thus transformingsreyorts into breathtaking thrillers

130 Brigitte L. NacosMass-Mediated Terrorism: The Central Role of thelMén Terrorism and
Counterterrorism (Lanham: Rowan & Littlefield, 2002), p. 36.

131 Alex P. Schmid and Janny De Gradiplence as Communication: Insurgent Terrorism &mel

Western News Medi@everly Hills: Sage Publications, 1982), pp. 4L-1

%2 Nacos, p. 27.

153 |bid.

% Schmid and De Graaf, p. 14.

135 5isela BokMayhem: Violence as Public EntertainméReading, MA: Perseus Books, 1989), pp. 6-7.
%6 Nacos, p. 4.
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which manage to captivate and stir up audienteSabriel Weimann and Conrad Winn
go further and compare the enactment of terrodtst @ the production requirements of
theatrical engagements inasmuch as

Terrorists pay attention to script preparation,t cadection, sets, props, role
playing, and minute-by-minute stage management. likeés compelling stage
plays or ballet performances, the media orientatiorterrorism requires a
fastidious attention to detail in order to be efifex®

The media hype about terrorism keeps the populatice heightened state of
apprehension and leads to increasing governmenisiaoh in the name of national
security. In the United States, the introductiorasfs such as the Patriot Act result in
the erosion of fundamental civil rights, such aseftom of association, freedom of
speech, freedom of information and many nfdfeBut Europe also faces similar
restrictions in its civil rights with thorough aog controls and increasing surveillance
in public areas.

In addition to the impact on individual freedome tavents of 9/11 were also
used to advance U.S. war needs. The media coogevétethe state apparatus in order
to enforce the interests of the ruling class. Adoa to Christopher Sharrett, “Two
months after the 9/11 attacks, White House politagaerative Karl Rove met with
Hollywood executives to discuss the direction &hfand television during the ‘war on
terrorism.”®° This would eventually create a propaganda stratbgy fuses anger,
militarism and disinformation with popular cultul®.

All these aspects, the fear of terrorism, the oléhe media in scaremongering,
and the use of fear for government purposes, férenbackdrop of two films in this

study, namelChildren of MemandV for Vendetta

57 Nacos, p. 29.

138 Gabriel Weimann and Conrad Wirifhe Theatre of Terror: Mass Media and Internatiofatrorism
(New York: Longman, 1994), p. 52.

%9 Wheeler W. Dixon, ‘Teaching Film After 9/11Cinema Journal, 48Winter 2004), 115-18 (pp. 115-
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180 Christopher Sharrett, ‘9/11, the Useful Incidemtd the Legacy of the Creel Committe@nema
Journal, 43(Summer 2004), 125-31 (p. 126).

81 Sharrett, p. 127.

50



2.2.2 lliness as Metaphor

Susan Sontag’Blness as Metaphoras well aAIDS and Its Metaphorprecede
the dystopian film narratives selected for thisdgtuHowever, her discussion of the
disease metaphor to talk about the evil of the timeelevant insofar as infectious
disease is the main topic 28 Days Laterand28 Weeks LateDisease is also an issue
in both Children of MenandV for Vendetta According to Sontag, presently new,
adequate metaphors are required in order to urasherstadical’ and ‘absolute’ evil,
since there is no longer the religious or philosoahanguage to talk about evf?

AIDS is considered a disease of sexual excess angegity, a calamity one
brings upon oneself. As Sontag points out, “Infaesi diseases to which sexual fault is
attached always inspire fears of easy contagionbézaire fantasies of transmission by
nonvenereal means in public placé® Even though the virus i28 Days Laterand28
Weeks Lateris not sexually transmitted, it bears similaritie#h the AIDS virus,
mainly because of its dehumanising effect. Accagdia Sontag, what makes some
diseases more terrifying than others is not theh hncidence of mortality, but the
dehumanisation that goes hand in hand with thdseenis. Sontag explains that the
hysteria about rabies in nineteenth-century Frames mainly due to the popular
conviction that infection would transform peopldoimmaddened animals, unleashing
their most terrible sexual or blasphemous drivesiil&ly, cholera, in spite of being
less fatal than smallpox, was more feared becatigbeoindignity of its symptoms
consisting in fulminant diarrhoea and vomiting, neding those affected of the horror
of post-mortem decompositidfi* Diseases which disfigure the face are generallemo

feared. Sontag argues that

The most dreaded are those that seem like mutaiions animality [...].
Underlying some of the moral judgments attachedligease are aesthetic
judgments about the beautiful and the ugly, tharcland the unclean, the
familiar and the alien or uncanny. [...] What cauntore than the amount of
disfigurement is that it reflects underlying, omgpichanges, the dissolution of
the persori®

82 35ontaglliness as MetaphoLondon: Penguin Books, 1979), p. 85.

183 5ontag AIDS and Its Metaphor§New York: Farrar, Straus and Giroux, 1988), p.27
184 Sontag AIDS and Its Metaphorpp. 38-39.

185 Sontag AIDS and Its Metaphorpp. 40-41.
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Throughout history, collective calamities such las plague or other epidemics
have been viewed as an inflicted punishment on ranmanity by a higher power.
According to sociologist William A. Rushing, the bimnic plague, for example, was
attributed to various causes: divine punishmerdangiary alignment or poisoning by
Jews'® The origin of an illness in a foreign place, oredio immigrants who are
considered bearers of the disease links the epadémithe idea of an invasion.
Moreover, as far as AIDS was concerned, its Africaigins, its possible transmission
from animals, and its high incidence among the gagnmunity activated a set of
clichés about animality, sexual licence and Bld€k&€onsequently, scapegoating was
based on sexuality, race and individual behaviouf led to condemnations from the
political and religious Right.

There are two types of viral diseases, those whee rapid effects such as
influenza or rabies, and those which act slowlyhsag the degenerative diseases of the
brain. According to Sontag, “Notions of conspiracgnslate well into metaphors of
implacable, insidious, inifinitely patient viruse€® Viruses are considered a very
primitive form of life, but complex in their workin they are capable of transforming
cells, and they are capable of evolving. At theitn@igg of the AIDS epidemic, when
there was still little knowledge about the origihtlee ailment, a number of conspiracy
theories arose. James R. Keller claims that “Ingbeial climate of the early to mid
eighties, it was easier to believe that the clamgesapparatus of the American
government could conceivably manufacture a devagtatrus that had escaped the lab
to create panic among the general populatiéh&ccording to Paula A. Treichler, the
international community saw the rapid spread of 8l the USA as a sign that the
disease was a result of a weapons programme @atjieack for the country’s immoral
aggressive political and economic strategies abrdhd Soviets saw it as a proof of

Western decadencé’

% william A. Rushing,The AIDS Epidemic: Social Epidemic of an InfectiDiseasgSan Francisco:
Westview Press, 1995), p. 139.

87 Sontag AIDS and Its Metaphors. 52.

188 Sontag AIDS and Its Metaphors. 68.

189 James R. Kellely for Vendetta as Cultural Pastiche. A Critical ®gwof the Graphic Novel and Film
(Jefferson: McFarland, 2008), p. 195.

1% paula A. Treichler, ‘AIDS, Homophobia, and BionealiDiscourse: An Epidemic of Signification’, in
AIDS: Cultural Analysis/Cultural Activisined. by Douglas Crimp (MA: MIT Press, 1993), pp-73.
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Whereas anxieties about ailments such as cancelinkesl to the fear of a
polluting environment, the apprehension about indes diseases is linked to the fear
of polluting people. AIDS anxiety results in fedrsurgery, and fear of contaminated
blood or other bodily fluids. As Sontag points out,

Epidemics of particularly dreaded illnesses alwpg@voke an outcry against
leniency or tolerance — now identified as laxitygakness, disorder, corruption:
unhealthiness. Demands are made to subject pemfiiests,’ to isolate the ill

and those suspected of being ill or of transmitilligess, and to erect barriers

against the real or imaginary contamination of ifprers'’

In the preface t&/ for VendettaAlan Moore recalls that at the time of publishimg
graphic novel in Britain “the tabloid press [weiculating the idea of concentration
camps for persons with AIDS*

The discourse around AIDS has evoked an end-ofdwvdnetoric which is
fuelled by a rise in apocalyptic thinking as thdlemnium comes to an end. According
to Sontag, Western society’'s taste for worst-casnarios is linked to the need to
master the fear of something uncontrollable. Shenernsinuates that there might be an
imaginative complicity with disaster, somehow aigefor a clean sweep, a tabula rasa
which would provide a chance to begin agdmThis links the epidemic discourse to
the apocalyptic discourse. Similar to the misstiesling the earth and looming over the
United States during the Cold War, the AIDS epidewas another looming apocalypse
which has been substituted by the terrorist thieatecent years. However, there are
also some real catastrophes such as the Third Welt overpopulation and ecological
disasters/* As Sontag puts it, “Apocalypse is now a long-rmgniserial: not
‘Apocalypse Now’ but ‘Apocalypse From Now On.” Amdgpse has become an event
that is happening and not happening.”

Modern society is aware of the most unthinkable, tevertheless probable
disasters and these events are haunted by theasergiation as an image. According to
Sontag,

There is the event and its image. And there isetrent and its projection. But
as real events often seem to have no more realitgdople than images, so our

"1 Sontag AIDS and Its Metaphors. 80.

172 Alan Moore, ‘Introduction’, inv for Vendettaby Alan Moore (w.) and David Lloyd (a) (New York:
DC Comics, 2005), p. 6.

173 Sontag AIDS and Its Metaphors. 87.

17 Sontag AIDS and Its Metaphorpp. 87-88.

75 bid., pp. 87-88.
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reaction to events in the present seeks confirmatica mental outline, with
appropriate computations, of the event in its migj@, ultimate forn’®

The future-mindedness of the twentieth centuryvadldor some anticipation of how
things may evolve. However, the former vision afelr progress has turned into a
vision of disastet’” Taking into consideration the visual impact ofemwecdisasters,

Sontag’s evaluation of the role of the image imtieh to the event proved foreboding.

2.3 Dystopian Style

Inspite of differences in style due to the factt tie five films in this study bear
the signature of five different directors, there aome aspects which all of these
contemporary dystopian film narratives share, whihbe addressed in more detail in
the close analysis of each single film.

First of all, as the term dystopiadgpos for place) implies, the settings of the
films play an important role. Four of the films aet in London, whereathe Roads
set in an unspecified area in Northern America,ciidould, however, be anywhere in
the Western world. The settings are not simple tpamknds to the unfolding events, but
become almost a character of the narrative and aftquire a symbolic meaning. When
disaster strikes, the environment is affected asmas its inhabitants. Moreover, there
are certain genre conventions requiring the destruof landmarks, which the films
respect to different degrees. However, acting toatance with these conventions or
overcoming them is significant for the films in gtien.

Furthermore, all the film directors use the docnotagy style in order to give the
narrative a realistic edge. Shaky camera movem#émsintroduction of news footage
and of realist lighting all contribute to providitige films with a rough feel which suits
the topics and places them in a reality which istoo far from that of the audience.
However, at the same time distancing effects arednced which add a slight touch of
fantastic to the overall realistic picture. The afhsurrealist, deserted hospital 28
Days Later the twilight atmosphere i88 Weeks Lateror the grey hue that seems to
cover the images ifhe Roadare only a few examples of these techniques whith

be addressed in the single analyses of the films.

176 bid., p. 89.
Y7 bid., p.89.
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Moreover, on an iconographic level, all the filmgoduce well known, historic
imagery in order to heighten the horror of the dg& they portray. These are evident
intertextual references to the Holocaust, but al®ual allusions to more recent
atrocities. These images, which are part of a comimstorical background, trigger
conscious or subconscious associations in the viewe can be seen as a visual short
cut that serves to increase the horrific experience

Similarly, the introduction of paintings, musicdaather works of art in some of
the films creates intertextual references for aariotellectual audience. In addition to
these references which add more layers to the tiecepf the film, the presence of
static works of art such as painting or sculptarenovie narratives portraying worlds in
which culture has lost its significance allow fatdresting considerations about the role
of art in general. The works of art @hildren of MenandV for Vendettaare allusions
to lost civilisations, lost happiness and a longagavay of life, but also reminders of

what great civilisations can achieve.

2.4 Film Analyses

2.4.1Children of Men

2.4.1.1 Synopsis
Children of Meh’®is set in Great Britain in 2027 and explores thelications

of a twenty-year long world-wide infertility on @dety robbed of its future. The result
is the collapse of society, social unrest and vioée Britain is one of the few countries
with a working government and attracts a great remd asylum seekers who are,
however, kept in inhuman conditions in refugee camp

Theo Faron, the male protagonist, who is relatedNigel, a government
minister, is kidnapped by the Fishes, an undergitarganisation fighting for the rights
of immigrants. The terrorist group ask him to uss fovernment connections to
organise transit papers for Kee, a young refugdan] Theo’s ex-wife and the head of
the Fishes, is the initiator of the expedition. Dair way towards the coast, the group

178 Children of Mendir. by Alfonso Cuarén (Universal Studios, 2006)
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consisting of Julian, Theo, Kee, Luke (a membehefFishes and the driver of the car)
and Miriam, a former midwife, are ambushed andaduls fatally killed.

The remaining members of the group manage to flekraach a safe house
where Theo finds out about Kee’s pregnancy. Moredwe also realises that the Fishes
themselves were responsible for Julian’s deathalme of differing strategies within the
group concerning Kee’s pregnancy. Whereas Juliantedato hand over Kee to the
‘Human Project,” an organisation carrying out reskan infertility, the majority of the
Fishes wanted to use Kee’s pregnancy for polipcaposes. Theo flees the organisation
with Miriam and Kee, finding shelter at a friengi$ace in the woods. Jasper Palmer,
Theo’s friend, who lives secluded in the woods whik catatonic wife, arranges a
meeting with Syd, who is a camp guard at the redugmp in Bexhill and is willing to
smuggle Theo, Kee and Miriam inside. From therg th@pe to reach the “Tomorrow,’
the ship of the ‘Human Project’ which is expectedatrive offshore from the Bexhill
refugee camp.

Jasper is eventually killed by the Fishes who aokihg for Theo and the two
women. As they approach the camp as fake prisol&ss,has her first contractions.
Miriam tries to distract the guards and is takemaw heo and Kee manage to enter the
refugee camp which is overcrowded and whose camditare appallingly chaotic and
violent. Theo and Kee meet Maruchka who gives tkasiter in a shabby room where
Kee gives birth to a baby girl. The following margi the two protagonists and the
newborn baby, have to run from Syd, who wants taditaem over to the police, and
The Fishes who, looking for Kee, initiate riotsidesthe camp. Whereas they manage to
fight off Syd, Kee is captured by the Fishes am@mato an apartment building which is
heavily under fire by both the army and the insntgeTheo is injured, but manages to
escape together with Kee and the baby. Maruchlds l#gem to a boat and Theo rows
out into the sea where Theo dies of his injurideigeseeing the ‘Tomorrow’ approach
through thick fog.

2.4.1.2 Analysis
As with most dystopian fiction, more than a depictiof a future world,

Children of Menfunctions as a mirror of contemporary society,oenment about the

state of things. It thus stands in the traditiorgfat works of art, which go back as far
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as Plato’sRepublic to include other works such as Thomas Molétspia or Jonathan
Swift's Gulliver's Travels More recent dystopian fictional works, for exampl
Margaret Atwood’sThe Handmaid’s Tal€1985) and George OrwelliSineteen Eighty-
Four (1949), respectively adapted by Volker Schléndorf1990 and by Michael
Radford in 1984, anticipate some of the topics thédrm the film Children of Men
including female infertility due to pollution, gorrement propaganda and state control.
Alfonso Cuaron, in the tradition of dystopian asjsvants to “explore the things

that are shaping the perspective of th& 2antury*”

which required some changes
from the novel that the film is loosely based am.cbntrast to the above mentioned
works and to P.D. James$he Children of Mer§1992), the British government depicted
in the film is not a totalitarian one. Britain i8lisa democratic state, but as the director
points out, “Being a democracy doesn’t mean peapéechoosing the right thing or
what is just.” He is critical of the twenty-firsentury’s blind faith in democracy and
wants his work to explicitly portray a tyranny disged as democracy, in which
democracy has become a mere ‘“instrument to justifgystem** In Cuarons’s
documentary The Possibility of Hop&'®! in which different scholars explore the
themes ofChildren of Men Naomi Klein mentions the risks of any sort of pito
including democracy. According to the Canadian-gldbalisation activist, people fall
in love with a seemingly perfect set of rules, they hate everything that interferes
with this perfect system. The danger of utopiahat they cannot coexist with contrary
ideas!®

Other contemporary issu&hildren of Menaddresses, and are explored in their
contemporary relevance by different scholars inabeve mentioned documentary, are
pollution, infertility, immigration and terrorisn©ur present-day society struggles with
the effects of global warming and desperately ttee§ind ways to reduce its impact.

According to the philosopher and economist JohnyGitee climate change cannot be

79 Annie Wagner, ‘Politics, Bible Stories, and Hopex Interview withChildren of MerDirector
Alfonso Cuaron’,The Stranger28 December 2006
<http://www.thestranger.com/seattle/Content?0id3628- [accessed 28 January 2012]

180 v/oynar, Kim, ‘Interview: Children of Men Directaklfonso Cuaron’ Cinematical 26 December 2006
<http://cinematical.com/2006/12/25/interview-chédrofmen-director-alfonso-cuarenfaccessed 27
January 2012]

181The Possibility of Hope’, irChildren of Mendir. by Alfonso Cuarén (Universal Studios, 2006) [0
DVD]

182 Naomi Klein, ‘The Possibility of Hope’ [on DVD]
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reversed: we can only prevent it from acceleratffi@o far humanity seems to be more
concerned with overpopulation than with infertijityut Western countries appear to
experience a steadily decreasing birth rate, whirchddition to socio-economic reasons
may also be traced back to environmental factarsh s an increasing exposure to
chemicals. The Slovenian philosopher and culturidiccSlavoj Zizek sees infertility
figuratively as a result of global capitalism aeaf. There is no meaningful experience
of reality in our world, Zizek believes, in thatetle is a lack of cultural and linguistic

roots®*

According to the human geographer Fabrizio Evar diie last thirty years,
migration has taken on global dimensions, and liticome uncontrollable, unless the
political and economic reasons for it are elimiddf® Saskia Sassen, a sociologist of
human migration, predicts an increase in enviroriaigndriven migration due to
global warming:®® This will result in the creation of new frontiersf what Naomi
Klein calls ‘green zones’ which will delimit theess for those who have technology
and infrastructures from the poor, chaotic areabowit the basic facilities. This results
in an inequality, mainly of opportunity, which hasaused and still causes violent
reactions all over the world. Tzvetan Todorov ekdathat the new contact of
populations is dominated by two major passions lae a result of this inequality:
humiliations experienced by the powerless andligahose in power. Fear is as much a
source of violence as is humiliation, and may regulan acceptance of torture and
make people accustomed to transgressing the roleseming normal ways of living
together'®’

The society the film depicts is the result of ursiied past events that have
caused many governments worldwide to collapse hed population to migrate. A
government-sponsored TV advertisement makes it élem the very beginning of the
film: “The world has collapsed, only Britain soldseon.” Britain is one of the few
countries that still has a working governmentakesysand tries to come to terms with
the huge number of immigrants seeking refuge inctiwntry. The dominant society in
Children of Menputs into practice what Naomi Klein calls the ti@aof green zones.

Although London appears to be a rather grim cihd due to frequent terrorist attacks

183 John Gray, ‘The Possibility of Hope’ [on DVD]

184 Slavoj Zizek, ‘The Possibility of Hope’ [on DVD]

185 Fabrizio Eva, ‘The Possibility of Hope’ [on DVD]

18 saskia Sassen, ‘The Possibility of Hope’ [on DVD]
187 Tzvetan Todorov, ‘The Possibility of Hope’ [on DYD
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not exactly a save haven, the difference betweetsBrcitizens and immigrants are
evident. All foreigners are outlaws and thus, aspém states, “hunted down like
cockroaches” and kept in cages along the strei&ts,ahimals. Despite the fact that
British citizens have to carry around their IDsarder to get access to certain areas,
they seem to have all the commodities necessalgath a comfortable life. However,
there is also a smaller number of people who liveaal prosperity. Theo’'s short
excursion into the gated government district githess viewer insight into a three-tier
class system, which sees the political élite aed flamilies at the top of the hierarchy,
living a life of luxury. Nigel, Theo's cousin, owrs collection of the most famous
works of art, including MichelangeloBavid (an allusion to the unarmed hero fighting
a giant, in this case a despotic system) and Risasduernica (foreshadowing the
government bombing of Bexhill and referring to tteve paintings at the end of the
film). The film portrays a world in which there anew borders within a country with
areas destined to first class and second clagsm#tiand areas dedicated to outlaws.
The frequent panoramic shots of landscapes andcaipes indicate to what
extent humanity has laid violent hands on natureudjhout the years. Although at first
glance the stretches of green British countrysidestll recognisable, with a closer look
we can see how nature has been violated: burnt edevey the road, foamy sewage
coming out from the ground, smoke everywhere amta@s mutilated in order to fit the
machinery. Even the wood, where Jasper’s hous@stand which seems an oasis of
peace and nature, is covered with withered foltagé reminds us of the waste land the
film represents. Although the film never explicitistates what the reasons for
worldwide infertility are, the insistence on a podd environment suggests that nature
is fighting back by preventing humanity, the mdseatening species, from procreating.
Reminiscent oNineteen Eighty-Fours the subtle violence that can be seen in
the government’s manipulation of its citizens, whis exemplified by the huge number
of TV screens throughout the film. The populatisrcontinuously bombarded with, and
mislead by, state propaganda, which on the one lamdases fear of immigrants and
evokes hatred, and on the other tries to hidetriteisies behind euphemisms, which are
indicative of the use of Newspeak in Orwell's noveébr example, the use of the term
‘Quietus’ for a suicidal drug distributed by thevgonment is rather misleading, but a

more striking instance is the recording that gredis captured immigrants when
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entering the refuge camp: “Britain supports you agmmdvides you shelter. Do not
support terrorists.” The visual translation of whia government considers support and
shelter can be seen in a subsequent shot, whidlaligss the hell of Bexhill. What is
more, the government even resorts to violent measagainst its own citizens in order
to create a climate of fear and hatred. Thus, #&bleonvince the population of the
necessity for a strong surveillance system, ittBmndividual rights in the name of
safety.

This dehumanised fascist world is best presente8yay the immigration cop,
who wants to be addressed as ‘fascist pig.” He ydvepeaks about himself in the third
person and does not care about what is going onsta opportunist without a real
identity. His uniform is his only identity, but l® quick to change into a different one if
the circumstances require it: when the uprisingtsthe appears in Middle Eastern
clothes in order to better mingle with the rebeld Aence to be able to trade Theo, Kee
and her baby.

However, the biggest form of dystopian violence t&nseen in the way the
dominant society treats the immigrants. Whereaalsi run freely, humans are kept in
cages. The director resorts to the use of imagesmimon historic memory in order to
portray the dehumanising totalitarian systemGdiildren of Menand to provide the
viewers with what ZiZek calls “a meaningful histoeixperience®® According to Sarah
Schwartzman, this “draw[s] the viewers out of thiedividual viewership and into a
collective, historical recognition of structurajustices.*® In the first part of the film,
Theo and the viewer are witnesses of a scene, ichvehbuilding is forcefully liberated
from its inhabitants. Suitcases and other objetsbaing thrown out of the windows,
and the inhabitants are guarded on the street byilijearmed policemen. This scene
strongly recalls the destruction of the Warsaw @hby the Nazis. It is only one of
many references to the Holocaust, which includekolaniforms, the German shepherd
dogs, the humiliating attitude of the immigratioaps, the procedures the captured
immigrants have to endure when entering the canmeihill, or the pile of suitcases

and clothes near the entrance of the camp. Howentlier aspects of prisoner

188 Slavoj Zizek, Children of MenComments by Slavoj Zizek’, iBhildren of Mendir. by Alfonso
Cuaron (Universal Studios, 2006) [on DVD]
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humiliation recall recent atrocities committed bwte authorities or their officials in
prisons, such as Guantanamo or Abu Ghraib, as<eonple the kneeling prisoners with
their covered faces in cube-like cages, or the hated naked prisoners being barked at
by ferocious dogs.

The response to all these forms of violence iotesm. With Julian’s murder
the initially peaceful strategy of the Fishes chlemglrastically. Part of the terrorist
group has always been sceptical about non-violesistance and has opted for the
violent elimination of its leader. The individuah$1to be sacrificed for a greater aim,
which for the majority of the Fishes is that oftfiopng for equal rights and dignity for
everyone by shedding blood. The ambush scene whitlve discussed in detail in a
subsequent chapter (see 3.2) represents the tysoingin the tragic course of events.
As in Shakespeare’s tragedies, the tragic eveintnsduced by a playful scene, in this
case Julian and Theo playing with a ping pong ipaftont of the rather disgusted but
also amused girl. This provides the spectator widme comic relief before the fatal
event occurs. Julian, the head of the initiativevisntually killed by her own people and
the responsibility passes on to the rather reluctaeo. This individual act of violence
is orchestrated by the Fishes to eliminate an menient leader. The assassination
gives way to a new strategy, which includes theialation of all of those who stand in
the way of their cause, resulting in a violent sjg against the government. As with
all terrorist groups, they see themselves as gsldas a guerrilla fighting an army. As
with all institutionalised forces, they need a swintio put on their flag” to convince
their followers: this is represented by Kee’s baby.

Cuaron’s film respects the tradition of dystopiaratives also from a stylistic
point of view. As a genre, dystopian films are itiadally speaking science fiction.
However,Children of Menhas a predominantly present-day look and thus asipés
the relevance of the content for our time. Its doentary style with its long shots and
few cuts, ugly locations, a shabby, dusty, grimkloas well as the anonymous,
contemporary rather than futuristic looking clothiallow the viewer to recognise the

1% movie. However,

present in the future. The aim was to create ati-BladeRunne
there is accuracy in the details, mainly in the afseewspapers from 2027 or the recent

past (from the film’s point of view) with plausibleeadlines, and there is some minor

190 Eyturistic design’, inChildren of Mendir. by Alfonso Cuarén (Universal Studios, 2006 [DVD]
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inventiveness in the design of some items, suotees computer screens or computer
games, to give the film a slightly futuristic toudfhe overall impression is nevertheless
that of a future world that has stopped progressimg world without prospective heirs,
there is no need for maintenance or even techd@atlopment.

The filming style largely contributes to the genefeeling of a violent
environment. Mainly the action scenes, predomiastiot in long takes, allow the
director to focus on the background and to creatdydghm which recalls that of
documentary films. Some scenes appear to be filmed-held and recall the quality of
live reports from war zones. At a certain pointewhrheo has to run away from Patric,
a member of the Fishes, blood ends up on the caemsaand stays there until the end
of the sequence. All these aspects add a redlstah to the whole film and heighten its
violent impact.

In addition to that, referencing reality is a madben to create a strong link
between present and future. As Schwartzman ap#grebs in her articleChildren of
Menand a Plural Messianism,” the director “deliberateses haunting iconic images to
tap into the viewers’ collective memory, in order make ‘real’ this apocalyptic
dystopia.*®* The film is full of references from media imaghatthave become part of
the human consciousness. As Cuaron explains, tbecise was not only to transcend
reality, but also cross-reference within the filmthe spiritual themes of the filmi*
For instance, his way of using well known worksadf and their symbolic significance
enable him to create certain associations and &xfp@ts in the viewer.

Moreover, the insistence on long takes is meairtidblight the importance of
the background, in order “not to favour characteercenvironment**® According to
Zizek, the true focus of the film is the backgroufitle individual hero can be seen as a
prison through which one views the background nsbarply*** In a dystopian work of
art the environment and its dynamics are as impbda the individual character. The
very few close-ups, such as the insistence on tbh&agonist's feet or his drinking

problem, tend to emphasise some symbolic aspetht® aharacter.
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2.4.2The Road

2.4.2.1 Synopsis
The Roalf” is set in the near future and represents a pastadyptic world: the

product of a non-specified cataclysm which coulddither man-made or naturally
induced. Both the film, and the homonymous CormarChtthy novel on which it is
based, describe the struggle for survival of a naaa his son in this hostile
environment.

Father and son are walking South with a shoppiatietr containing all their
belongings, hoping to find better conditions nder toast. During their journey they
have to fight against the climate, hide from gaafyjsannibals, and constantly look for
food and shelter, trying to keep their inner fingriong. Cannibalism is their greatest
fear and a gun with two bullets is the only weaplogy possess and which they are
willing to use when caught by cannibals.

Flashbacks and dream sequences give insight imio tamily life prior the
cataclysm and during the first years of the cabaste until the boy’s mother, unable to
continue a life of suffering, decides to commitcsde.

On the road, the father has to kill a man in otdeprotect his son and remains
with only one bullet. When looking for food, fathemd son enter a house inhabited by a
gang of cannibals who keep human beings as lifesto¢he cellar. They risk being
caught and the man almost shoots his son, but @signthey manage to escape. At a
certain point during their journey they find an enground shelter filled with all the
commodities of a long-past life which allows themrecharge their batteries. It is a
short glimpse of paradise, with plenty of food amater. However, they consider it is
too dangerous to stay there for long.

Along the road, they also meet an old, blind mahe Doy is desperate for
human contact and convinces the rather reluctéhérfdo start talking to the man and
share some food with him before parting again. Wihety finally arrive at the coast,
they are robbed of their belongings. The man filgsthief and humiliates him in front
of the boy, asking him to strip naked and leaveirzkleverything he has. The boy is

shocked by his father’s cruelty and wonders whethey are still the good guys. In a

%5 The Roaddir. by John Hillcoat (Dimension Films and 2929 drctions, 2009)
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town, the protagonist is attacked and injured byaaow. He fights back with a flare
and fatally injures the attacker who has been gidmone of the buildings with his
wife.

They go back to the coast. The man’s state of Inelgteriorates. Before dying
he reminds his son to keep alive the inner fireptimer words, what makes a person
human. After the father’s death, the boy decidesust a family with two children and

a dog and joins them in their struggle for survival

2.4.2.2 Analysis
As in most dystopian narratives, there are refexgnc contemporary social and

political issues on a thematic level: the prospedtglimate refugees due to global
warming and its resulting natural catastrophes, fé@@ of terrorism or nuclear war
destroying civilisation and concerns over possiilertages of food, fuel and energy
sources. On a visual level, the world depictedhe film — with its references to a
civilisation familiar to that of the audience —si#ll recognisable, but unlike many other
more mainstream dystopian narratives, a futuristeament is absent. Moreover, the
director consciously evades the representation el-kmown American landmarks in
his creation of urban decay. Despite the use of featage of the aftermath of
catastrophes such as hurricane Katrina or the kattacthe Twin Towers, and the
introduction of recognisable consumer items — aafazoke or tinned food placing the
narrative in a Western context — the story coukktplace anywhere. Society has
collapsed and so have its pillars. From the begmnthe viewer realises that most
things that have survived the cataclysm, such bgbles or buildings, are achievements
of the past which are of little use in the pressiiation. There is little fuel left, no
electricity and, most importantly, no food. Eventura, which, according to John
Hillcoat, the director of the film, is one of thearacters of the film, seems to have been
overpowered and left at the mercy of primordiakcés such as earthquakes, torrential
rain, fire and cold temperatures, all reminiscdrthe biblical Apocalypse. The frequent
long takes of the darkened sky and the desertatst¢apes, with only the two lonely
travellers on their road, represent the insignifeeand impotence of humanity faced
with the threat and ascendancy of nature.
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The dystopian atmosphere is interrupted by flaskdbaé past happiness in the
form of dreams. In addition to their significance sminders of the protagonist’s
approaching death (“when you dream about bad thiaggening, it shows you're still
fighting. You're still alive. It's when you starbtdream about good things that you
should start to worry*®), the dream sequences function as further remsnofea long-
gone utopian world characterised by warmth, cobma music. The female in its ideal
form, with its connotations of sunshine and festjliis only present in these dream
sequences, before reappearing in a somehow ldgagiand enfeebled way at the end
of the film, as mother and daughter of the boytsiffel foster family.

An integral part of the vision of lost utopia isnveyed by the choice of music
in the film. The intra-diegetic piano music is ajwalinked to recollections of the
female figure as lover, wife and mother. One of ghetagonist’s erotic memories starts
with the couple at a concert of classical musidet,athe woman’s sad notes on the
piano before giving birth to their child anticipatee suffering of the delivery, but also
the tribulations the child will have to endure. Tigh scene enacts God’s punishment
of humankind after the fall of man (“I will make yopains in childbearing very severe;
with painful labour you will give birth to childred®") and foreshadows the afflictions
of a life far from Eden. Not only is music assoedwith the female, but the piano is
portrayed as a symbol of art and civilisation. Qineam shows the man playing the
piano with his wife, followed by a flashback in whihe is forced to destroy the piano
for fuel. Survival has predominance over art. Befdrscovering the bunker with the
food, an apparent hidden oasis from the hell oatdide man finds a piano inside the
house and plays a few notes which bring him toste&gain, the piano triggers
memories of his past life with his wife before tteastrophe.

The choice of the extra-diegetic music underlinkes tontrast between the
utopian and dystopian worlds portrayed. Hillcoagads about two major modes: the
first employed to create suspense in a representafi the pervading fear of the raw
primitivism (including cannibalism), and the otherore delicate, according to the

director “something between folk and classical,of ¢f Bach and other classical

1% The Road
197 Genesis 3:16.
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198 refers to the end of the world that the man lefiibd. The delicacy is linked

music,
to loss and the beauty of the past, a tinge of mohlaly related to the loss as part of the
internal process. The music becomes a remindehefworld as we know it and a
cinematic means to the expression of the inteifeabf the charactel®®

Another reminder of civilisation and the past is tbath. Bathing scenes
punctuate crucial moments throughout the film, @enéimg the few moments of
happiness. In the first part of the film, fatherdason take a freezing bath under a
waterfall. It provides one of the rare moments ihich the boy sees colours in the
otherwise bleak surroundings. Before the mothauiside, she bathes the boy for the
last time, mirroring the bathing scene in the bunideich highlights the father’s role as
nurturer of the boy. The warm bath in the bunkeres luxury: hair cutting and beard
trimming become signifiers for civilisation as deetwhiskey, cigarettes and canned
food. They are symbols of a different world, as than aptly observes: “You think |
come from another world, don’t you#?® According to Hillcoat, the cleansing process is
important inasmuch as it enables the charactersvash away all the filth and the

history of the struggle they are carrying with th&tt

2.4.3V for Vendetta

2.4.3.1 Synopsis

V for Vendett&? is set in Great Britain in a not too distant fetulfter years of

civil wars and environmental damage, the Norsdfiagty wins the elections and the
leader of this fascist party, Adam Sutler imposisstdtalitarian rule on the population.
Thus, Great Britain becomes a police state in wimghorities such as homosexuals,
Muslims and immigrants are persecuted. The populas kept under control by the
secret police and manipulated by the state-coettathedia. There is peace, but at the

expense of civil rights.

198 John Hillcoat, ‘Audio Commentary by Director JoHillcoat’ in The Roaddir. by John Hillcoat
(Dimension Films and 2929 Productions, 2009) [olD)V

199 Hillcoat, ‘Audio Commentary’ [on DVD]

*%The Road

21 The Road

292y for Vendettadir. by James McTeigue (Warner Bros, 2006)
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The whole system is attacked by V, an anarchiguibed as Guy Fawkes. V is
the result of bio-medical experiments which theimeg carried out on political
dissidents and other unwanted people at the Larkdullity, a detention centre. His
mission is both personal and political. He wantdalke revenge on his torturers and
wake up the population from its passive acceptahtiee regime.

V meets Evey, a young woman who works at the Sriffelevision Network,
the evening before Guy Fawkes Night. He rescuedrber the Fingermen, the secret
police, who threaten to rape and arrest her forespecting the curfew. He takes her on
top of a roof to assist in the spectacle he haarosgd for midnight, namely blowing up
the OId Bailey, the symbol of justice, to the musicTchaikovsky's 1812 Ouverture.
The regime tries to conceal its vulnerability byicling that the destruction of the
building was a controlled demolition, but V, afteaking over Jordan Tower, the
headquarters of BTN, exposes it as a lie. Moredweinvites the population to join him
on 5 November the following year in order to assisihe demolition of the Houses of
Parliament. Evey helps V to escape and thus becamascomplice of the terrorist.

V takes Evey to the Shadow Gallery, his hidingcplaomewhere underground.
The vaults are filled with works of art, both highd low brow, taken, or in V's terms
‘reclaimed,” from the Ministry of Objectionable Matal. V wants Evey to stay there in
hiding, but when she finds out that V is behind tingrder of Lewis Prothero, a famous
TV presenter and former commander at the Larkrakility, she takes the first
opportunity to flee. She promises to help V witle tmurder of Bishop Lilliman, a
paedophile and another of V's acquaintances frorkHith, but instead tries to warn the
bishop and runs off to Gordon Dietrich, her supeaioBTN.

Gordon is a famous talk show host who owns a tireasf forbidden works of
art and books, among others a Quran. He is a homalkdut cannot be open about his
sexual orientation due to the regime’s restricpaditics. After Gordon publicly mocks
the regime in his show, he is arrested by the $&akce and eventually executed.

Evey is taken to prison as well. She is interredatbout V and his location, she
is tortured and suffers all kinds of atrocities.lYDa letter written on toilet paper by
Valerie Page, a lesbian and former internee, dgneeshe strength to stay true to herself.
Valerie’s autobiography, mostly told in flashbacgs/es insight into the rise to power

of the Norsefire regime and the persecution of hsewoals. Eventually, Evey is
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released because of her resolution not to give awmgyinformation about V, and her
willingness to face death. She finds out that hgsrisonment was only staged by V in
order to help her overcome her fears. Her initiatehis finally transformed into a
cathartic understanding of the necessity of V'sddés/ey is now a different person and
decides to leave V’'s Shadow Gallery, but with thenmse to come back for Guy
Fawkes Night.

In the meanwhile, the investigations of Inspeckdnch bring to light the
regime’s involvement in a bio-medical attack thastcthe lives of about 80,000 people
and helped the government to win the elections.

V becomes increasingly popular and his actiongteshthe population’s support
for the Norsefire regime. By distributing Guy Fawkmasks to every household, he
prepares the population for the great event on %ehider. On the eve of the great day,
Evey meets V who shows her a train loaded with @sipes, ready to blow up
Parliament. He decides that it is up to Evey whetbecomplete his plan or not. V
leaves in order to meet Creedy, the head of thgefimen, who has decided to hand
over Sutler in exchange for V’s surrender, hopmgeize power. Creedy Kkills Sutler in
front of V, but V does not surrender and is shotesal times by Creedy’s men.
However, V manages to kill Creedy and his men anctach Evey who is waiting for
him near the train with the explosives. V dies ar Arms after professing his love to
her.

Evey places V’s body on the train, thus gettingdsefor his ‘Viking funeral.’
Inspector Finch reaches her, but does not prevemtrom sending the explosives. He
knows too much about the crimes of the regime amderstands this terrorist act.
Meanwhile, outside the Parliament, the populatibbhandon disguised as Guy Fawkes
approaches Parliament. The army, now without aeleaince all government officials
are dead, do not know what to do and simply wakeh eéxplosion of the Houses of

Parliament.

2.4.3.2 Analysis
As with most dystopian filmsy for Vendettaaddresses issues important to the

time of its making, and thus, takes from its souteet what is meaningful for the

audience of the twenty-first century.
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After the 9/11 terrorist attacks and the subsequmemhbings in Madrid and
London, the fear of terrorism has become a maguesand has had a deep impact on
the policies of most Western countries, resultimgncreased security measures, which
have progressively limited civil liberties. Goverant intrusion, surveillance and the
loss of civil liberties are justified in the namérational security. It is mainly the fear
of the population, its xenophobia in particulamttenables governments to undermine
some of the pillars of democratic society. In ooreisty, as well as in Sutler’s England,
the media play an important part in the creatiorscdpegoats, and in fuelling fear
within the population.

The homonymous graphic novel the film is based amn,the other hand, is
informed by the Thatcher era and its conservatolgigs on AIDS, homosexuality and
the introduction of a wide-spread surveillance eystin order to tackle crime.
According to James R. Keller,

Moore and Lloyd’s graphic novel was partially insgl by protests over CCTV,
a video surveillance system installed in publicaaréhroughout Britain in the
1980s, forming the most extensive network of papsilaveillance in the world,
and while the crime rate has decreased as a dhis scrutiny, many believe
that it constitutes an infringement on the popalas right to privacy”®

Although the social climate around AIDS and homasdity has slightly improved in
recent years, the introduction of CCTV in publi@sp has increased in recent years
because of the terrorist threat. Thus, issues aateat the time of the novel’'s making
are still prominent nowadays.

All these contemporary concerns play a pivotal nolhe world the film creates.
V for Vendettas England is a police state. According to Willidbn Perude, a police
state “dominates through fear by surveillance,uison of group meetings, control of
news media, beatings, torture, false and masstgrfatse charges and rumors, show
trial killings, summary executions, and capital jstiment.** Sutler’s state apparatus
employs all these measures in order to controptpilation.

However, the regime, as it is presented in the, fdieo uses strategies important
to Western democracies, namely the media, to cmladelits power. Exploitation and

manipulation of the media with a control of bothrd® and images are central to the

D3 Keller, p. 52.
204 \illiam D. PerudeTerrorism and the State: A Critique of Dominatibmaugh Fear(Westport:
Praeger, 1989), p.42.
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regime’s scheme of creating a heightened stat@mfeaension. Disinformation is vital
in order to keep the population frightened. Thas, news continuously emphasises the
threat that comes from who is different.\Irfor Vendetts England, there is “Strength
through Unity, Unity through Faith.” Therefore, igibus, sexual and political
uniformity are fundamental in defending the courfigm the threats of civil unrest,
disease and anarchy, which have destroyed coursuiels as the United States. The
regime presents itself as an advocate for the ysafiethe population, demonstrating
strength and inspiring awe and fear, in order &y 8t power. Therefore, censorship and
propaganda are necessary in order to manipulateoindation. The government cannot
allow the media to tell the truth about V’'s sucéelsattacks on the system. According
to Keller, this attitude is reminiscent of the feangering of American and British

media. He explains,

The preponderance of bad news may be a satire efiéam and British media
and culture, through which the population are ctowied to fear all the wrong
things. This practice detracts from the real trgeatd problems in their lives
whose solutions could prove inconvenient or unpabfe to political or
financial establishment§>

In addition to this, the film also deals with therformativity of terrorism. As
Michael Stohl argues in his article “Demystifiyifigerrorism,” “political terrorism is
theatre” with “the world” as “its stagé®® In other words, a terrorist act needs a huge
audience. The more news coverage it gets the béttéhneir terrorist activities at the
beginning of the twenty-first century, terroristogps such as Al Quaeda chose their
targets according to their symbolic value and theslian impact they would achieve. V
also aims for a huge media hype and consequently {he regime in a difficult
position. On the one hand, the regime needs toaaieong and invulnerable, on the
other it also needs to create a bogeyman imagefiMtsattack on the Old Bailey, a
visually and acoustically well crafted prelude tes lsubsequent TV broadcast, is
reported as a planned destruction of an old buglelith the fireworks as a surprise treat
for the population. In order to avoid granting teerorist media hype, the first reaction
of the regime is to give the terrorist no publicityall. Consequently, V needs to move a

step further and take hold of Jordan Tower, théonat broadcasting building, in order

S Keller, p. 71.

2% Michael Stohl, ‘Demystifying Terrorism: The Mytlasd Realities of Contemporary Political
Terrorism’, inThe Politics of Terrorismed. by Michael Stohl (New York: Marcel Dekker, 889, pp.1-
27 (p- 1).
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to directly address the population, a populatiat th, similar to contemporary society,
glued to the television all day. In this way, Vailsle to enter all the English homes and
public spaces and deliver his message to a vasbewai people. This time the regime
cannot conceal the terrorist act, but uses the tefgnits scapegoating strategies,
depicting V as pure evil and as a threat to thelgvBociety.

Performativity and theatricality is what inform mas V's acts. His Larkhill
experience has forced him behind a mask. But nbt isnhe an actor, he is also a
conductor, an artist and a dramaturge. His majoorist acts are thoroughly composed
like a piece of music, his dominoes are perfecthcgd to represent a circumscribed
‘V,” his red and black signature logo, and finalllge staging of Evey’s imprisonment is
perfectly executed. All in all, his terrorist agtivis a complete work of art, with all the
details taken care of and the red roses repregehis signature, symbolizing both
death and love (black and red like his dominoé&s, tis l0ogo).

Respecting the tradition of many dystopian narestjvin order to increase the
addressees’ dislike of the regime, the film introglki several similarities with the
German Nazi regime. Primarily, the way the Norgefiarty and Sutler seized power
can be compared to Hitler's rise to power in Geryndn both cases a fascist party
restores order after a period of civil unrest ameeg the population the illusion of
security. The fact that the leader of the counsrycalled ‘Chancellor, his way of
addressing the population, his attitude, his na@uglér,” which, according to Keller, “is
a synthesis of Susan (the name of the high ChamdellMoore and Lloyd’s graphic
novel) and Hitler,®*” all recall the German dictator. In addition tosthinany of the
regime’s strategies to terrorise the populationrarainiscent of the Nazi regime, but
also many South American dictatorships. Similath® Gestapo, Creedy’s Fingermen
irrupt into homes in the middle of the night. Théyrture prisoners to extract
information and, as in South America, some of thdisappear without a trace as
happened to Evey’s parents. To her it was “asaséhblack bags erased them from the
face of the world®® Unwanted people such as political dissidents, e@xaals or
anyone considered a danger to the national secenity up in concentration camps
where doctors such as Delia Surridge carry outnsifiie experiments, comparable to
Josef Mengele in Nazi Germany.

27 Keller, p. 56.
208\/ for Vendetta
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Similar to other films in this study/ for Vendettantroduces visual shortcuts in
order to heighten the horrific experience of thdiance. Primarily, the Norsefire colour
scheme with its flag picturing a red double crossadlack ground is evidently inspired
by the Nazi Svastica. The black uniforms of thedgst and their marching style, as
well as Prothero’s attitude and uniform in Larkinécall the German SS. The references
to the Holocaust are most evident in the framegplaying the disposal of naked,
bruised, haggard corpses in mass graves. Moretheeryhite tiled rooms in which the
prisoners are shaved and examined recall the sboused for gassing the Jews.
However, there are also some contemporary pictaefalences. The use of black hoods
to capture prisoners and their orange prison gaebsind the audience of recent
atrocities committed by democratic countries in tieme of national security and
consciously violating international treaty. Thesimtment camp of Guantanamo Bay and
the Abu Ghraib prison scandal with the images ohiliated nude and hooded prisoners
come to mind.

In addition to the above mentioned issues, illressnetaphor is present in the
film. V, the protagonist of the film, is the resolt medical experiments gone wrong. As
an internee in Larkhill, V becomes a victim of #eriments, but does not die like his
fellow prisoners. He develops heightened abiliaes manages to flee the same night
the structure is destroyed by a fire. AccordindKtdler, there are similarities between
the Larkhill virus and the AIDS virus. The Larkhiirus caused immune system
pathologies that are usually linked to blood diseakhe patients presented various
symptoms such as an abnormal development of kiesisthand reflexes, or skin
leasons. The virus seems to Kill rapidly and carygpss from infection to death in a
matter of hours. Unlike AIDS, however, it is anb@ime pathogeff’

The fact that the Larkhill experiments served it and military purposes
evokes contemporary fears about biological temoria the wake of 9/11 and the
London tube bombings. IV for Vendetts England, the Norsefire party secretly
orchestrated bio-terrorist attacks upon a schooljater treatment plant and a tube
station, which resulted in the death of 80,000 peoand led to the definite rise to
power of Sutler and his associates. Scaremongeaimd) false accusations prove
effective in helping totalitarian authorities taoh their goals.

2 Keller, p. 198.
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The virus metaphor can also be viewed on anothvet.|8/ does not only stand
for vengeance but also for virus. His campaignoighipersonal and political. According
to Keller, “V is the personification of a virus thascaped the lab to plague its
inventors.®® V's vengeance is a vendetta against the statehwHiécputs into action
after a lengthy incubation period. The Englishestean be seen as a highly efficient
organism consisting of different body parts: Sutlsrits brain, Heyer, who is
responsible for the video surveillance, is the Ey®, Etheridge, monitoring audio
activity, is the Ear, the investigator Mr Finchtlie Nose, Dascomb, responsible for the
circulation of official (dis)information represerttse Voice and Mr Creedy, responsible
for the elimination of the disruptive elementshs fFinger. V, on the other hand, is the
virus infecting the body. Similar to the incubatigreriod of HIV which from
seropositive becomes symptomatic, V’'s revenge taMssut ten years to become
effective. He starts as a single avenger, but tinesvof revolution and anarchy
proliferates. According to Keller, “The replicatiaf V the virus is literalized in the
proliferation of masks, specifically Guy Fawkes k=& There is another parallel
with HIV. The masks obscuring the identities of fditical dissidents correspond to
the disguising strategies of H&/? As Keller puts it, “HIV’s ability to disguise ittfeis
embodied literally in \’s propensity for masquerdd€

In this sense, it is interesting to see how theknmagented by David Lloyd has
become a symbol of protest in contemporary soci€he mask demonstrates how
dystopian works of art not only reflect social goalitical issues of the time of their
creation, but how certain key aspects take oneadiftheir own. They are developed
further and adjusted to the needs of a time fanftbeir original creation. This is not
limited to the Guy Fawkes mask taken frerfor VendettaFor example, the idea of
‘Newspeak’ in George Orwell’'s 1984 has been useddbwlars in order to analyse the
language of George W. Bush. The language of thmdoiUS president is reminiscent
of the impoverished vocabulary and elementary syrtgical of Newspeak, the

language of eternal fascism, which has been intrediby the regime in order to limit

O keller, p. 207.

lKeller, p. 214.

212 catherine WaldbyAIDS and the Body Politic: Biomedicine and SexuiéfiePence(London:
Routledge, 1996), p. 69.

“BKeller, p. 215.
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the instruments for complex and critical reasorfiigrhus, Newspeak has become a
term used to refer to expressions which have beceoore and meaningless because
they have been falsely appropriated or misusedil&ig the Guy Fawkes mask worn
by the male protagonist M for Vendettehas become a widely used symbol for modern
forms of protest. Even though generally speakingnAMoore is not satisfied with
contemporary adaptations of his graphic novel,shgleased that the emblematic mask
of his dystopian comic has become a contemporambel for anarchy and civil
disobedience. In a recent interview he admits tiwaen writing V for Vendetta, deep
down, he may have thought: “wouldn't it be greathése ideas actually made an
impact? So when you start to see that idle fantasyde on the regular world... It's
peculiar. It feels like a character | created 3@rgeago has somehow escaped the realm
of fiction.”?*

The Guy Fawkes mask had first been introduced byAionymous movement
in addition to their other symbol — a suit withathead — which signifies leaderless
organisation and anonymity. The term stands forird@rnet subculture that mainly
fights against censorship and for freedom of speecthe internet. Their main aim is to
raise awareness of these isstfdVhen the protesters leave the virtual world behind
and organise protests on the street, they tendetr @uy Fawkes masks in order to
safeguard their anonymify’ Similarly, the mask is being used by the Occupy
Wallstreet Movement in its intent to protest agaisgcial and economic inequality,
corruption and the power of corporations and tharfcial markets. Also the Indignants
Movement which in the wake of the Arab Spring ha®ad from Spain all over Europe
by using social media to organise protests, usestisk’*® In addition to the mask, the
Occupy protesters have taken up the slogan ‘Wetla@e99%,’ which is, in Tom

Lamont’'s words “a reference, originally, to Amencdissatisfaction with the richest

2 Henry A. Giroux, ‘Representations of the UnreaisB’s Orwellian NewspeakAfterimage 33.3
(November/December 2005), 18-27.

1> Tom Lamont, ‘Alan Moore — Meet the Man Behind fmtest Mask’The Guardian26 November
2011

1% Jason Slater, ‘Who or What is Anonymoug&¢chnology with Jason Slatdr] May 2011
<http://www.jasonslater.co.uk/2011/05/11/who-or-twiaanonymous/> [accessed on 6 January 2012]
27 Jiirgen Ziemer, ‘Netz Angriff der Namenloselie Zeit 14 April 2011
<http://www.zeit.de/2011/16/Anonymous> [accessedBuary 2012]

218 Tahrir Square in Madrid: Spain’s Lost Generatkinds Its Voice’ Spiegel Online19 May 2011
<http://www.spiegel.de/international/europe/0,1583581,00.html> [6 January 2012]
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1% of the US population having such vast contrarabhe country®® The idea of a
significant number of people wearing a Guy Fawkeskrecalls the final scene of the
film version ofV for Vendettan which the population of London defies the regiand
its army wearing Guy Fawkes masks. Alan Moore oot that “when you've got a
sea of V masks, | suppose it makes the protespgmsaa to be almost a single organism
— this ‘99%’ we hear so much abodGt”According to Moore, the protesters’ choice of
the mask is significant in that “It turns protestto performances. The mask is very
operatic; it creates a sense of romance and dr&hBLit what is more, the mask stands
for Vox populj which is also the title of the last volume of thréginal comic series. By
hiding their face, the protesters can voice thelader change.

Even though at the time of writing Alan Moore haulidea about the possibility
of computer-based dissent, the seeds of it haeadyrbeen fictionalised in the graphic
novel. Moore explains,

The reason V's fictional crusade against the ssatétimately successful is that
the state, iV for Vendettarelies upon a centralised computer network whieh

has been able to hack. Not an obvious idea in 19&lit struck me as the sort
of thing that might be down the lid&.

However, there are additional similarities betwé®s tactics of the anarchic hero\in
for Vendettaand the Anonymous movement. According to Lamdrdirtvideos seem to
be inspired by V's speech patterns. Moreover, the that the end result is more
important than the individual behind the deed mirgscent ofV for VendettaAs Evey
tells Finch at the end of the film, V is every oofeus, every person who is ready to
fight an unjust system. Also, the aim of changingfitutions by spreading a little well-
aimed chaos and fear is both present in the filmh gr@ graphic novel, and also a
characteristic of many internet-based protest mevesi?®

According to Jonathan Jones, however, many petestre not even aware of
the origin of the mask. For them it is simply aywstrange mask. As he puts it, the
mask “has taken on a life of its own, and its megns not fixed by its origins. Images
slip their moorings. The Guy Fawkes mask is not Gaykes. It is, in fact, the

2191 amont
2201 amont
2211 amont
222) amont
228 5am Jordison, ‘V for Vendetta: Political Resonantae Guardian14 November 2011
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quintessence of a masf* and as such it is part of the carnival traditinrwihich the
world is turned upside down and the rules of sgcae mocked?® In the end, the
creator of the mask has no control over its possise and the symbology it may
acquire. Nevertheless, the anarchic origin of they Gawkes mask is kept alive,

whether or not those who wear it are aware of it.

2.4.428 Days Later

2.4.4.1 Synopsis

28 Days Later® is a low-budget movie set in contemporary Britairtells the

story of several characters struggling with thee@ of a devastating epidemic. The
outbreak of the disease occurs after a group ahanrights activists release some
infected chimpanzees from a science laboratory eviieey are kept for experiments
with a ‘rage’ virus. Contagion happens through dl@s saliva within twenty seconds
and the effects on human beings is devastatingy &heimmediately transformed into
uncontrollable, rabid beings.

Jim, the male protagonist of the film wakes upnfrbis coma in a hospital
twenty-eight days after the outbreak of the epiderile walks through a deserted
London, viewing the signs of the catastrophe. Herena church full of corpses and
Infected hiding among them. He is attacked by stnfexted, but is rescued by Selena
and Mark, two survivors, who take him to their higliplace and tell him everything he
needs to know about the infection. Selena and N&del Jim to his parent’s place where
he finds out that his parents committed suicideeyT$pend the night there, but a candle
lit by Jim attracts some Infected. Mark is injuatd eventually infected and Selena has
to kill him with her machete. Selena and Jim, ragnirom the Infected, end up in a
block of flats where Frank and his teenage daudtésnah are hiding.

Frank has a recording of a radio broadcast appgreent from a military
blockade near Manchester which promises the ‘answernfection’ and invites

24 Jonathan Jones, ‘Occupy’s V for Vendetta ProtesskMs a Symbol of Festive Citizenshiphe
Guardian,4 November 2011

% Jones

226 28 Days Laterdir. by Danny Boyle (20th Century Fox, 2002)
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survivors to join them. After some reluctance, 8aland Jim decide to join Frank and
his daughter on their trip north. They take Frarddb, travel through London, escaping
a bunch of Infected in a tunnel, do some grocemyppmng and spend some idyllic

moments along the road. Jim has his first close@@mer with an infected boy and has
to kill him with a baseball bat. When they finallgach the military blockade outside
Manchester they find out that it is deserted. Friankfected by a drop of blood falling

from a corpse into his eye. He manages to warwottiner survivors before being shot by
the approaching soldiers.

The soldiers take Jim, Selena and Hannah to tmeadquarters, a Victorian
mansion which is secured by landmines, floodligltsl barbed wire. Major Henry
West, the commander of the small group of soldiersally appears to be very friendly
and shows Jim around. Major West has managed toreaplailer, one of his soldiers
who has been infected, and wants to observe hionder to find out how long it takes
to starve them to death. Jim eventually discoveat bne of the reasons behind the
radio broadcast was to attract female survivororigler to be able to guarantee the
survival of the species. Jim realises that the ¢yvis risk being raped by the soldiers
and tries to escape with them, but he is knockeadbguthe soldiers, together with
Seargent Farrell who disagrees with the major's.pldne two men are taken to a cellar
where Farrell reveals Jim his theory about Brit@sna quarantined space separate from
the rest of the world. Later, when the two men eseorted outside the secure area in
order to be executed, Jim sees a jet stream iskihethus knowing that Farrell’s theory
may be true.

While Farrell is shot, Jim manages to escape Xeswion and run back to the
mansion in order to rescue Selena and Hannah feinglvaped. He unleashes Mailer
who attacks and infects the soldiers. Jim kills sbh&dier who is in charge of looking
after Selena with his bare hands. His rage is amd that of the Infected and Selena
raises her machete in order to kill him, but hésgaThe two kiss when Hannah enters
the room. The three survivors are reunited andtowards the cab where they find
Major West who shoots Jim in the stomach. Hannahages to start the car and drive
through the gate while West is being dragged otth@fear window by Mailer.

The two women take Jim to a hospital where Sefaaaages to save his life.

The final scene shows the three survivors in aagetin Wales, the two women sewing
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huge letters from cloth in order to signal thefjghters that fly over the country that

there are some survivors.

2.4.4.2 Analysis
Like all dystopian narrative28 Days Latelis a product of its time. One of the

iIssues addressed in the film concerns the respbtysif modern science in creating
new dangerous viruses, which, despite the initiappse of curing diseases, may be
misused for biological warfare. In other words, fih@ hints at science’s potential both
as salvation and doom for society. The fear oflitatéan regimes possessing and using
biological weapons of mass destruction was definigan issue in 2001 (the year in
which the filming started) and subsequently ledhte Iraq war only a few years later.
Moreover, the spread of infectious diseases inUKe notably a serious outbreak of
foot and mouth disease in 2001, as well as BSEefbkhown as Mad Cow Disease) in
the mid 1980s triggered a general fear of pandemidbe Western world. Cases of
humans infected with Creutzfeld-Jakob, the humamamt of BSE in the late 1990s
steadily grew due to the increase of internatiomavel. Mainly diseases such as
Creutzfeld-Jacob and HIV, both transmitted fromn@ads to humans — either through
the consumption of infected meat with the formaer,iro both cases through blood
transfusions — may have inspired the maker@®Days Laterin creating an animal
based virus which can be passed on to humans ae cduhe pandemic in the film.
According to some scientists interviewed for theuwtoentary “The Making a28 Days
Later,” the idea behind a lethal virus is not too fackhed. Andy Coghlan, who writes
for the New Scientist Magazingoints out, “The threat to us, at the momentmfro
infectious diseases is probably as big as it's &@een and getting worsé” Professor
Brian Duerden of the Public Health Laboratory Sesvstates that “The threat of
infection to human mortality on a world wide scaestill very great. We have to
anticipate that there will be a major pandemicome stage and that there will be many
deaths associated with that®Moreover,

In the last year of the twentieth century, commahie diseases accounted for
an estimable twenty-five per cent of deaths worldew Every day the human
body is coming under attack from disease causingrabes. No-body is

227 Andy Coghlan, ‘Pure Rage: Making 28 Days Laterin 28 Days Laterdir. by Danny Boyle (20
Century Fox, 2002) [on DVD]
228 Brian Duerden, ‘Pure Rage’ [on DVD]
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immune. The idea of a new killer epidemic infectithge country is not far
fetched at alf?®

Professor John Stanford of the University Colle§e.andon explains, “If you forget
about a disease and consider it beaten, then tieniesm will take the opportunities
which you increasingly offer it?®*® The wide-spread use of antibiotics, for example,
may make bacteria resistant and therefore uncdaidiel Similar to the HIV virus, the
virus in 28 Days Latelis primate based. According to Danny Boyle, thedbr of the
film, “It's hideously virulent. It's spread by caamtt with the blood. [...] It leads to a
permanent, appalling state of aggression.”

The responsibility of science is only briefly adsged at the beginning of the
film. As the scientist in the film points out, tmesearchers at the Cambridge primate
research centre seek understanding only find caresthus are willing to take certain
risks in the name of science. At a first glimpdes tmotivations of the animal rights
activists are justified. The laboratory appeardéoa torture camp with chimpanzees
held in small cages, fastened to an operating tdeforced to watch human atrocities
on TV screens. The scene, to a certain extentllsd¢abrick’s A Clockwork Orangein
which protagonist Alex is submitted to the cinemathontage of clips of violence in
order to cure his ultra violent attitude. Howevidte idea of the scientist creating a
monster in the name of progress indeed goes baekracelsus who claimed to be able
to create an artificial human being. The most fasfoetionalisation of scientist playing
God is found in Mary Shelley’s 1818 novelankenstein, or the Modern Prometheus
Yet, throughout human history anxieties have edidbetween the discovering of
nature’s nature, and crossing boundaries that onghtto be crossed. The role of
science in the development of the atomic bomb emtiedical experiments carried out
by Josef Mengele in Nazi Germany proved such stepight. In28 Days Laterthe
scientist, but also the animal rights activists @ first victims of their deeds, which
result in a virulent epidemic that destroys a wraaantry.

The film director tries to create a post-apocalypindscape that shows the
aftermath of the epidemic coming to terms with & laudget, whilst at the same time

trying to reach a mainstream audience. It was fheremportant to find iconic images

229 |pid.
230 John Stanford, ‘Pure Rage’ [on DVD]
%31 Danny Boyle, ‘Pure Rage’ [on DVD]
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which would do the work of a huge budget. It istandard trope of many mainstream
disaster movies to show the destruction of impdntecognisable landmarks, asThe
Day After Tomorrow(2004) or Godzilla (1998). Danny Boyle wanted to create a
completely deserted image of London. The use dfaligideo made this task easier as
it took less of the necessary preparation timegmithat the streets of the city remained
closed only for a limited time for filming. In adain to this, digital video gives the
movie a rough edge and emphasises the urban fe#gieofilm. According to the
director, digital video is beautiful for urban works grittiness makes it ideal for city
movies, while at the same time recalling the wawimch everyday life is recorded by
city wide DV camera&® The first part of the film highlights the emptisesf the
metropolis, opening with a completely deserted hakplim, the main character of the
film, wakes up from his coma and realises thatshatterly alone. There are no corpses
in the hospital, but it is clear from the very begng that something has gone
completely wrong. In his commentary to the film,yBopoints out that the emptiness of
the place was meant to be symbolic and that, atstige in the film, atmosphere and
surrealism took precedence over plot requirem@ntdim’s lonely walk through the
deserted streets of London is heightened by a i@as on the small human figure
among huge buildings, achieved by a high angle camed bird’s-eye view. It is as if
the environment has taken control over mankindgeshaps as if someone is watching
from above. The protagonist’s first journey také® lacross the centre of the British
capital, including all its major sights: the HousdsParliament, Big Ben, the London
Eye and St. Paul's Cathedral. The streets areddtevith rubbish and small Big Ben
souvenirs. London’s iconography is laid bare. Thierturned red sightseeing bus is a
symbol of a world that has turned upside-down, imc junk food like Maltesers and
Coke keep people alive, and where churches havetbased into hell.

Already at this stage, the director introduces samd@ect references to recent
historical events, which is common practice in dgs&in films. The scene in which Jim
collects money from the street is based on a wedlakn photograph taken in Cambodia
when Pol Pot was driven out of Phnom Penh and mdvaely become completely

worthless. The handwritten notes for missing reéstiaround the statue of Eros at

232 Boyle, ‘Pure Rage’ [on DVD]
23 Danny Boyle, ‘Audio Commentary with Danny Boyledaflex Garland’ in28 Days Laterdir. by
Danny Boyle (28 Century Fox, 2002) [on DVD]
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Piccadilly Circus, is inspired by photographs takster an earthquake in China in
which people tried to contact one another aftenatinal communication systems had
broken down. The church scene is also a referemececent events. Boyle noted that
during the civil war in Rwanda, churches were uaeda dumping house for corpses,
some kind of mortuary or makeshift cemetery for toepses.?** In addition to this
historic reference, the church scene also visusalise hell the catastrophe has created.
When Jim enters the church, he is greeted by graffi the wall saying ‘The end
extremely fucking nigh.” The staircase, rather theading towards a safe place to look
for shelter and support, appears as if it is acdae to hell. The church hall is crammed
with corpses, but not everbody is dead. The pratisgcs attacked by an infected priest,
only to be rescued by Selena and Marc who throwokdol cocktails at Jim’s pursuers,
and in doing so blow up a nearby petrol station.

A good portion of Jim's walk through London was sho the London
Docklands with its modern buildings. As the filmgst in present-day Britain, it does
not require any futuristic elements. Boyle doeswéner, point out that the film is
meant to have a modern touch rather than lookingwards. Nevertheless, some older
buildings and sights do appear throughout the fémgd seem to be connected with
hope. For instance, the picnic area they chooge@nway to Manchester is the ruin of
an abbey. There, Jim and his fellow travellers laaging their meal of tinned and
packed food surrounded by the past. The peaceahilyfaf horses near the river serve
as a contrast to the humans turned ferocious asinbaspite the idyllic setting, the
ruins also hint at a previous civilisation that radlapsed. Furthermore, the British
country house which Major Henry West has chosenhisr military base initially
represents hope, before revealing the darker vaehgath the beautiful facade. While
the perfectly trimmed green lawns hide landminesptotect the soldiers from
incursions of the Infected, dinner parties of eggieggs and chips keep alive a sense of
civilisation in a time of utter debasement, andubtéaly dressed women are intended
to keep up the appearance of consensual sex foeatemn, rather than rape for
procreation. The final scene of the film, a lonebttage in the Lake District, is the
emblem of hope. In this idyllic setting, a safe &avar from the destroyed and haunted
cities of London and Manchester, the three surghawait their rescuers. It seems a

234 Boyle, ‘Audio Commentary’ [on DVD]
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kind of Eden in an otherwise hellish Britain. Thiage also represents some sort of
return to the wild, a life in harmony with naturethout the need for Valium to endure

the situation.

2.4.528 Weeks Later

2.4.5.1 Synopsis
28 Weeks Laté? is the sequel to Danny Boyle’s fil®8 Days Later After

quarantining the British Isles for twenty-eight Weeginternational forces led by the US
army intend to repopulate the country starting frareecure area in the centre of the
completely devastated city of London.

The film starts with a sequence showing Don anaéilithe parents of the two
child protagonists, hiding out in a cottage togetleth a small group of other
survivors. They give shelter to a boy who is rugniimom his infected parents.
However, this humanitarian act attracts more I@&@db the cottage. They force their
way into the building and apparently kill or infeali the survivors except Don who
manages to flee by boat but has to leave his wefara who refuses to abandon the
formerly rescued boy.

After this initial reminder of the violence of th&us, the film focuses on the re-
population of London by the US army. The Isle ofgddias been cleared of all the
remnants of the epidemic and is considered an idkeale to welcome the settlers.
Amongst the first people reaching British soil d&@mmy and Andy, Don and Alice’s
children, who were abroad on a school trip whernvihes struck. After being examined
by Major Scarlet Ross, a medical officer who nadiéendy’s differently coloured eyes
— a trait he shares with his mother — they areitedrwith their father Don who has
survived the epidemic and has become an imporiamtaker of the safe area called
District One.

One day, the two children manage to escape thdlhgmtrolled safe zone and
reach their home in the outskirts of London wheheyt want to gather some

photographs and other items of their dead motherthEir surprise, they find their

23528 Weeks Latedir. by Juan Carlos Fresnadillo (20th Century FRHQ7)
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mother in the room in the attic in bad conditiong &till alive. The children and their
mother are found by a rescue team and taken badRisivict One where, after a
thorough medical check up, Scarlet finds out thah’® wife is a carrier of the rage
virus but does not present its symptoms.

Don, feeling guilty for abandoning his wife in tleettage, secretly enters her
isolation cell to ask for forgiveness. As they kiadice’s saliva infects Don who, in a
first outbreak of rage, savagely kills his wife tnef attacking everyone he encounters.

District One is locked down and the civilians aeatsinto safe rooms, but Don
manages to enter one of the rooms and starts andoeffect of infection. The
commander orders Code Red, an extreme procedursigingies that the soldiers have
to shoot at everyone, infected or not. Scarlet masdo rescue Tammy and Andy and
leave the containment zone together with Doyle, @inthe soldiers unwilling to shoot
civilians. The commander of District One orders loenbardment of the area, but some
Infected, including Don, manage to escape.

Scarlet’'s main goal is it to take the two childiensafety, because she thinks
that Andy’s genetic trait may help science devedogaccine against the virus. During
their flight towards Wembley Stadium, where Doyl&iend Flynn is waiting to rescue
them, Doyle is killed. Scarlet and the children toaune their flight first by car, then on
foot through the underground. There they encoudt®r who kills Scarlet and attacks
and infects Andy before being killed by his own glaier. Andy does not present the
typical symptoms of the rage virus, but Tammy caa the signs of the infection in his
eyes. Nevertheless, she takes her brother to Wgrsikéelium where Flynn picks them
up and flies them across the Channel to France.

The last sequence of the film shows a group ofcbefé running towards the

Eiffel Tower. Infection has spread to Europe.

2.4.5.2 Analysis

28 Weeks Latenas many similarities with the preceding film. Hoxgr28 Days
Later mainly focuses on the apocalyptic exterminatiora afhole population, whereas
the sequel represents an attempt to re-estableshvthld order in a post-apocalyptic

environment.
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As a post-apocalyptic film28 Weeks Lateis part of the dystopian genre and
uses a number of its classic tropes, such as aildgassues important to the moment in
time in which it is created. In this case, it i®tBame fear of lethal viruses and
infectious diseases that inform&2B Days Later Moreover, the military regime
attempting to rebuild the country and guarante¢imgsafety of the population recalls
the efforts of the US army in Iraq and Afghanistdiheir use of circuit cameras to
control the secure area hint at contemporary sllamee systems employed in all major
public areas. It also conveys the idea of a citganrcontrol, whilst at the same time
creating an uneasy feeling that, in the end, tiye miay not be under control at all.
Moreover, the surveillance system, and the gerseratder to follow Code Red
procedure after the outbreak of infection, bothugdl to the potential seeds of
totalitarianism that often go hand in hand with ¢heation of a new order.

On a visual level — similar to the Danny Boyle fitrLondon plays an important
part in the movie and can almost be consideredcheacter. However, unlike i28 Days
Later, the director Juan Carlos Fresnadillo decide®tos on modern London, namely
the Isle of Dogs. He points out that the part ohdon he has selected as a setting for
the film is far from the iconic idea of Britain’apital city. The city is a character which
is presented gradually, first through aerial shibtsn by landing on the roof tops where
the snipers are positioned before descending tgtbend. From a military point of
view, the Isle of Dogs as District One is ideal dgse of its vertical structure which
allows the army to bring a lot of people into aheatsmall, easily controllable area.
Moreover, Danny Boyle, the co-producer of the filemphasises its function as a
contemporary “Garden of Edef®® It is a place to start rebuilding a society
repopulating the country. It is an almost sterileaawhich serves as a contrast to the
disaster outside the secure area which is beirameteup by the soldiers.

Despite its main focus on modern London, theresarae views of the iconic
London as well, seen mostly through the eyes okitie When Andy and Tammy ride
through the city on a motorbike we get a glimpsesahe of the most important sights
of London, such as the Tower Bridge. Nevertheltgse images are linked to their trip

into the past to gather some souvenirs to bringtimeir new sterile home.

2% Boyle, ‘Code Red’ [on DVD]
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As has already been mentioned, a characteristitost contemporary dystopian
films is their documentary-inspired style. The dtoe tries to be as realistic as possible.
Despite the rather implausible idea of a highleative virus which transforms human
beings into “rage-filled monster killing machiné¥” within twenty seconds, the
documentary style of the film with the use of hdmdd cameras and the interspersed
timeline in the form of credits at the beginningayithe whole movie a realistic feel.
According to the director, the documentary stylethe best way to portray the
implications of a big war, in this case the warien infection and human beings.
Fresnadillo's aim is to enable the audience to ftbntlee characters and the
environment” as if the story “happen[ed] reallysgoto [the audiencef* He intends
for the movie to be a mirror, a reminder of bigadi®rs such as natural catastrophes and
wars?*® Moreover, the different cameras and viewfindersugh which the audience
sees the action add to the realism of the moviepdace the film in a time in which
everything is recorded by close circuit cameraslaaked at indirectly on monitors and
through viewfinders.

In order to increase the realistic touch, the fignmainly shot with natural light
except for the night scenes which are shot with-fdayight technique because of the
practical impossibility of filming in a completelyark London. The impression is that
of a landscape lit by a full moon which createsarg twilight feeling.

237 Andrew MacDonald, ‘Code Red’ [on DVD]

238 Juan Carlos Fresnadillo, ‘Director and Producem@entary’ in28 Weeks Latelir. by Juan Carlos
Fresnadillo (20th Century Fox, 2007) [on DVD]

239 Juan Carlos Fresnadillo, ‘Getting to Know Featerenh 28 Weeks Latalir. by Juan Carlos
Fresnadillo (20th Century Fox, 2007) [on DVD]

240 Eresnadillo, ‘Director and Producer Commentaryi VD]
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Chapter Three: Violence

3.1 Film Violence

3.1.1 Introduction

The following chapter will provide a short ovemwieof the issue of film
violence, starting with a definition and a shortlioke of the historical development of
film violence. Since dystopian violence has alredggn analysed in Chapter 2, this
chapter will only address the most pertinent altepproaches regarding the action and
horror genre before moving on to an in depth amalgé violence in the films in
question. The in depth analysis will focus on tletiom movie elements itV for
Vendetta 28 Days Laterand 28 Weeks LaterA thorough analysis of a key action
sequence ofhildren of Menis part of the chapter “The Adaptation of Violeh¢g.2).

As far as horror tropes are concerned, this chaytebe limited at the analysis of some
aspects o028 Days Laterand28 Weeks Latelinasmuch as the key horror sequence in

The Roadinds room in Chapter 3.2.

3.1.1.1 Definition

From its beginnings, cinema has always been adedciwith immorality and

considered as inherently violent. Already D. W.ffah was aware of the terrifying

power of the new medium and its “appetite for wvime,***

considering violence as
both innate to film and human beings. Also Sergseistein believed in the power of
montage and its capacity to force its violent effean the viewef** Even the simple
expression ‘to shoot a film’ likens the camera tdoal capable of a violent act.
According to J. David Slocum in his “Introductiot® Violence and American Cinema
“from the technical nature of the medium itselfthe pleasures and anxieties it evokes

in the viewers, from its layered narratives to freatly graphic spectacles, cinema is

241 william Rothman, ‘Violence and Film’, ifiolence and American Cinemed. by J. David Slocum
(New York: Routledge, 2001), p. 39.
2 |pid.
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thoroughly violent — even as the violence is difficto explain simply.*** Film
violence is visceral, grabs the viewers’ attenti@tks to their senses and touches their
emotions. Even though film violence is artificiallbricated by special effects,
montage, acting, make-up and sound and consequemil\a representation of violence
(as opposed to real violence), it is sometimesgreed as real violence inasmuch as it
often leads to psychological distress and evenlypadactions. Images such as the
cannibal scene ifihe Roacdtan be physically felt like a punch in the stomach

In spite of the obviousness of film violence, itasnotion that is difficult to
define. Whereas it is easily agreed upon that mmdeis harmful behaviour and that
there are several forms of violent action rangiragf physical over psychological to
social violence, it is difficult to find out by wtih cultural processes some actions are
considered as violent and others not. What is densd violent largely depends on how
a certain generation or a certain culture percethiesrepresented violence. As James
Kendrick states irFilm Violence: History, Ideology, GenréDifferent cultures and
generations construct their own definitions of fiWiolence, so that a film that is
deemed extraordinarily violent in one time or plaoay not be viewed as such
elsewhere®* Once innovative and shocking techniques becomastraam, the acting
style evolves and the historical and social contdwnges the perception of what is
acceptable or not. Also the viewer’s individual sbility and viewing experience
influence the perception of violence. A teenageo wghused to violent computer games
is not as easily shocked by gory images as som&dree only watches romantic
comedies. Thus, different audiences view film vigle differently.

There have been various critical approaches torstated film violence, ranging
from social, institutional and policy debates (nipinoncerned with regulations and
censorship) over cultural and ideological interatiens (analysing how violent images
and narratives both show up and structure socizmiycs), to representational analyses
interested in narrative and spectacle, spectafpestul reception. This work focuses, on
the one hand, on the representational aspect tgittniphasis on means of expression,

and on the other hand on the deeper link betweelende as shocking human

243 3. David Slocum, ‘Introduction: Violence and Anzam Cinema: Notes for an Investigation’, in
Violence and American Cinemed. by J. David SlocuifNew York: Routledge, 2001), pp. 1-36 (p. 4).
244 James Kendricksilm Violence: History, Ideology, Genfeondon and New York: Wallflower, 2009),
p. 10.
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experience and primordial instinct and its sublioratthrough myth resulting in a
possible cathartic experience. This is in line witle two main components of film
violence theorised by Stephen Prince in @Glassical Film Violence: Designing and
Regulating Brutality in Hollywood Cinem&930-1968 According to Prince, these two
elements are the referential components, or inratioeds, the behaviour depicted, and
its cinematic treatmerf> To put it simply, film violence is a question dfyle and
content. Kendrick argues that throughout the hystir film, mainly the cinematic
treatment with its technical achievements in spegfigcts, slow-motion and montage
has developed and rendered film violence incredsigi@phic whereas the content has
remained fairly consisteAt® Nevertheless, the way violent content is linkechot to
archetypal patterns determines the quality of #tbartic experience in the viewer.
However, it is simplistic to assume that the morapbic the violence is the
more shocking it is. Some films can have hardly arspally explicit gore and be
perceived as utterly violent. Slocum argues thia¢ threat of harm or injury can often
be as disturbing as the act itséft"Therefore, the impression of danger largely depend
on the narrative and does not necessarily requisereen violence in order to convey a
feeling of relentless threat. In addition to nawet strategies, there are other
components, such as the impression of realism plagta role. According to Kendrick,
“Realism is a cinematic construct, a merging oflistig devices with audience
preconceptions to produce a sense in the individieater that what is being viewed is
closely, if not exactly, analogous to their knovwgedand experience of external
reality.”**® Paradoxically, however, what is perceived as sgalihas often little in
common with real life violence. Sometimes, the msigdised violence is conveyed the
higher the impression of realism. For example, $¥eukinpah’'s use of slow-motion
and fast editing imhe Wild Bunci{1969) resulted in a highly stylised representatd
violence, which, according to Stephen Prince, iwédwer “the most realistic motion
picture yet conceived®® Also the use of documentary film devices can ereat

heightened sense of realism. Contemporary dystdpmsa recur to these techniques in

245 stephen PrinceSlassical Film Violence: Designing and Regulatingility in Hollywood Cinema,
1930-1968New Brunswick, NJ: Rutgers University Press, 20@p) 34-35.

246 Kendrick, p. 14.

247 Slocum, p. 2 (emphsis in italics in the original).

248 Kendrick, p. 15.

249 Stephen Prince, ‘Beholding Blood SacrificeTine Passion of the Chridtlow Real is Movie
Violence?',Film Quarterly, 59.4 (2006), 11-22 (p. 12).
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order to bridge the distance between audiencerande. Excessively marked style, on
the other hand, can distance the viewer from thectlen of the violence and almost

create an alienation effect. Then, the experieriche violence becomes an aesthetic
pleasure with lower emotional appeal.

Devin McKinney’s distinction between ‘strong’ andéak’ violence goes in a
similar direction. Strong violence “often has theysical effects of the body genres”,
but “also acts on the mind by refusing it glib comfand immediate resolution$”
whereas weak violence “thrives on a sterile comttamh: it reduces bloodshed to its
barest components, then inflates them with hotisstgl air.>* Consequently, weak
violence focuses on style, entertainment and axetg. Strong violence, on the other
hand, tries to equally focus on style and contémis providing food for thought.
Whether the possible cathartic effect of film vimde is melodramatic or tragic largely

depends on this distinction and will be discussechore detail in Chapter 5.

3.1.1.2 Historical Overview

Violence has been an integral part of the cinemmm fits beginnings when it was
often related to humour. Early slapstick and atioacfiilms could not do without it.
That sort of violence subsequently entered theoocad and can now be found in
contemporary action films which often have a conaaoch since violence linked to
comedy is more palatable. Moreover, violence anthdwr heighten each other’s
effects. As Leo Charney puts it, “The violence mnscthe humour more surprising and
the humour makes the violence more startlifig.”

Up until the mid sixties, due to the Productiond€p Classical Hollywood
cinema, despite containing sex and violence, adoideir graphic depiction. Similar to
the conventions of Greek tragedies, violence wksdehe imagination of the audience.
However, not only physical violence, but also tgresentation of psychological
violence, though lacking in visual cruelty, can $milarly shocking and devastating,
both for the character and the audience. Only dlffterdismantling of the Production

Code did the filmmakers start to depict violencerengraphically and enter, what

20 Devin McKinney, ‘Violence: The Strong and the Wedklm Quarterly, 46.4, (1993), 16-22 (p. 17).
%1 McKinney, p. 19.

52| eo Charney, ‘The Violence of a Perfect Moment'Violence and American Cinemed. by J. David
Slocum(New York: Routledge, 2001), pp. 47-62 (p.48).

90



Thomas Schatz calls “a period of unprecedented v, experimentation, and
accomplishment?*® and at the same time trigger a thorough discussicie effects of
screen violence with a great number of articletha popular press decrying this new
tendency in filn?>*

The ideas about the immorality of films go hand hand with scholarly
discussions about the consequences of film violencihe real world. Discussions arise
in the wake of acts of copycat violence after tbeesnings ofTaxi Driver (1976) or
Natural Born Killers (1994), but also more recently, after the Coluntdigh school
shooting or shootings in European schools, ane mrgigestions about whether appetite
for film violence can change into appetite for reialence. Can film really stimulate an
appetite for violence that can be more fully gratifoy performing or suffering real acts
of violence than by merely watching it on film? Témpirical findings on this issue are
contrasting and often depend on the ideologicahéwork behind the research. A
thorough analysis of the findings of both psychalah and sociological research
projects would exceed the scope of this work, inagmas its focus is on cinematic
violence as stylistic and thematic elements ant #esthetic reception. However, two
voices serve to illustrate the two main positioAscording to Richard B. Felson’s
“Mass Media Effect on Violent Behavior,” the exposuo media violence can have a
short-term effect on aggressive behaviour, butlbe admits that “media violence may
increase or inhibit the violent behavior of viewerdepending on their initial
predisposition.#*° Other scholars downplay the effects of media vioéeon the viewer.
In The American Cinema of Excess: Extremes of thehztMind on Film Mike King
quotes the Buddhist saying “He who has no wountismand, may touch poisdii®in
order to support his point: “People who are notribelves psychologically damaged or
wounded can contemplate the dark sides of the huomandition without being

adversely affected?®’

#3Thomas Schatz, ‘Introduction’, Mew Hollywood Violenged. by Steven Jay Schneider (Manchester:
Manchester University Press, 2004), pp. 1-10 (p. 5)

24 Kendrick, p. 23.

S Richard B. Felson, ‘Mass Media Effects on ViolBehavior’, inScreening Violengesd. by Stephen
Prince (London: Athlone Press, 2000), pp. 237-6247).

26 Buddha,The Dhammapadarans. by Eknath Easwaran (London: Arkana, 1986).10.

%7 Mike King, The American Cinema of Excess: Extremes of thehtMind on Film(Jefferson: Mc
Farland, 2009), p. 234.
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The 1990s saw a new development of film violenitenoreferred to as “ironic”
or “new” violence and linked to film directors sues Quentin Tarantino or Oliver
Stone®™® Recent scholarship tends to set up a binary batfitee violence of the 1970s
and film violence of the 1990s. The former is semn “complex and socially
meaningful” whereas the latter is considered “mexelicit, but also more simplistic
and socially meaningles$® Henry A. Giroux claims that, “violence has become
increasingly a source of pleasure,” or, in otherdsp “a site of voyeuristic titillation

and gory spectaclé®

3.1.1.3 The Action Genre

Action film as a distinctive genre is a developmehthe past few decades, but

action elements have been an indispensable ingitedfemost other genres since the
beginnings of cinema. The films in this study acg pure action films, but most of
them contain action film elements. James Kendriottenlines the affinity of action and
violence. He claims that

The termaction when used in a cinematic context is little morantha

euphemism fowiolencethat does not carry the latter's negative conmmiat

Action is excitement, movement and velocity, whilgolence suggests

something unauthorised, unruly, even vehement atghx?®

In Genre and HollywoodSteve Neale points out the major characteristidhe
action genre which are an emphasis on spectachiaigal action, a narrative focus on
fights, chases and explosions, a proliferationtohts and special effects as well as the
display of spectacular male bodf&éIn recent years, with the arrival of “the Big Loud

Action Movie,"%3

a term coined by Larry Gross, plots have been Il#iegh and are

dominated by image, technology and humour (as riistg device), resulting in a
“super-kinetic cartoon-type action movie’* According to Leo Charney’s article “The
Violence of a Perfect Moment,” there are two fundatal characteristics of

contemporary film violence, the enduring appeasiofular exciting moments such as

28 Kendrick, p. 28.

29 Kendrick, p. 29.

%0 Henry A. Giroux Fugitive Cultures: Race, Violence and Yo(ittew York: Routledge, 1996), p.58
(emphasis in italics in the original).

261 Kendrick, pp. 89-90 (emphasis in italics in thigioral).

%2 steve NealeGenre and Hollywoo@New York: Routledge, 2000), p. 52.

%53 arry Gross, ‘Big and Loud’, iction/Spectacle Cinema: A Sight and Sound Readeby José
Arroyo (London: British Film Institute, 2000), pp-8 (p. 3).

%4 Gross, p. 5.
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explosions, shootings or car crashes, and the tkedoalisation of those moments from
a linear story® In other words, there is an increasing focus aretié sensation, on
spectacle at the expense of the other importanhesie of the medium, namely
storytelling. This increasing need for spectacle lsa compared to the effects of a drug
addiction: an excessive consumption of violent iegatpads to a sense of insatiability.
The consumer needs more, but the effect is lessé&imney explains this tendency
with “a sense of lost intimacy with present momgnts typical of the cinema of
attractions of the beginnings, but taken over hyooam violence and the contemporary
action cinema. He explains,

The force of violence externalizes and rendersizeekthetic effect the rolling

hunger to face the present, to feel and see itrammtesent it. [...] Violence

becomes more and more intense in the effort tomeshe possibility of having

an effect, creating a shock, provoking a respétise.
Contemporary action films combine the need for agos with the need for narrative
continuity, a goal which already the cinema ofaattion tried to achieve. Tom Gunning
claims that the alienated environment of modem tifeates human beings in need of
thrills which are, to a certain extent, satisfiedthe cinema of attractiorf&® Charney
claims that

The shocks of cinema and other forms of distractigpified by the cinema of
attractions, are enlisted to compensate for thegpexd loss of the possibility of
intimate experiences of tangible, sensory presehaé could testify to the
existence of a coherent, legible reaffty.

In other words, cinematic action and violence helpompensate for the contemporary
feeling of alienation from reality.

In his article “Aristotle V. the Action Film,” Thoas Leitch points out, that
despite the apparent conformity of action moviesstane of the prescriptions for
tragedy in Aristotle’s Poetics with their emphasis on action at the expense of
characterisation, other aspects are remote frorst@ile’s conception of tragic action.
Tragedy is supposed to be an imitation of an aatioa certain magnitude and distinct

from the other events preceding and following itrsF of all, the emphasis of

%5 Charney, p. 48.

%% Charney, p. 49.

%7 Charney, p. 49.

%8 Tom Gunning, ‘An Aesthetic of Astonishment: Eaffiym and the (In)credulous Spectatdkit and
Text 34 (spring 1989), 31-44 (p. 41).

89 Charney, p.55
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contemporary action films on violent destruction fez from Aristotle’s idea of
‘magnitude’. What are considered action sequencestion films, in Aristotle’s terms
would be dismissed as mere spectacle, the ledstiauf the six parts of tragedy’
Most contemporary action films are constructed adowa consistent number of
spectacular set-pieces. Nevertheless, a numbexpisgory scenes are required in
order to root the spectator’s interest in the @ntonflict. Moreover, these scenes are
interspersed with comic, romantic or sentimentgusaces which provide some sort of
relief2”* According to Leitch, “The roots of the action filmemain in Aristotelian
dramaturgy; what twentieth-century cinema adds ishange in emphasis that
substitutes spectacular elements [...] for theotetgcal, ethically consequential
associations central to Aristot|&’?

Action intended as expression of human agencyi@agboth bringing about
change and doing so with the help of special sKitideed, heroism largely depends on
the extraordinary skillfulness of the hero. Moregve&ristotelian action is based on
conflict. All these aspects can be found in thetemporary mainstream action hero as
well.?”® However, the main difference lies in the naturéhef action itself. Whereas the
Greek tragedy invited its audience to reflect uploa problematic nature of action,
contemporary action films limit themselves to dasphg frightening and at the same
time entertaining spectacles. As Leitch observes,average action movie fan goes to
the cinema to see “a melodramatic victory of gowdravil, and the maximum number
of maximally destructive set-pieces along the wa§ Consequently, the purification of
emotions through pity and fear that goes hand indhaith the contemplation of
problematic actions is lost in most contemporargioacfiims. As my analysis will
show, the cathartic potential of a film can be &ased by the presence of a tragic hero
in combination with mythological elements.

Another interesting reading of the action film geran be found in Marsha
Kinder's article “Violence American Style: the Native Orchestration of Violent

20 Aristotle, Poetics trans. and intr. by Malcolm Heath (London: PengBooks, 1996), p.13, “Spectacle
is attractive, but is very inartistic [...].”

21 Thomas Leitch, ‘Aristotle V. the Action Film’, iNew Hollywood Violengeed. by Steven Jay
Schneider (Manchester: Manchester University P23@4), pp. 103-25 (pp. 103-07).

272 | eitch, p. 109.

213 eitch, p. 113.

2" eitch, p. 122.
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Attractions,?”® in which she focuses on Sam Peckinpaft® Wild Bunch(1969) in
order to analyse the role of violence and narratiofilms of the 1960s and 1990s.
According to Stephen Prince, Peckinpah is “the iatulink between classical and
postmodern Hollywood, the figure whose work transf® modern cinema in terms of
stylistics for rendering screen violence and inmerof moral and psychological
consequences that ensd&’Kinder emphasises the role of violence as bottylastc
and narrative means of determining the viewer’s tanal response. Peckinpah’s
strategy of alternating rhythmic eruptions of vide with moments of pause heightens
the effect of the violent outbursts and makes tidience realise their desire fofif.

In order to explain the role of violence, Kindesorts to René Girard\éiolence
and the Sacred®and his thesis that the only function of all kirafssacrificial violence
in art, myth or religion is to prevent reciprocablence, thus making it essential to
uphold social order. According to Kinder, “Girantdts violence as a performative
language that speaks through an elaborate setneentions that are codified by the
social order it seeks to upholtf® These assumptions, together with the questiontabou
what kind of conventions defend the social ordekentne representation of violence
significant for the exploration of cultural mechsmis.

In line with Leitch’s critique of contemporary amt movie spectacle, Kinder
distinguishes between “cathartic” and “orgasmicblence, implying that the first is
revelatory whereas the latter is erotic inasmucthaspectator rather desires than fears
the eruption of violenc®® Consequently, the spectators are confronted Withr t
visceral response to violence and their desire ée giolent images and actions.
Moreover, this violence is often accompanied by icorlements. In contemporary
mainstream action films, action sequences functiixe@ performative numbers
interrupting the linearity of the plot with theierssational audio and visual spectacle,
thus undermining the narrative’s traditional fuoatiof contextualisation. According to
Kinder it is precisely this tension between a unidynarrative and the inserted comic

2’5 Marsha Kinder, ‘Violence American Style: the Naiwa Orchestration of Violent Attractions’, in
Violence and American Cinemed. by J. David SlocuifNew York: Routledge, 2001), pp. 63-100.

2’® stephen Princ&avage Cinema: Sam Peckinpah and the Rise of lltean Movies(Austin:
University of Texas Press, 1998), p. 2.

2’7 Kinder, p. 65.

'8 René GirardYiolence and the Sacrettans. by Patrick Gregory (1972, reprint Baltimand London:
John Hopkins University Press, 1977), pp. 1-34.

29 Kinder, p. 66.

280 Kinder, p. 66.
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violent attractions that is characteristic of thenérican orchestration of cinematic

violence?®?

3.1.1.4 The Horror Genre
With its generally gory depiction of severed badidlood and torn flesh,

violence, or at least the threat of violence, seémnbe the essential element of the
horror film genre. Nevertheless, there are diffgrinews about the degree of graphic
explicitness necessary to comply with the requimreihef the genre. This discussion is
often carried out along the divides of low cultwed high culture. There are valid
arguments against the need for graphic verisindiétuisuch as that by Ivan Butler, the
author ofHorror in the Cinemawho claims that indirect horror is more effectitan
direct horror, inasmuch as “the unseen is oftenenfbghtening than the seeff? On
the other hand, the transgression of visual tal®gsart of the essence of the genre.
Whereas indirect horror films rely on technical mgasuch as sinister music, light and
shadow, or distorted camera angles in order to rgemeuspense, direct horror films
with their explicit visualisations address the badyher than the mind and are hence
considered lowbrow??

One of the early scholarly works on horror film,mmely Carlos ClarensAn
lllustrated History of Horror and Science-Fictionlias focuses on the mythical aspects
of horror. Talking about horror films, he underknibat “there are myths in these films,
ancient and modern, that are as relevant to mdokemg as the myths of right-thinking,
of comfort, and of middle-class patiené&”He also claims that horror films “reflect
something of the collective unconscious of the andé.?®> Even though he considers
violence as an important characteristic of the gehe also points out that it distracts
from horror's “myth, tradition, and legend®® In other words, the focus on gory details
detracts from the underlying mythical themes. Tbengarative analysis a8 Days
Later and 28 Weeks Laterboth containing similar mythical aspects but ehifg

degrees of graphic explicitness will corroboratethiesis.

2l Kinder, p. 70

282 |yan Butler,Horror in the CinemaNew York: Paperback Library, 1971), p. 13.

283 Kendrick, p. 80.

84 Carlos ClarensAn lllustrated History of Horror and Science-Fiati¢-ilm: The Classic Era, 1895-
1967 (New York: De Capo Press, 1967), p. xviii.
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One of the questions that arise in connection Ywthor films regards its appeal
to a large number of spectators. In the foreworthéoabove mentioned book, Clarens
talks about the pleasure people paradoxically findnonpleasurable forms. His
observation is in line with Friedrich Schiller'snfi@us quote taken from his essay “On
the Tragic Art”

It is a phenomenon common to all men, that sadhtful things, even the

horrible, exercise over us an irresistible seductiand that in presence of a
scene of desolation and of terror we feel at oepelled and attracted by two
equal forces?’

This attraction towards the dark sides of humasterce is at the basis of many great
works of art, ranging from Shakespear€iis Andronicuver Edgar Alan Poe’s short
stories to Surrealist art, just to mention a fele Taboo aspect of violence and gore, its
way of graphically showing what is normally hiddamd thus reminding the audience of
the fragility of their bodies is part of the pleesuhe horror genre exerts on the
audience. Moreover, this insistence on the vulnknalf the body and the frequent
involuntary physical responses to certain horrdyiscenes in the form of nausea,
abdominal discomfort or muscular tension threateltual norms based on restraint
and decorum and confirm the genre’s transgressitengial?®® Thus, aggressive,
archaic forces irrupt into the seemingly securecspaf polite society and shake its
boundaries.

However, in addition to this, there is another im@ot aspect worth mentioning.
According to Walter Kendrick ifhe Thrill of Fear: 250 Years of Scary Entertainityen
the horror film aficionados are a tight group operts “who makes a cult of the whole
business and revels in arcane information that &ellgw fans share®®® Horror films
are specialised products for an audience that kvavet to expect. They do not simply
take the violence literally, but have learned hovappreciate the creativity and artistry
behind it.

The horror genre is generally considered inherenigogynistic in that the plots
are mainly constructed around male perpetrators fantle victims. This tendency

87 Eriedrich Schiller, ‘On the Tragic Art’, iRroject Gutenbergprod. by Tapio Riikonen and David
Widger (26 October 2006) < http://www.gutenberg/files/6798/6798-h/6798-h.htm#2H_4 0046>
[accessed 12 January 2012]

88 Kendrick, p. 86.

289 Walter KendrickThe Thrill of Fear: 250 Years of Scary Entertainin@tew York: Grove
Weidenfeld, 1991), p. 255.
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seems to be most evident in the slasher movie ichnv usually psychopathic killer
first stalks and then gruesomely kills a conspicuowmber of prevalently young
female victims. The apparent misogynist ideologyibeé these films based on a
dominant male character victimising helpless dambkak been challenged by Carol J.
Clover in her groundbreakinigien, Women, and Chain Saws: Gender in the Modern
Horror Film (1992). Slasher movies are governed by the ab@rdgiomed conventions,
but what is interesting and fundamental for Closepoint is the fact that the only
person escaping the psychopath is a girl. Clovénecbthe term ‘Final Girl’ and
elaborated certain characteristics for the femaleihe which will be addressed in more
detail in the analysis of the female charactei238mays LaterHowever, since violence
is vital for the genre because it creates victiamg] the identification with a victim is
necessary for the film to succeed in its task gftivating the audience, the fact that the
final victim is a girl allows for interesting comkgrations about gender identification.
Generally speaking, in the slasher movie gendenois clear cut inasmuch as the
psychopath, in spite of being male, has femaleatheristics and needs phallic weapons
in order to ascertain his masculinity. The ‘FinaflGon the other hand, has masculine
characteristics and uses similar phallic weaporwder to heighten her masculine side.
Thus, the slasher movie buff, who is predominamibyying and male, is forced to
identify with a female surrogate, who combines,Gdgver puts it, “the functions of
suffering victim and avenging heré®® The combination of these functions is not new,
inasmuch as the action film traditionally relies thieses conventions. Rambo and the
likes undergo all sorts of pain and suffering befasing to their heroic qualities. What
iIs new in the slasher genre is that the protagasigtmale. Moreover, the shift of the
subjective camera towards the end of the film ftbmpoint of view of the killer to the
point of view of the ‘Final Girl’ signifies a shifh power and control and completes the

girl’'s evolution from victim to hero.

2% Carol J. CloverMen, Women, and Chain Saws: Gender in the Modemor&ilm (Princeton, NJ:
Princeton University Press, 1992), p. 17.
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3.1.2 Applied Analysis

3.1.2.1V for Vendetta: An Action Movie
Despite its many intertexual references and lagérseaningV for Vendettas

mainly an action film aimed at an adolescent auzkeihus, it introduces a number of
action movie tropes, including those of the superhgenre, mainly in the scenes
depicting violence. V presents some of the charaties of the classical superhero,
ranging from his initial invulnerability over hiscbatics to his fighting skills. For
instance, the way he jumps onto the roof of théding where Bishop Lilliman expects
young girls for his sexual entertainment is renderg of superheroes such as Superman
or Spiderman, both comic superheroes adapted imtgiesr However, similar to the
character in the graphic novel, the protagonigheffilm does not meet all the typical
conventions of a superhero. As director James Mpikeistates, he wanted to
consciously play against audience expectations wleeitding not to let the hero take of
his mask®* Moreover, despite his almost superhuman powershumiay be one of the
side effects of the Larkhill experiments, V is velable and dies at the end of the film.
More importantly, unlike many other superheroe$)a¢ a darker side, too. He is rather
cruel in his enactment of revenge, and the wayhum®ges to educate Evey by torturing
her, makes it difficult for the audience to fullylscribe to him as a hero.

As any action film worthy of the term\/ for Vendettauses special effects to
increase the impact of the explosions and fightognes. It seems as if action movie
film crews and terrorists employ the same strategieorder to get their messages
across. Like a film director, V accompanies thelesipn scenes with music.

All the fighting scenes are choreographed like deband their effect is
increased through slow motion. Mainly the final emcter between V and Creedy and
his men seems more like an acrobatic act in ttbtima of the Hong Kong action film
than a realistic fight. The continuous kinetic mment is reminiscent of computer
games and appeals mainly to a young male audifimeedirector does not intend to
make these scenes seem realistic. The colour dakeeblood is chosen to match with

the red roses and the red colour in the Norsefg fThere are fountains of red blood

291 James McTeigue, ‘Freedom! Forever! Making/dbr Vendetty in V for Vendettadir. by James
McTeigue (Warner Bros, 2006) [on DVD]
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springing from the bruised body, and V’s injuregliie leaves traces of red blood in the
form of a V on the wall. This overall stylizatiooraehow distances the viewer from the
fighting, but does not distract from the tragedyM end. A heroic albeit tragic life
requires a matching death scene.

Moreover, the visual impact of some of the scenegttens the dramatic
experience of the narrative. Mainly V’s rise frohetLarkhill flames, a frame which is
repeated throughout the film in crucial momentgunees this strong visual element in
order to comply with its mythic function. Fire i®thonly heat, but also light. Not only
does it destroy, it is also connected to the bag@qof civilisation. Consequently, the
Larkhill fire signifies the beginning of the end thie Norsefire regime, an end which is
necessary in order to allow for a new beginning.

The duality of the element fire, which is also paftV’s innermost nature,
culminates in the final destruction of the HouseParliament. It is V’s final act and at
the same time his Viking funeral which conveys atmoythical status to the character.
Similar to Berenice’s hair, V ends up in the skythe form of a firework constellation
representing his signature. The people in their Banykes masks approach the Houses
of Parliament like the dominoes V had placed amupled in a previous scene and
witness, together with the audience, the spectabieh both signifies the end and the
beginning of an era. The explosions are both destrl and creative: dynamite
transforms into rubble old, ramshackle structurbemas the fireworks symbolise the
joy and hope of a new beginning as well as V’'s ifiaer This is all a visual and

auditory feast that, in V's words, “only celluloin deliver.?*?

3.1.2.228 Days Later: Horror and Action

It is very difficult to categorise a film lik@8 Days Latelinsofar as it presents
elements of the action, disaster and even the hafra slasher movie. There are
frequent intertextual references to notable filn&eorge Andrew Romero’®ead
Trilogy (1968, 1978, 1985) in its zombie theme, Francisd Rooppola’'sApocalypse
Now (1979) in a focus on civilisation and primitivisrand even to some extent

Hitchcock’s Psycho (1960), all demonstrating multiple influences onyR’s film.

292/ for Vendettadir. by James McTeigue (Warner Bros, 2006)
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There is, however, one characteristic which alééhdifferent genres share, namely their
focus on violence, thematically and visually initlggaphic portrayals.

28 Days Laterrelies on several stylistic conventions of therboand slasher
genre which serve to convey the exhilaration ofggarand which will be addressed in
detail in the comparative analysis of the film ahd homonymous comic series (see
3.2). On the level of character function23 Days Laterintroduces two female
characters who, despite being at some point tramsfo into frightened ‘damsef8® in
red dresses before eventually being rescued bsn#ie hero, present some of Clover’'s
‘Final Girl'#®** characteristics which are typical of the slashewie but seem to inform
also this apocalyptic horror tale. According to ¥&n one of the characteristics of the
Final Girl is her masculinity which goes hand imtawith a certain sexual reluctance
and an active investigating gaze. Moreover, thealF@irl fights back with ferocity
using mainly pretechnological weapdiisSelena’s short haircut and her sporty clothes,
her resolute attitude, her sexual abstinence, tegmpatism about life (“staying alive is
as good as it get§), her rational concern about Frank and Hannahispihem down
and finally the coldness in her killing of Marc tvia baseball bat, all confirm the
abovementioned Final Girl elements. Hannah, dedmteyoung age and her initial
shyness, also appears as a tough young woman Haooudhe film. She is an
experienced driver, the one who manages to stay ead change the flat tyre in the
tunnel as they are attacked by a group of Infeded, she even attacks Jim when she
mistakenly takes his kissing Selena as biting.

Horror movies rely on sinister places in order norease the impression of
threat. The terrible locations in which the chagextof28 Days Laterfind themselves,
and whose horror is heightened by the presencesitéin animals or the forces of
nature, are both common for the genre but alsd gltanents of thé&atabasiswhich
will be explored in the chapter dealing with thetimgal elements of the films (see
4.2.1). The first horrific setting is the laboratom which the imprisoned chimpanzees
set the violent tone of the film. Later, Jim entdre church with its decaying corpses

and an apparently possessed priest. The dark tunhih features at the beginning of

2% Carol J. Clover, ‘Her Body Himself: Gendeer in 8lasher Film’ inScreening Violencesd. by
Stephen Prince (London: Athlone Press, 2000), pb-74 (p. 150).
294 |1
Ibid.
2% Clover, ‘Her Body, Himself', pp. 125-74.
2% 28 Days Later
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the journey up North, with hundreds of rats runniram the Infected — initially only
appearing as shadows on the walls — is anotheoharovie cliché. Common horror
movie locations are scattered throughout the filme: deserted military road blockade
which, according to the director, is reminiscenttloé ghost ship ‘Mary Celeste’, in
which a crow eats the flesh of a corpse whose blwilideventually infect Frank; the
wood that functions both as hiding place for thiedted and mass grave for the dead,;
the backyard of the mansion in which Mailer, thieated soldier, is kept (evocative of
the primates in the opening). Even nature respoadbe horror taking place in the
mansion after Mailer’'s liberation: thunder, lightgi and torrential rain serve as
backdrop to the climactic scenes of the film.

However, the film also presents some typical actinavie characteristics.
According to Steave Neale, action films have sdvesanmon elements, such as the
insistence on spectacular physical action, a cerganphasis on fights, chases and
explosions as well as the use of special efféétShere are frequent physically intense
fight and chase scenes, mainly when the Infectednalved. The taxi ride through the
tunnel over the abandoned cars is almost convelealroller coaster experience. One
of the action film highlights is the explosion diet petrol station after Jim’s rescue by
Selena and Marc. According to Boyle, this was thesthexpensive shot of the whole
film, but violent, noisy and explosive spectaclesweeded in order to cater to the taste
of a mainstream audience acclimatised to Hollywspecial effect§?® The result is a
beautiful and well edited scene of the brightlyeldplosion in the middle of a darkened
London skyline. In addition to this, the choreodmamf the defensive action by the
soldiers after an incursion of infected peopleeisiniscent of violent computer games,
the soldiers’ excitement about the killing of pemglomehow hinting at the violence

within every human being.

3.1.2.328 Weeks L ater: Horror and Action

After the violent opening of the film, which link8 Weeks Lateto its prequel
and quickly reminds the audience of the extenthef tragedy, there is an important
portion of the film set in the sterile and suppdgeshfe area of Canary Wharf, called

27 Steve Neale, p. 52.
2% Boyle, ‘Audio Commentary’ [on DVD]
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District One. This place serves as stark contshe initial violence and the violence
to come during the second part of the film.

However, in addition to its function of informingd audience about the main
issue, namely the threat of the infection, the apgescene also sets the ground for some
of the important secondary issues of the film. $hevivors seem to be quite safe in the
little cottage, but their life is put in danger aychild who has to flee from its infected
parents. The mother instinct of Alice, Don’s wife,help the child and Don’s survival
instinct, which makes him leave his wife behing ar the basis of the latter’s feeling of
guilt which will later trigger the second outbreaikthe disease. Moreover, also the role
of a child in bringing the disease to an apparesdlfe place is already hinted at in the
opening scene.

The opening scene already presents the violenilgi¢keat are typical of the
visual representation of the Infected. Accordinghte movement advisor Paul Kasey,
the movement of the Infected is not supposed tikbehat of zombies or creatures, but
rather animalistic, and the sound of the Infectednieant to be similar to a human
growl 2%

Compared td28 Days Laterthe sequel presents more gory details throughout
the film. At times, the graphic violence looks mathsurreal and does not meet the
director’'s requirements of realism, as for instamcéne helicopter scene at the end of
the film, where a bunch of infected people are bdkd by the skids of the helicopter.
Nothing is left to the imagination of the audient®.general, the fast cutting of the
scenes involving the Infected underlines the danféne disease and parallel editing in
crucial moments increases the tension. Moreover dtrector Juan Carlos Fresnadillo
points out that “when the infection is around, ¢aenera is infected as wefi™®

In addition to this, Fresnadillo also plays withued in order to heighten the
violence of certain scenes. John Murphy’s themed @adso in the prequel, is introduced
in significant moments throughout the film as a ireser of the danger. During Don’s
flight from the cottage, the contrast between thellmusic drowning out the screams

of the Infected and the subsequent silence whenfibally manages to get away on the

29 paul Kasey, ‘The Infected Featuret®8 Weeks Latedir. by Juan Carlos Fresnadillo (20th Century
Fox, 2007), [on DVD]

39 juan Carlos Fresnadillo, ‘Director and Producem@entary’,28 Weeks Latedir. by Juan Carlos
Fresnadillo (20th Century Fox, 2007), [on DVD]
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boat effectively underline both the threat andltmeliness of the survivor. The director

emphasises the importance of the right balancedsstwilence and intensity in that the
silence is meant to deliver the idea of emptinelssraas the moments of intense music
should convey the feeling of dangét.

The most significant scene of violence, howeveDas’s transformation from a
loving father and husband into a cruel monsterikénin 28 Days Laterthis time the
disaster is triggered by an act of love. Ironicaltyis the kiss of a loving couple that
initiates the violence. The way this transformatiomo a monster is conveyed is
discussed in more detail as part of the discounsth® adaptation of violence in Chapter
3.2.

The violence of the panic after the outbreak of disease is shown by shaky
cameras and the impression is that of a scenediloyea mobile phone. This technique
recalls contemporary YouTube videos directly recagdlisasters, violations of human
rights or other catastrophic events. In the motie close-ups of the faces of the
Infected combined with their noise increases thednoTorches are the only source of
light. According to Fresnadillo, the idea was t®ate a kind of ‘strobe effect’ or
‘flashlight effect’ which is very horrific and ineases the pant&?

The violence of the Infected is counterbalancedh®yviolence of the military
procedure. Very soon, the general in charge ofepatriation programme realises that
the only way to stop the infection is Code Redultesy in the extermination of any
living being, infected or not. It is the so-callegjitimate violence of those in power in
order to protect the system, in this case the amjitFrom a visual point of view, the
urban war film scenes resemble a computer game siiiipers on the rooftops almost
enjoy the thrill of their aiming at real targetsnl® Doyle is not willing to shoot at
innocent people, among others children, and ded¢albslp them out from District One
which has become a place of either secure deattfemtion. The inital Garden of Eden
has changed into true hell in which all means abéd to modern warfare are used. The
target shooting by the snipers is followed by tlireb@mmbing of the city. Fire, the
typical element of hell, seems to be the only wayglean the city from the infection.
The fire even enters the underground tunnels. Lam@wvever, also chemical weapons

together with flame throwers are used in orderxtereninate the last surviving Infected,

91 Fresnadillo, ‘Director and Producer Commentary’
%92 Eresnadillo, ‘Director and Producer Commentary’
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but also our hero Doyle. The shock of the hero imgralive can be seen in the facial
expressions of the children.

In certain instances throughout the film the audéesees the violent action
indirectly through video recordings, gun spottarsight sensing equipment. According
to J. David Slocum, the role of representation peiteption of violence through these
means lessen the impact of the images. He claiats th

Increasingly impersonal technologies and the digdrgaze through which one
sees images of destruction empty those images ahimg in the process, the
viewer becomes less active, simply another compor&n the media
landscapé®

Thus, modern modes of perception imply the riskatling violent images of
their meaning. This may be one of the reasons Wwhyemotional impact i8 Weeks

Lateris short lived.

3.2 The Adaptation of Violence

3.2.1 Introduction

In the introductory paragraphs | will shortly dweh the idea of adaptation as an
act of violence before discussing the differencesvben showing and telling in the
different media and the role of the recipient im@beting the missing information. The
main body of this chapter will deal with a closealysis of significant aspects of the
adaptation process as applied to the transpositioniolent imagery from the novels
The Children of MemndThe Roadand the graphic nov# for Vendettdo film as well
as from the films28 Days Laterand 28 Weeks Lateto the graphic nove28 Days
Later: The Aftermatland the comics seri@8 Days Later

3.2.1.1 The Violence of Adaptation
This chapter deals with the adaptation of violetéments in dystopian

narratives, but strictly speaking, adaptation ahstould be seen as a form of violence
committed on the original text. In addition to tielation of an individual artist’s work

and the usurpation of his/her ideas by anothestaddaptation always implies change,

393 5locum, ‘Introduction’, p. 16.
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but often these changes are all but soft and sulitke source material is being bent and
twisted in order to fit a new medium. Consequerttig original work of art has to be
cut into manageable parts, and certain parts nedaetamputated, re-arranged and
forced into a new form. The limits of the new mediboth shape and constrain the
source material.

The violent act that takes place when adaptati@ursccan be compared to the
primordial act of eliminating the father in order acquire his power as explained by
Freud in hisTotem and Tabo(1913):

One day the brothers who had been driven out camgettter, killed and

devoured their father and so made an end of threapatal horde. United, they

had the courage to do and succeeded in what waud heen impossible for

them individually. [...] Cannibal savages as thegray it goes without saying

they devoured their victim as well as killing hithe violent primal father had

doubtless been the feared end envied model of eaehof the company of

brothers: and in the act of devouring him they agglshed their identification

with him, and each one of them acquired a portidn®strengti™
Like a father, the source text is an authoritafigare exerting power upon its children.
The derivative text, by devouring its progenitoedmot simply get rid of the feared and
envied model, but digests and transforms parts iata new material which derives its
strength partly from the greatness of the sourog fdremost from the transformative
act it undergoes. The fact that authoritative fegudo not like to be overpowered
explains why adaptations are often consideredcksnig compared to the original.

Adaptation can also be compared to infection wiséchnother act of violence.
Infecting parasites use the resources of a hostpgmduce, thus weakening the host
organism. In order to survive the infecting ageszrds to leave the host and attack other
organisms. This aggressive but also regenerativecat be seen in the epidemics
certain adaptations cause. Resources taken fromréphic noveV for Vendettehave
been reproduced as film, but the infection doesstop here. The iconographic Guy
Fawkes mask has infected contemporary anti-corpopabtest. Ironically, who is
profiting from the sale of thousands of these maslkie corporation that stands behind
theV for Vendettarade mark. As the aggressive viru22i Days Laterand28 Weeks

Later shows, epidemics are difficult to predict and eatcol.

%94 Sigmund FreudTotem and TabotNew York: Routledge, 1999), pp. 141-42.
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3.2.1.2 Showing — Telling — Imagining

According to Umberto Eco, any form of adaptatioamsinterpretative act which
consists in making explicit what is only implicit the original text®® Similarly, when
quoting Roman Ingarder’€ theory of the role ofnbestimmtheitsstell&} in works of
art, Nicola Dusi points out that the degree of tedminateness is the main difference
between semiotic systems. Whereas a real objeativMays well defined, any literary
object has a certain level of vaguen&&onsequently, any work of art tries to find the
suitable balance between explicitness and concealme

When it comes to the representation of violence,dibgree of explicitness both
depends on the medium and a conscious choice afrdaive mind. Novel, graphic
novel and film use different means to convey viokimasmuch as every medium has
its own limits and its own strong points. The nowelies on the evocative power of
words and the imaginative skills of the human miviich can transform words into
pictures. However, the collaboration of the readeundamental in order to complete
this act of ‘closure’ resulting in an unlimited &ty of transformations of the written
word into images in the readers’ minds, which caty gartially be influenced by the
writer. The graphic novel, on the other hand, hHasvantage point in graphically
presenting violence and gore. However, the arsidimited in that he has to create a
precise and unique image in order to convey an. illevertheless, it is the artist’s
choice of how much detail he/she wants to includa panel. As Douglas Wolk points
out,

Comics omit far more visual information than theglude. They're a
series of deliberately chosen visual fragments twt't represent the
time between or the space around panels. And bedheyg’re cartoons,
they omit most of the details of the things theyualty do depict in a
panel®®®

Therefore, despite the relative preciseness of \¢lsial sign, some important
imaginative work by the reader is still requiretheTaddressee may not be able to decide

395 Umberto Ecopire quasi la stessa cosa. Esperienza di traduz{@ieeino: Bompiani, 2003)

3% Roman Ingarderas literarische Kunstwerk: Eine Untersuchung aamdGrenzgebiet der
Ontologie, Logik und Literaturwissenschéftalle: Max Niemeyer, 1931), p. 256.

397 Degrees of indetrminatedness.

3% Nicola Dusi,ll cinema come traduzione. Da un medium all’altetteratura, cinema, pittur&Torino:
UTET, 2006)

%9 Douglas WolkReading Comics: How Graphic Novels Work and WhatyMean(Philadelphia, PA:
Da Capo Press, 2007), pp. 132-33.
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how much detail to perceive, but the movement frame panel to the next and the
closure that occurs between panels allow the readgroose his/her own rhythm and to
decide whether or not to linger on the details @faael or to quickly move on to the
next. Film, with its moving images and sound, italtimsensory creation of an
impression of reality, on the other hand, doesgin# the audience much autonomy in
their viewing experience. The explicitness of tineages and the rhythm of their
perception are governed by the choices of a filreator and his/her crew. The degree
of explicitness of violent images changes accordmghat the film wants to achieve
and ranges from discreet allusiveness to extreraphge depiction. Nevertheless, the
audience does not simply passively receive infolonatout has to actively transform
this information into a coherent message. Any fillewing experience requires
interpretation, and despite the higher degree tdrdenateness, also film allows for a
number of different readings. Moreover, also filanaely on the imaginative power of
the human mind by consciously omitting certain infation, mainly when it comes to
gory details, leaving the rest to the audienceagimation.

An interesting point regarding the different senti@ystems has been made by
Christian Metz in his essay “On the Impression e&Ry in the Cinema.” In comparing
photography, theatre and cinema, he attributesoghaphy little ‘impression of reality’
in that it can convey neither movement nor corpgralheatre, in spite of using real
space and real time as well as movement and caditgpteowever, does not result in a
higher degree of impression of reality. On the amyt the artificiality of the mise en
scene even lessens the impression of reality. Gineom the other hand, as a
combination of the real irreality of photographydathe apparent reality of theatre
achieves a high degree of impression of realitye Tihages are immaterial like in
photography, but at the same time perceived as beabhuse their movement provides
an illusion of corporality*°

All these aspects need to be kept in mind in adgptiarratives into different
media. As Alan Moore points out in an interview kxping his dissatisfaction with the
adaptations of his graphic novels into film,

There is something about the quality of comics thakes things possible that
you couldn't do in any other medium. [...] Thinpattwe did inWatchmeron

310 Christian Metz, ‘On the Impression of Reality fretCinema’, irFilm Language: A Semiotics of the
Cinema trans. by Michael Taylor (New York: Oxford Uniw#lly Press, 1974), pp. 3-15.
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paper could be frankly horrible or sensationalisunpleasant if you were to
interpret them literally through the medium of aime When it's just lines on
paper, the reader is in control of the experiendss a tableau vivant. And that
gives it the necessary distance. It's not the sammen you're being dragged
through it at 24 frames per secoft.

The same can be said about any adaptation. Thetefdich a medium can or cannot
achieve are fundamental in the adapting procesgyanern the choices an adapter has
to make since they largely influence the receptibtine derivative text.

3.2.2 Close Analysis

3.2.2.1 From Novel to Film

In this study, the two films based on novels ilfag two fundamentally

different ways of adapting novels into films. Whes&he Roadries to capture as much
as possible of the imagery, the plot and the spirthe work it is based oigGhildren of
Men is only loosely based on P.D. James’ novel. Thiswa for a more detailed
comparison of the expressive means used in thevéngions ofThe RoadChildren of
Men, on the other hand, does not really adapt anycpéat scenes to the screen, but
transposes the world created in the novel and s@@® of its elements, including the
Christian undertones, to tell the basic plot of tlogel, it is to say the effects of general
infertility on an ageing society and the implicasoof an unexpected pregnancy for
both the society and the individuals involved. Gangently, there will be a slight
imbalance in the way the two adaptations are aed|ysesulting in a more thorough

analysis ofThe Road

3.2.2.1.1Children of Men

Government atrocities

One of the aspects that have been adapted to tkensts the violence the
government is capable of, which ranges from statesored euthanasia, over

exploitation and discrimination of immigrants tdniiman treatment of criminals. In the

311 steve Rose, ‘Alan Moore: An Extraordinary Gentlemahe Guardian16 March 2009, <
http://www.guardian.co.uk/books/2009/mar/16/alaneneewatchmen-lost-girls> [accessed 14 January
2012]
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novel, there is a strong focus on the Quietus mevema form of assisted suicide
which resembles a rite of passage for the ageipgllpbon. In the film, this aspect is
only hinted at in a TV spot. In addition to thishieally questionable practice, the
government, besides being a dictatorship disguesedemocracy, is guilty of crimes
against humanity mainly in the way it treats crimlhand immigrants. The novel only
gives sparse information about how immigrants 4edaSejourners in the novel — are
treated, but the pamphlet created by ‘The Fivedssim order to wake up the British
population provides insight in the limited right§ workers from abroad. “Give the
Sejourners full civil rights including the right tove in their own homes, to send for
their families and to remain in Britain at the esfdheir contract of servicé* is what
the underground organisation demands from the govent. Julian feels very strongly
about the injustice done to the immigrants. Sheptaims, “We import Omega¥’ and
the young from less affluent countries to do outydiork, clean the sewers, clear away
the rubbish, look after the incontinent, the agé&dShe continues,

They have to be strong, healthy, without criminahctions. We take the best

and chuck them back when they're no longer wanfed.They work for a

pittance, they live in camps, the women separate fihe men. We don't give

them citizenship; it's a form of legalized slavéty.
This description of the situation of the Sejournersa clear reference to the socio-
economic situation of immigrant workers in the 199@hen the novel was written, but
also nowadays.

The other aspect of government atrocity regardsatég criminals are treated.
Even people guilty of petty crimes like Henry, Mim’s little brother, are sent to the
Isle of Man, a prison camp left to the prisoneentselves. Henry managed to flee and
tell his sister about his traumatising experienefie being executed. Miriam describes
the island as “a living hel®*® She continues,

Those who went there human are nearly all deadhancest are devils. There's
starvation. [...] Now, when people die, some gét¢r#oo. [...] The island is run

by a gang of the strongest convicts. They enjoeltyutand on Man they can

beat and torture and torment and there’s no oo them and no one to see.
Those who are gentle, who care, who ought not tivée, don't last lond’

312p D. JamesThe Children of MerfLondon: Faber and Faber, 1992), p. 158.
¥3The last generation of children born before theegal wave of infertility.

314 James, p. 83.

315 James, pp.83-84

316 James, p. 90.

317 James, p. 90.
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The film uses this information together with the@mt of how immigrants are treated
to create its own depiction of the refugee camBaxhill. Film, as a text based on
images, relies on the evocative power of certaomagraphy linked to recent history
such as the Holocaust or human rights infringemen®uantanamo Bay or Abu Ghraib
in order to convey the cruelty of the regime and liell of the camp. Similar to the
novel's references to cultural and social issuetheftime of its creation, this use of

recent historically relevant imagery roots the filmthe time of its making.

The ambush scene: source text

A climactic event in both novel and film is the amh scene. In the novel, the
car with Theo, Rolf and his pregnant wife Juliameit friend Luke and Miriam, a
former midwife, is attacked by a group of Omegasharbaric fashion, they carry out a
ritual dance, first around the car, then aroundr tteptives, which eventually leads to
the ritual murder of Luke, the biological fatherXiflian’s child. Tension is slowly built
over eight pages. In spite of a third person nemafTheo’s point of view is expressed.
Descriptions of the Omegas with their painted fadkeir “expressionless eyes,

318

gleaming, white-rimmed, in a mask of blue, red gatlow swirls,”"" a flaming torch

in one hand, a club in the other are intercut bgol$ thoughts about possible ways of
escaping their ritual murder. The description @& thual dance is very cinematic. Theo
describes their movements, their chanting, and tbeks:

And then the ritual dance began. With a great whbegdigures slowly pranced
round the car, beating their truncheons on thessaiel the roof, a rhythmic
drumbeat to the high chanting voices. They wereringahorts only, but their
bodies were unpainted. The naked chests looked valsitmilk in the flame of
the torches, the rib-cages delicately vulnerablee Jerking legs, the ornate
heads, the patterned faces slit by wide, yodelfiayuths, made it possible to
see them as a gang of overgrown children playingr tidisruptive but

essentially innocent gam&s.

Theo also provides additional information about tnkabehind these Omega activities:
they usually choose only one sacrificial victim aswnetimes are satisfied by simply

burning the car. There is no way to reason with‘Bented Faces’, the only hope of

%18 James, p. 253.
319 James, p. 253.
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Theo and the group of people around him is thdeaying the car Julian and Theo will
manage to run away and hide in the woods.

The ritual dance consists of different stages.t s car is surrounded, then the
windows are smashed and the captives, who by now &t the car, are included in
the ritual dance which has become “more ceremotiial chanting deeper, no longer a
celebration but a dirge® During this part of the dance, with most of thenakxs
absorbed and ecstatic, Julian and Theo managentaway, but only because Luke
offers himself as victim. The description of Lukeital killing is again very detailed
and graphic.

A terrible silence fell as they closed around higmoring Theo and Miriam. At
the first crack of wood on bone, Theo heard a sisgkeam but he couldn'’t tell
whether it came from Miriam and Luke. And then Lukas down, and his
murderers fell upon him like beasts round theiypjestling for a place, raining
their blows in a frenzy. The dance was over, theroeny of death ended, the
killing had begun. They killed in silence, a telgilsilence in which it seemed to
Theo that he could hear the crack and splintervefyesingle bone, could feel
his ears bursting with the gushing of Luke’s bldgd.

From a distance Theo and Miriam observe the erldeofitual.

And now the killing looked less like a frenzy ofobd-lust than a calculated
murder. Five or six of the Omegas were holdingrtkmiches aloft in a circle
within which, silently now, the dark shapes of thalf-naked bodies, arms
wielding their clubs, rose and fell in a ritual lealof death. Even from this
distance it seemed to Theo that the air was splidtavith the smashing of
Luke’s bones?

The ambush scene: film adaptation

In the film, the scene loses its ritualistic qualind becomes an elaborate action
movie scene. Theo, Julian (who in the film is @ pregnant woman, but the head of
The Fishes), Miriam, Luke, and Kee, the pregnarif gre driving through the woods.
The atmosphere is cheerful, birds are singing, emigsplaying from the radio and the
passengers are in a good mood when they suddeals barning car rolling from the
wood onto the road. A large number of yelling peopith clubs attack the car. Luke,
the driver, manages to drive backward, but two rmera motorbike follow them and

shoot at the car. Julian is injured, bleeding ewtgre, and eventually dies of her

320 James, p. 257.
21 James, pp. 259-60.
322 James, p. 260.

112



injuries. Moreover, during their flight, Luke has kill two police men in order to
guarantee the safety of the group.

In addition to its function as a turning point ihet narrative, the scene is
memorable from a technical point of view becausse mostly filmed in tracking shots.
The camera is placed inside the car and provid#0adegree shot, thus creating a full
range of vision, first of the cheerful conversatiorthe car, and then providing point of
view shots from within the car through the windoefswhat is going on outside: the
group of Omegas attacking the car, the two menhenntotorbike shooting at Julian,
Theo opening the door of the car in order to gebfithe two bikers and the desperation
of the women inside the car because of Julian’$hd@dne director insisted in using this
elaborate technique in order to add realism tostteme. Throughout the whole film, he
deliberately opted for long takes with a limited amt of cuts in order to take
advantage of real time and to achieve a specifie,.atnaking the whole movie look raw
and real, with real light entering through the vaagken. The overall impression should
convey the way people would film with their own @¥meras in the year 2027,

This example illustrates how a pivotal scene ofdberce text can be reduced to
its bones, maintaining only the basic plot elemeartd the feeling of action. A too
literal translation of the episode with its ritistic elements and the gore of the
sacrificial murder would have changed the agendaefilm.

3.2.2.1.2The Road

Both novel and film present violence on severaklevthere is the striking

violence of the environment, the violence of thadbguys’ who inhabit this hostile
environment, violence as self-preservation as aglself-violence as a reaction to the
violence of the post-apocalyptic world dhe RoadAs already mentioned above, the
film tries to capture the mood and the imageryhaf movel, but has to introduce some
changes in order to keep up with the spirit oflibek.

The violence of the environment
The setting of the novel is bleak: “Nights dark beg darkness and the days more gray
each one than what had gone before. Like the amfssbme cold glaucoma dimming

323 Alfonso Cuardn, ‘Men Under Attack’, iBhildren of Men(Universal Studios, 2007) [on DVD]
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away the world#* In the film, this glaucoma metaphor appears atehd of the
opening scene. The film opens with colourful, igtyllmages of family life in the
country which are, for a short moment, viewed tigloa grey mosquito net that adds a
dark hue to the brightness of the idyll. This glayer will cover the rest of the film,
with the only exception of the dream sequencesh Bothe novel and the film, a layer
of ash seems to cover everything. Even the sndimddirom the sky is grey because of
the ash in the atmosphere. Darkness and silencprademinant. There is ash, dust,
soot and trash everywhere; “charred and limblassks of trees™ line the road. The
country is “barren, silent, godles&® Only the sound of distant thunder or “the wind in
the bare and blackened tre®8”can be heard. This bleakness is matched by the
predominantly grey tones of the film which give thgression of a “charcoal drawing
sketched across the wasté®The simple, essential syntax of the descriptionshi
novel are paralleled by rather long establishingtsithat give the landscape the role it
deserves in this post-apocalyptic tale. The mantlaadboy are only small figures on the
road which leads them past uprooted trees, laked fvith driftwood and falling trees.
The camera lingers on the lake filled with deade tteunks. Sad piano music
accompanies the first images and the man’s voieg agcount of life in this world at
the end of all times.

Both film and novel, however, alternate long, blesdqguences with more
colourful short inserts, thus achieving strong casts which in both cases increase the
sadness of the post-apocalyptic environment. Imthesl, the descriptions of beautiful
memories of things lost from the old world or ofedms are linguistically more
elaborate, the sentences more complex and the wacgbmore poetic. In the film,
bright colours, sunlight and classical music chimase the dream sequences.

However, the general bleakness of the narratiteasbackdrop for the cosmic
violence that occasionally irrupts into the posb@gyptic landscape when nature
shows its threatening side.

He was fast asleep when he heard a crashing wwdbds. Then another. He sat
up. The fire was down to scattered flames amongethieers. He listened. The
long dry crack of shearing limbs. Then anotherltréke reached and shook the

324 Corman McCarthyThe RoadNew York: Vintage Books, 2006), p. 3.
325 McCarthy, p. 8.

32 pid., p. 4.

%7 bid., p. 15.

38 bid., p. 8.
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boy. Wake up, he said. We have to go. [...] It'e tinees. They're falling

down?3?°
The use of simple sentences heightens the tendidheoapproaching danger. The
dialogue between the man and the boy is kept atramum with short, essential
sentences. Later in the passage, longer sententdesavor little punctuation give the
impression of breathlessness. In spite of the gpéncon narration, the point of view is
that of the man and the length of the sentencésctsfhis state of mind during this
short moment of lethal danger.

He scooped up the bedding and he folded it and peichphe tarp around it. He

looked up. The snow drifted into his eyes. The fu&s little more than coals

and it gave no light and the wood was nearly garkethe trees were falling all

about them in the blackness. The boy clung to Aihey moved away and he

tried to find a clear space in the darkness butllfirhe put down the tarp and

they just sat and pulled the blankets over themhenldeld the boy against him.

The whump of the falling trees and the low boomtloé loads of snow

exploding on the ground set the woods to shuddekiiegheld the boy and told

him it would be all right and that it would stoposoand after a while it did. The

dull bedlam dying in the distance. And again, sojitand far away. Then

nothing. There, he said. | think that'S3t.

The description of the power of the falling treesvery kinetic and aural, both on a
denotative and onopoeic level: the low boom of #mw exploding next to the

characters, the whump of the falling trees, theddbting woods all give the scene an
action movie feel. Expressions such as ‘boom’ amtump’ are reminiscent of the

sound effects in graphic novels.

In spite of providing a different context for thee falling scene (in the film the
two characters are not asleep as in the novelreutuaning from a cannibal gang who
are hunting down a mother and her child), the filies to convey a similar experience
resorting to different means. The man and the lreyshown as small figures in the
middle of a thick wood of tall trees. Threateningises accompany them running
through the wood, now shown in medium shots andeclgps. The tree falling scene is
filmed with multiple cameras which heightens thepression of danger. A shot of
moving tree tops covering the whole screen is @otiewith a close-up of an uprooting
tree. The cracking sound of the falling trees bee®mmore intense and is interspersed

by the sound of the screaming boy and the gasptigerf. There are alternating shots

329 McCarthy, pp. 96-97.
%30 MccCarthy, p. 97.
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focussing on the tree tops, the roots and the tvemacters trying to protect themselves
from the powers of nature. The fast cutting andltire angle shots heighten the threat
of the falling trees and the defencelessness dfatbgrotagonists.

In both the film and the novel, the tree fallinggese occurs after the two protagonists
come across the signs of ritual violence. It isifasature were reacting against the

atrocities human beings are capable of.

Cannibalism

Both, novel and film abound in gruesome scenes lwhkmncern cannibalism.
However, comparing both versions, there is a langgnber of cannibalistic references
with more detailed descriptions in the novel. Whsr€orman McCarthy’s novel talks
about the act of endephagous cannibalidmhich the member of the road gang, who is
killed by the man in order to protect his son, mes victim of, the signs of ritualistic
cannibalisni*? reminiscent of Joseph Conrad#eart of Darknessthe incident of the
cellar where human beings are being kept as lick&tbas well as the sighting of “a
charred human infant headless and gutted and biagken the spit* by the two
protagonists, the film is more cautious with theual depiction of cannibalism. The
episode of endephagous cannibalism, for examplalishinted at by a short close-up
of human entrails on the road and the man’s sevsead underneath a car whereas the
description in the novel is more detailed:

Dried blood dark in the leaves. [...] Coming ba&kfbund the bones and the
skin piled together with rocks over them. A poobots. He pushed at the bones

with the toe of his shoe. They looked to have bbkeiled. No pieces of

clothing®®

According to Hillcoat, it was important to cut soragthe more gruesome scenes in
order to keep a certain balance between the vielesfcthe environment and its
inhabitants and the loving relationship betweerathdr and a son. He considered the

baby on the spit scene as redundant in that the eanibalism scene of the film

31 MccCarthy, pp. 70-71.
%32 bid., pp. 90-92.

333 |bid., pp. 108-15.

%34 bid., p. 189.

335 MccCarthy, pp. 70-71.
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already says everything that there is to say abaamibalism and about how far human
beings are willing to gd°°

There are some more diversions from the book caimggthe cannibal threat. A
central scene in the novel is the description & thaces of ritual cannibalism,
reminiscent oHeart of Darknesswhich the man and the boy come across on their wa
along the road.

Shapes of dried blood in the stubble grass and gpdy of viscera where the
slain had been field-dressed and hauled away. Tdiebgyond the frieze of
human heads, all faced alike, dried and caved théh taut grins and shrunken
eyes. They wore gold rings in their leather easiarthe wind their sparse and
ratty hair twisted about on their skulls. The teiththeir sockets like dental
molds, the crude tattoos etched in some homebremead faded in the
beggared sunlight. Spiders, swords, targets. Aaragunic slogans, creeds
misspelled. Old scars with old motifs stitched gldimeir borders. The heads not
truncheoned shapeless had been flayed of theis skid the raw skulls painted
and signed across the forehead in a scrawl andwvbite bone skull had the
plate sutures etched carefully in ink like a blirgior assembly®’

They camp not far from that place and the followmgrning the man sees a gang
followed by enslaved people, both men and womechains walking along the road.
Even though the scene works perfectly well in tbgeh and gives an idea about the
high incidence of cannibalism, a similar scene gmé=d on film would lead to
undesirable intertextual references. As Hillcoainfso out, he wanted to avoid any
reference to thiMad Maxfilms and their way of depicting a post-apocalgociety.
Therefore, he decided to represent the widespraadilzalism and ritual violence in a
different way.

Blood and footprints in the snow — a photograpleiemrence from the Bosnian
civil war — convey the idea of organised, rituallikg. In this scene, which is not
present in the novel, a mother and child are hudiadn in an organised way by a
group of cannibals. This example shows how strtlity to the source can sometimes
change the whole viewing experience. In order tontam the spirit of the novel, visual
conventions from other genres have to be considamd avoided if necessary.

However, theHeart of Darknessmagery has been maintained also in the film. Aes t

%3¢ John Hillcoat, ‘Audio Commentary by Director JaHilicoat’ in The RoadDimension Films, 2009)
[on DVD]
*7McCarthy, p. 90.
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man and the boy approach a hut in the woods, tbmeacross a number of skulls on
tree branches used as poles and a pile of skalsng against the trunk of a tree. The
camera provides a medium point of view shot of signs of cannibalism as seen
through the eyes of the father who, the momeniels the visual evidence of the blood
cults, turns round in order to prevent his son figearing it as well. After that, the above
mentioned photographic reference to the Bosnianisvieatroduced. On their way back,
the two protagonists come across fresh blood amdpfmts on the snow. The
threatening soundtrack together with two reversassbf the boy’'s shocked face and
the traces of blood in the snow, the second beimipse-up of the pools of blood,
increase the tension. The boy’s question “What?5 is followed by an establishing
shot showing a group of people running after soraedigain, shot (the group of people
running) and counter shot (the man and the bopdrio hide) increase the tension. The
shots, which focus on the two protagonists, arempanied by the off screen sound of
the screaming people. The man and the boy canedhsen, but hear them. Observing
from some distance, the man eventually sees tlagrtbup is hunting down a woman
and her child who are then being murdered off scrébe scene ends with the scream
of the woman and a gun shot. This human atrocifgliswed by the tree falling scene
which has already been discussed above.

One of the most gruesome incidents in both the Inmve the film occurs when
father and son discover a cellar in which humamdseiare being kept as livestock for
slaughtering — cannibalism put to extreme. Thes®ibals do not simply resort to
eating human flesh because they are starving,heytkeep and raise human beings as
they would cattle. In the novel, the tension isltoup slowly. The man and the boy
approach the house because they are desperatel todid. The detailed descriptions of
the setting are interrupted by short dialogues eetwfather and son. From the
beginning, the boy does not have a good feelingiath® place and wants to convince
his father to retreat. Inside the house, therehamts of human presence. “Piled in a
window in one corner of the room was a great hefaplaihing. Clothes and shoes.
Belts. Coats. Blankets and old sleeping bad$At this point of the novel, the reader
has already become familiar with the signs of daragel has learnt how to read and

338 McCarthy, p. 107.
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interpret them in a similar way as the boy is. Shbsequent sentence, “He would have
ample time later to think about th&t® makes it evident that the man and the boy are in
danger. The boy is terrified. As the man sees kelddatch on the floor of one of the
rooms, the readers find themselves in clear hayenire territory. Leaving the mansion
in order to find a tool to open the hatch, the nmames across more signs of horror
which he, however, does not see.

In the yard was an old iron harrow propped up argdf stacked brick and
someone had wedged between the rails of it a Galipn cast-iron cauldron of
the kind once used for rendering hogs. Underneatte whe ashes of a fire and
blackened billets of wood. Off to one side a smabon with rubber tires. All
these things he saw and did not ¥8e.

The tension increases when the man manages totlopérapdoor and takes his lighter
out. Climbing down dark steps, with only a lightex his light source, is a clear horror
narrative trope. Shock is guaranteed.

He started down the rough wooden steps. He ducisedead and then flicked
the lighter and swung the flame out over the daskdi&e an offering. Coldness
and damp. An ungodly stench. The boy clutched @atcbat. He could see part
of a stone wall. Clay floor. An old mattress darkl@ained. He crouched and
stepped down again and held out the light. Huddbginst the back wall were
naked people, male and female, all trying to hilgelding their faces with
their hands. On the mattress lay a man with his gone to the hip and the
stumps of them blackened and burnt. The smell vbesohs.

Jesus, he whispered.

Then one by one they turned and blinked in thefupitight. Help us, they
whispered. Please help us.

Christ, he said. Oh Christ.

He turned and grabbed the boy. Hurry, he said.\Hurr

He’d dropped the lighter. No time to look. He pusiiee boy up the stairs. Help
us, they called.

Hurry.

A bearded face appeared blinking at the foot of dta@rs. Please, he called.
Please.

Hurry. For God’s sake hurrif*

In addition to the visual description, the novetisiscribes the smell, the dampness and
the desperate whispers of the people. In almosintaic fashion, the lighter functions
as a spotlight, highlighting the evidence of thenln atrocity taking place in the cellar.

However, when father and son finally escape ansectbe trapdoor, the danger

is not over yet. Through the window, the boy semg bearded men and two women

339 pid., p. 107.
%0 MccCarthy, p. 109.
%1 MccCarthy, pp. 110-11.

119



approach the house. They have to run and hide tboge mansion. The man is aware
of the fact that this might be the moment he wdwate to kill his son. In an interior
monologue he asks himself whether he would be tabkéll his own child. “What if it
[the pistol] doesn't fire? Could you crush thatdadd skull with a rock? Is there such a
being within you of which you know nothing?* As darkness approaches, he starts
believing that they might still have a chance toage the cannibals. However, at night
he acoustically withesses their atrocious deedstlé night he heard hideous shrieks
coming from the house and he tried to put his hands the boy's ears and after a
while the screaming stoppetf:® There is no need to describe in detail what isg@in

in the house. The readers’ imagination is ableubgtl the pieces together and create
the matching images to the hideous shrieks in their minds.

From the point of view of the content, some sigmifit changes have been made
in the transposition of this incident from novelfion. Fear and tension are expressed
differently in the two media. In the film, the seeim which the father feels compelled to
kill his son takes place inside the house. Accaydia Hillcoat, proximity to the
cannibal scene is important to create fear, wheiredse book, the fear is expressed
through running away. Things that work in a novelynmequire a few changes when
they are physicalised for the filff*

However, there are a number of similarities betwgentwo works. As in the
novel, the boy seems to see the signs of peopiglin the house, whereas the father is
blind to the evidence of human presence. The diractes reverse shots in order to
express this difference in awareness. In additmnhe close-ups of the boy's face
conveying his fear, the point of view shots of whatsees slowly prepare the audience
for the things to come. The close-up of a pile lofdren’s shoes is an evident visual
reference to the Holocaust which triggers a loaggociations and heightens the tension
in the audience. Moreover, the pile of crockerytlwe sink, the sleeping bags and
garments scattered around the room are clear \sgyrad of human presence.

When the man and the boy leave the house in oodfst¢h a tool to open the
trapdoor, they are being filmed from a high anglkiok gives the impression of

someone watching them from a window on the firgbffl Again, outside the house,

32 McCarthy, p. 114.
3 McCarthy, p. 115.
%44 Hillcoat, ‘Audio Commentary’
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through reverse shots of the environment and tly&sdace, the audience adopting the
boy’s point of view notices other evidence of céatism and danger: a medium shot
focuses on a cauldron, a pile of fire wood anduaktrwith a harrow on it; a tracking
shot includes another cauldron with burnt wood unelath and a further shot shows a
hook used for hanging up slaughtered animals.

The tension is already high when the man managepdn the hatch. The scene
presents all kinds of horror movie tropes. So fay antradiegetic sound has been used.
The man'’s lighter is the only light source whenytstart descending the steps into the
cellar. The camera lingers on the frightened fasegshe man and the boy. The
background is dark, and the boy’s gasping is tHg sound that can be heard, which
increases the tension. Only now, low but threatghizckground music starts. An over-
the-shoulder shot following the man and the boy mktairs increases the impression of
imminent danger. Now the camera focuses on blod@yns hanging from the ceiling
while the music becomes louder and more threatefiihng next shot shows a group of
emaciated, naked people on the floor. A tracking pihovides a complete picture of the
horror. There are pieces of raw meat and blood hen floor and a man with an
amputated leg is lying on a blood-stained mattréBse whole scene is again
reminiscent of the Holocaust, but also recallsesinth century iconography of hell by
painters such as Hieronymus Bosch or Bruegel. tfitiad to the threatening music,
now the screams of the imprisoned humans add t@adhe of the whole scene. The
screaming becomes louder while one of the men tiiggab the two intruders who are
fleeing the scene.

There is, however, no respite, neither for the ek nor the two protagonists.
As in the novel, the boy sees the cannibals apprtae house through the window, but
there is no time to leave the house. Instead, fathd son hide in the bathroom on the
first floor which provides more evidence of the wei#alistic practices in the house: the
wash basin and the bath tub are full of blood amddm entrails. This is the place where
the father is torn between the love for his son #rednecessity to kill him in order to
spare him from more suffering. Whilst the novelorts to an interior monologue in
order to express this inner struggle, a similaateggy during an action sequence in a
film would destroy the whole tension. There is moet for reasoning at this stage. The

man’s struggle can only be expressed by his hasitathe frequent cuts between the
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gang talking on the ground floor and the man ang ibothe bathroom increase the
tension. Only the two actors’ facial expressionsivay their fear and the father’s

dilemma. The scene culminates in a shot of the pwnting the gun on the boy’s

forehead and a close-up of the man’s tremblingefiran the trigger. That is the moment
the gang is distracted by the noise of the prisoméro try to escape from the cellar
which allows the man and the boy to flee. As inrtbgel, they have to hide close to the
house where, at night, they witness the screartteea$laughtered humans.

In his commentary on the DVD, Hillcoat explainsttitacreating this horrifying
scene he did not want to go overboard with the .gdeeused real, skinny people and
raw meat, but all in all he wanted to show restrand only provide absolutely
necessary details in order to convey the idea atwdhgoing on. Also, the scene was
slightly expanded by the scriptwriter and the diale between the cannibals was
added®* However, the details shown are gory enough agmtgave too much to the
imagination of the audience. What the audiencefiian, though, are the feelings and
thoughts of the father while pointing the gun & $on’s head.

3.2.2.2 From Graphic Novel to Film

3.2.2.2.1V for Vendetta

As already mentioned in the introduction, Alan Medalissociates himself from

the film adaptations of his novels, because he iders them too literal in their
transposition which results in a change of the alapirit of the source text. Whereas
the adaptation of some action sequences, suchsagnfounter with Evey facing the
threat of the Fingermen, or the explosion scenlesephe movie in the action film and
superhero genre — genres which the graphic novedpss and plays with —, the rather
literal transposition of the imprisonment scendahbeentral to the graphic novel and the
film, seems to achieve a similar effect in the peat.

The prison scene: framing sequences
The prison scene is fundamental for the femaleggantist’s growth from fearful
child to strong, independent, politically consciowmeman. Both the reader and the

5 Hillcoat, ‘Audio Commentary’
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spectator are unaware of the artificiality of theerge. V re-enacts his own Larkhill
experience with the only difference that he forEegy to play the role of the prisoner
in his stead and to experience the cathartic efd@cuffering which will eventually
result in her personal growth.

In the graphic novel, the prison scene covers Bdoko (“This Vicious
Cabaret®®®, Chapters Ten (“Vermir®’), Eleven (“Valerie®**® and Twelve (“The
Verdict”®*%). The final catharsis and self-awareness scenar®dn Chapter Thirteen
(“Values™9).

In the graphic novel, the prison scene is framedabyream sequence and a
reconciliation scene. The dream sequence is keppink-purple-lilac shades and
pictures Evey in a kind of Alice in the Wonderladcess, the same dress she was
wearing during her encounter with the bishop. Mafsthe perspectives are distorted,
thus heightening the dream-like quality of the sstme which is entirely narrated by
Evey in first person. The dream starts with a mgnuodra birthday party during Evey’s
childhood which becomes an oedipal experience Wwh father who also looks like
Gordon. A Punch and Judy Man show, which was maabe staged at her birthday
party, takes place in a retirement home. Some ep#ople on stage, whose heads are
knocked off by the Punch Man, resemble members@pblitical establishment. Evey
runs off and the whole scene becomes increasingiardic. Worm-eye views, bird’s-
eye views, close-ups and distorted perspectivesnalte to create a feeling of vortex
(increased by the panel picturing the spiral stagpeed and danger. The Punch Man
who is running after Evey has become V who cattieedefore she can take the lift to

safety.

346 Alan Moore and David Lloydy for VendettgNew York: DC Comics, 2005), pp. 87-179.
%7 bid., pp. 149-54.
8 pid., pp. 155-60.
%9 bid., pp. 161-66.
%0 bid., pp. 167-72.

123



il
N ERING INSIDE ME, |
NTHERE (SN0 OTHER NOSE |
WY THE WHOLE THEAIR®E, |

M VRV FRIGHTENSDNN, |

1 DON'T RECOGMISE ANY OF |

THE COBRIDORS, MO THE | Eafra i s

M RUNCK/~MAN WILL TIRN | EVERYBODY ELSEMLST #2
THE CORNER SEMND ME | §E DEARD, DAD, ML,
_gmsteond, | GOPSON.,

THEY VE LEFTMEQLONE |
WTH HIM,

{ TURN AN RN
BRCK THE WAy 1V
CONE, BUT THE
CORRPOR H95
GNE...

AND THERE'S 4 817 A/ : g ~ X ey "7‘5;5;7}9; '
OF SPIRAL STIRS NSTESD, | ———— ST s Lok Domv,

4 \ THE WELL,

S MY LECS ARE HENY [N
== RDLY MOVE THEM, HES
\CoNg 70 CATCH ME,

Picture 1

124



The black panels, one at the end of Evey’s atteémpake revenge for Gordon’s
death, when she is blacked out by an unrecognis@oiee, and one at the beginning of
the dream sequence with no images but only captionisg at a staging taking place,
are linked with the first black and silent panettod prison scene. The black panel at the

beginning of the dream sequence (Chapter Nine,i¥iitide®™?)

gives some hints of
an enactment taking place. As Evey observes, “Tir@raund me is completely black. |
think that perhaps I'm backstage at the theatranduhe interval.] There are muffled

bumpings nearby. Stage-hands are rearranging #reesc?>?

Of course, like in the
film, the reader is not aware of the fact that phison scene is only an enactment. The
black panel can simply be read as part of the diveisorientation of the dream
sequence.

The scene following the whole prison and catharsigdent shows Evey as a
grown up, matured woman. The whole sequence isupadoin very pale, white-
yellowish-salmon shades. Compared to the dreamesegu this scene is visibly more
static. Even Evey’s sober, linear dress indicaled she has lost the playfulness and
femininity of the dream sequence. Her short haar, émaciated features and her bony
hands are proof of her atrocious prison experieNeeertheless, she has recognised the
importance of the enactment and is grateful. V @&xgt “You did it all yourself. |
simply provided the backdrop. The drama was allyawn.”* There is no resentment
any more. Evey kisses V clasping Valerie’s letteher hands, still not knowing that
Valerie was real. The parallel between V’'s and Eseyperience becomes evident as V
explains, “Valerie wrote the letter, in her own Hawhile she lived. | delivered it to you
as it was delivered to me. The words you wept avere those that transformed me.

Five years earlier®*

%1 Moore and Lloyd, pp. 143-48.
%2Moore and Lloyd, p. 143.
%53 Moore and Lloyd, p. 174.
%4 Moore and Lloyd, p. 175.
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The two framing scenes are important in that thegeuline Evey’'s growth and
development, from unconsciousness (dream) throaghhiation (prison), painful birth

and cleansing baptism to adulthood.

The prison scene: source text

The title of the first chapter dealing with thegmm episode, “Vermin”, already
hints at the inhumane conditions of the main chiaraand her vilification to a mere
vegetative status. The first impression is thajrefy-brownish tones, a striking linearity
and utter silence on the first page. The settingstablished starting with a close-up of
Evey’s face and a medium shot of her body, theriolgwing Evey from behind, as
with an imaginary camera, exploring the setting adinthrough her eyes and finally
ending in a close-up again, with her face behing.b@ihe rest of the cell setting is
illustrated through Evey’s narration. Square capi@re a comic’s convention to
indicate narration. Consequently, these are notyBwvihoughts, but the first person
narration of her own experience. Here, the pardbetween the rat and Evey is
established. The first panel of the page showsseelip of the rat’s face and the caption
“There is a rat*° The final panel shows Evey, a brown bundle of hurfiesh and
bones, cowering on the prison cot and a captioringa§There’s a rat*°® The
implication is clear and Evey’s inhuman conditiennhade evident, both visually and

verbally.

%55 Moore and Lloyd, p. 149.
% Moore and Lloyd, p. 149.
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The next panels show state violence in action. dfioiis conveyed through
different views of Evey’s face and her moving hdiso the distorted angle in the
penultimate panel of the page with a medium shothef prison warden and Evey
underlines the aggressivity of the authorities. Diteck panel reflecting Evey being
blindfolded puts the readers in the heroine’s pmsiforcing them to see or not see
everything through her eyes.

The next two pages show Evey’'s encounter with tivestigators. Only their
shadows can be seen, which increases the thraaktBwees, the invisible can be more
threatening than the visible. The scene introduC&CV recordings which prove
Evey’s encounter and alleged collaboration with téorist V. Again, the sequence
ends with a black panel.

The next important stage in Evey’s prison experesiarts with another black
panel introducing the prison procedure she hastergo, which involves shaving and
body examination. Even though shaving off the prests hair is mainly done for
hygienic reasons, long hair is also a sign of feniy, beauty and individuality. All
these aspects are being taken away from the prutgmntributing to the loss of her
female identity. Her vulnerability is visualised ¢fose-ups of her face and through the
high-angle view of her body lying on the cell flobke a tiny vermin. Again, the
parallel with the rat becomes clear in showing Ef@ge to face with the rat. This
parallel continues on the next page in which Exgeyepicted lying on the floor in a
foetal position. The high camera angle which ismaimg back increases her forlornness
and her being robbed of her humanity. However,hassays, “Only now, | don’t mind
the rat... ...because I'm no bettef>’

%7 Moore and Lloyd, p. 154.
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In general it can be said that significant exper@snare shown directly through
Evey’s eyes, thus forcing the reader to identifthwihe heroine. The view of the
Norsefire motto ‘Strength through Purity. Puritydbigh Faith’ through the prison bars,
the claustrophobic experience of complete darkntbesthreat of the unrecognisable
silhouettes of those in power, but also the firstdg of Valerie’s letter illustrate my
point. From the moment Evey starts reading Valsraitobiography, the two women
seem to become the same person. While we direedywshat Evey experiences, the
account of what she experiences is written in dalilike the words of Valerie’'s
biography written on paper, which suggests a gieamallel between the two. From a
visual point of view we witness more governmenoeitres, such as water boarding, but
the heroine, feeling a strong connection to Valed@es not seem to be affected any
more. The close-ups of the water boarding arerated with flashbacks of Valerie’s
youth and the discovery of her homosexuality.

Chapter Eleven focuses on Valerie’s autobiographyflashbacks and Evey
being tortured by the police. There is a stark @sttbetween the vividness of the
colours in the flashbacks and the darker colouth®torture panels. Also the drawings
of the flashbacks are more detailed. In additioteliing the life and love of Valerie, the
flashbacks serve to tell the story of the slow atéhe Norsefire regime. As in the film,
the panel showing the party marching with its basnis reminiscent of Nazi
iconography. This clear reference to the Nazi regand Evey’s shaved head which
recalls that of the inmates of German concentratimps heighten the horror of the
torturing scene, but Valerie’s words on the impact of integrity resonate in Evey’s
head while being tortured. Ruth, Valerie’s girlfrée could not live “with giving up that

last inch [of integrity]®*®

and committed suicide. Evey is aware of the twesjde
choices and opts for integrity. The end of thisptba shows panels which gradually
zoom into Evey's face while she reads the final dgoof Valerie's letter and makes
them her own. The captions in italics but withoubtation marks suggest that here
again Valerie and Evey have become one. Evey ddysotw every inch of this cell.
This cell knows every inch of mel Except one®° The last panel expresses all her

pain.

%8 Moore and Lloyd, p. 159.
%9 Moore and Lloyd, p. 180.
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Chapter Twelve opens with Evey facing a mock cai@sand refusing to sign
it. She is committed to saving her inch of integrithe main focus of this chapter is
Evey's slow and difficult rebirth. The colour schens almost monochromatic and
mainly in salmon and pink pastel shades. Theresakeral panels which focus on
Evey’s emaciated face with deep sockets for hes apel prominent cheek bones. There
are several high-angle shots which follow Evey @n slow discovery. A consistent
number of panels without any captions or speeclblegbleave the reader in silence.
Evey's state of disorientation, shock, wonder aatehs conveyed only visually. Step
by step she discovers the props of the play thaiblean staged for the sake of her own
catharsis. The chapter ends with a full page of Steadow Gallery. The huge oil
paintings hanging from the ceiling, the bookcadesdfwith books, the jukebox and the
TV set all represent culture in its various fornml are in striking contrast with the
atrocity of the enactment of the prison scene.

Only at the beginning of Chapter Thirteen, both\Eaad the reader realise that
V was responsible for the heroine’s imprisonmene\Es hate and disappointment are
best visualised in the central panel. It depices tlwvo main characters viewed from
above, both whimsically small as if crushed byéhents. It is as if God were watching
his puppets. The next two panels focus on two estitrg faces and figures: Evey’'s
face full of pain as opposed to V’'s motionless masid Evey's face covered by her
thin, bony hands that have experienced so muchipaiantrast to V’s statuesque body
completely covered by his long coat. Evey’'s hatalisexpressed in her face and her
hands. Her twisted movements contrast with V's ormdéssness. The drawing style
becomes more frantic the more Evey’s hate incredsegplains the reasons behind his
deed talking about happiness as a prison whichidipgople in their pursuit of freedom.
Evey tries to run from V and his truth. This momehtreal catharsis occurs when V
tells Evey, “Woman, this is the most important mainef your life. Don’t run from
it.”*®° The page ends with a close-up of Evey’s face griindesperation. The moment
of her greatest suffering is also the moment sheebsrn. She cannot breathe, she is
almost suffocating and thinks she is going to thehurst, but, as V says, “The door of

the cage is open, Evey. All that you feel is the wind from outside. Dolvé afraid.®**

%0 Moore and Lloyd, p. 170.
%1 Moore and Lloyd, p. 171.
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Evey can hardly walk and she is afraid of beingdfiblded again, but in V’'s words,
“all blindfolds are gone*?

Evey reaches a roof overlooking London. It is nagniShe is naked, but she
cannot feel the cold. Already the previous panelsehincreased their blue shades
together with Evey’s increasing awareness. Nowthis fundamental scene which
completes Evey’s transformation and rebirth, thiy colour is light blue with black ink
which is predominant and adds intensity to the @tartransformation of the heroine.
Again, the central panel shows the heroine fromird’seye view, small, thin and
naked on top of the roof. Evey feels different Ahdemembers his own experience
from five years before. He knows what it feels likéive years ago, | too came through
a night like this, naked under a roaring sky.Seize it. Encircle it within your arms.
Bury it in your heart up to the hilt..] Become transfixed... become transfigured...
Forever.®®® The chapter ends with a panel depicting Evey'sevsilhouette on the roof
against the dark stair-rods raining sky. Her vibleansformation is complete. The girl

has become a woman.

%2Moore and Lloyd, p. 171.
%3 Moore and Lloyd, p. 172.
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The prison scene: adaptation
Visually and content-wise, the prison scene infilne bears strong resemblance

with the same episode in the graphic novel. Wheaga® literal translation of comics’
panels through the medium of cinema may result ohff@rent viewing experience,
inasmuch as the viewer is no longer in controlhef $peed in which he experiences the
scene, the director’s choice of being as faithfupassible to the source works perfectly
well in this dramatic, but not sensationalist scene

Evey’'s imprisonment is framed by two interrogatsmenes. The prison scene as
such develops in between these two, alternatingr®scenes, bird’s eye views of Evey
on the prison floor and flashbacks of Valerie's libften repeating the same or only
slightly changed imagery as well as camera postiand movements, in order to
portray Evey’s rite of passage that transforms affé young woman into a strong
revolutionary.

The prison scene starts with reverse shots of Evieytified face and the face of
a man kept in the dark. Only his threatening vaiee be heard. The emphasis on
shadows, which is reminiscent of the graphic noael] the soundtrack increase the
impression of threat. However, the power of the Mhg&cene strongly relies on the
acting of Natalie Portman. Subsequently, a traclkshgt shows Evey in an orange
prison garb, which recalls those used in GuantanBay having her hair shaved off by
a faceless figure in a white frock. The threatersagndtrack continues.

After that, the audience gets a first glimpse @f dark prison cell through point
of view shots through Evey's eyes. On a visual llegey’s orange prison garb is in
striking contrast with the grey prison walls. A slod the linear, grey corridor outside
Evey’s cell, which will be repeated later, giveg tudience an idea about the facility
the girl has been taken to.

In the film, all the torture scenes involve waterpbably because the director
wants to put emphasis on the element that evegtwéllmake Evey’s rebirth complete
and underline the difference with V whose rebighlinked to fire. The first torture
segment shows Evey’s thin, naked body in a coldvehavith the sound of the girl’s
piercing shrieks of pain, before being thrown bextk her cell by one of the guards.

The next segment focuses on Evey lying on the pritmor, establishing the
parallel with the rat that appears as food is thramto the cell. In a similar way to the

graphic novel, the close-up of Evey’s face on therfputs her on eye-to-eye level with
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the animal. One of the most striking and most $icgmt images is the bird’'s eye view
of Evey on the cell floor, emphasising the contiatveen the heavy grey prison walls
and the insignificant, worm-like, orange bundldlesh on the floor, either cowering in
the corners or lying in a foetal position on thewrd. The important moment of the
discovery of Valerie’s autobiography on toilet papdich initiates Evey’s resistance,
on the other hand, is prepared by a number of alpseof Evey’s face, the hole in the

wall and Evey'’s eyes seen through the hole in tisop

wall.

Picture 7

Picture 8
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The next sequence provides a close-up of Eveyngadte text. Similarly to the
graphic novel, there is a close-up of the pieceaber, but the film resorts to the
narrating voice of Valerie in order to introducee theasons for her writing, before
continuing her account through flashbacks with goier narration, as in the graphic
novel. The content of the flashbacks as well asue of brighter colours parallel the
technique used in the source text. The audiencendeabout Valerie’'s youth, the
discovery of her homosexuality and her outing to ferents. A first visual hint at the
parallel between Evey and Valerie is the lap dissdhat is used to link the end of the
flashback — Valerie’s father throwing a photograbthis daughter in the bin — and the
beginning of the next scene in which Evey is beuager boarded. Evey’s face is shown

from below the water and her gasping heightensntipeession of suffocation.

Picture 9

Evey is eventually pulled back into her cell. Aratlird’s eye view shows the
darkness of the cell and a shatft of light from ¢pen door on the floor which serves as
spotlight for the weak, motionless body on the fldkhe camera angle and the lighting
both stress the vulnerability and forlornness of tieroine lying again in a foetal
position in the middle of the cell, which comessigmbolise the womb of her rebirth.
This visually almost identical scene to the presione with its succession of close-ups
of Evey's face and the hole in the wall introdu@®ther series of flashbacks of
Valerie’s life concerning her acting career, hecamter with Ruth, their love life and
the roses in their flat. These scenes are visuadlyy colourful and respect the

conventions of romantic movie scenes, with theaufon flowers and kisses at sunset,
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in clear contrast with the grim TV footage givingarmation about war and political
changes.

The flashback is interrupted again by Evey beingwim into her cell. This time,
however, there is no repetition of the previoustsisbhowing her in a worm-like state on
the prison floor. Instead, she reacts and immedglidweks for the piece of paper with
Valerie’s story on it. This is a first significastgn of change in Evey’s attitude: she
seems to have become stronger. It is as if the svand the pictures that Valerie’s story
evokes give her the strength to survive. In otherds, the power of the the story-teller
keeps her going.

The subsequent flashbacks in the form of TV footageide information about
how the Norsefire party came to power and how #regrution of homosexuals started.
Both, Valerie and her girlfriend Ruth end up inspn because of their sexual
orientation. Valerie’s prison experience shows rclearallels with Evey’s experience.
The head-shaving scene is visually identical witveyes at the beginning of her
imprisonment as well as the shot of a bundle ohgeaclad flesh lying on the floor of
the cell. The voiceover continues throughout theolehscene. The cutting between
Evey reading and Valerie writing makes the simifabetween the two figures even
clearer and culminates in an evident visual pdralleen Valerie’s face fades into
Evey’s, thus entirely merging the two characteise Scene ends with a long close-up
shot of Evey’s emotional face reading Valerie'sldeation of love and her plea for the
importance of integrity.

Now Evey is ready for the second interrogation scehich is visually almost
identical to the first, with the only differenceathEvey's head is shaved and her
countenance is composed, stoically accepting hathdsentence. The final scene in the
cell shows Evey waiting for her execution in dadgsieShe is sitting and her body is
almost one with the prison walls. The prison warttees to convince her to confess. A
number of reverse shots show the man’s face inngagkand Evey's face in light. A
close-up focuses on Evey clenching Valerie’s awgtaiphy in her hand while the
guard tells her she is completely free becauseishieee from fear. Evey’'s face
expresses bewilderment and disbelief when shedtegity leaves her cell. The camera
provides another view of the cell block, whichimiar to the one at the beginning, but

now focuses also on the fake elements ohtiee en scén&imilarly to the sequence in
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the graphic novel, there is neither dialogue noicemver narration. Only low
background music accompanies the otherwise sileqience of point of view shots
which make Evey as well as the audience becomeeawhithe enactment of the
imprisonment. The music slightly changes when Emegns a door and a first glimpse
of the Shadow Gallery can be seen. The books antings, the piano and the juke box
in the richly furnished gallery are in striking ¢oast to the linearity and bleakness of
the prison complex.

The first confrontation with V relies on the actiagilities of the two actors.
Evey's anger is all conveyed through her facialregpion and body language. An
asthma attack takes hold of her body and she $bban’t feel anything anymore!” A
close-up of her sobbing face and V’s explanatiothefreasons behind his cruel deed
complete Evey’s initiation into adulthood which Wile ritually sealed by the final
cleansing on the roof.

The roof scene completes Evey’s catharsis. Thectvemacters appear on top of
a roof overlooking London at night. V’s black figuand Evey’s orange figure stand
against a dark background. The classical music hesoincreasingly solemn as the
camera focuses on Evey's transfixed face in the, rais she recalls Valerie’s
grandmother’s words: “God is in the rain.” A birdéye view of raindrops falling on
Evey and zooming into Evey’s head underline the aflwater and become a clear sign
of the ritual the heroine is undergoing. Evey’s imgvforward, towards the city in the
foreground is intercut with familiar scenes of \sing from the Larkhill fires. The
parallel between Evey and V becomes evident aslitbdy hold out their arms, V in a
flashback of the Larkhill fire, shouting, and Eveythe rain, crying. V’'s baptism of fire

is paralleled with Evey’s baptism of water. Now gigus ready to take on V’s legacy.
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3.2.2.3 From Film to Graphic Novel

Although, strictly speaking, prequels and sequedsat adaptations, in that they
are not retellings of a story, but the continuatidra particular story, when it comes to
analysing the adaptation of violence from film toaghic novel, however, some
interesting considerations can be made. Since th&tlgraphic noveR8 Days Later:
The Aftermatff* and the comic serie8 Days Latet*® bridge the time between the two
films 28 Days Lateand28 Weeks Latethe writers and the artists have to bear in mind
several aspects of the films which do not only ewncgenre, plot and character, but
mainly visual elements such as settings and looks.

The graphic noveR8 Days Later: The Aftermatéxplores themes around the
outbreak of the epidemic. The main focus lies @réason for the creation of the virus,
its first victims and the first attempts to fight The comic series, on the other hand,
follows the adventures of Selena, the heroine offiyaBoyle’s28 Days Laterback to
the British Isles in company of a group of Amerisaamong others two journalists.
Their adventures lead them first to the Shetlardl @rkney islands where most of the
other members of the group are killed and wherei€erthe photographer is badly
injured. Throughout their journey from northern 8aod to Inverness, Edinburgh and
eventually Manchester, they have to fight not ogigups of Infected, but also other
survivors, unscrupulous scientists, American soddand Captain Stiles who wants to
avenge the death of Major West.

What makes the analysis of the graphic novel aedctimic series worthwhile
for my study is the rendering of the violent elemseof the film in the comic medium.
My analysis will focus on the portrayal of the lofed and infection in general, the way
the abuse of power in apocalyptic and post-apotalypmes is portrayed, the ‘final
girl’ cliché in comic form and how the genre-rethtelements of the movies such as
gore, speed and action are adapted into the comuicum, which can best be seen in the
violent scenes. The high number of violent scendgbe altogether four episodes2g

Days Later: The Aftermathnd the twenty-four episodes of the comic sermeglire a

%4 steve Niles (w) and Dennis Calero (a) et.28.Days Later: The Aftermafffox Atomic Comics,
2007) [print.]
%5 Michael Alan Nelson28 Days Late(Boom!Studios, 2009-2011) [print.]
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selection of scenes. Therefore, only a limited nembf emblematic scenes will be
analysed in depth.

3.2.2.3.1 Infection and the Infected

The representation of the Infected

As far as the portrayal of the Infected is concdrrtee comic’s artists draw
inspiration from the film. However, there is a famdental difference in the two media’s
expressive means. Unlike movies, comics are shaiicsilent. The filn28 Days Later
relies on several conventions of the horror andh&agenre. First of all, the gory look
of the Infectedmeets the requirements of the genre’s inhererd teeéransgress visual
taboos in order to create suspense and fear widher, and to heighten the spectator’s
feeling of their own body at threat. The ghastlmmesmd gore of the humans turned
monsters is not only achieved by a team of skittexke-up artists, but also by the use
of a different filming techniques, giving the Infed a slightly erratic, frenetic
movement. According to the director, the speciahiéque he used to film the Infected
does not slow the film down, but captures the insagea more static way, conveying
the jerky impression when run at normal p&eMoreover, throughout the film, there
Is a continuous manipulation of the point of viemith its distortions of perspective
creating a specific uncertainty of vision whichrie@ses the feeling of suspense. Also
the fast editing pace of a number of gruesome scengpical to the horror genre. In
addition to the movement of the Infected, the nais®y make, which is similar to a
human growl, as well as the use of background muosrease the horrific experience.

The comic medium needs to resort to different esgive means in order to
create a similar experience. Despite the stylighifferences due to the individual
drawing styles of the artists, all the Infected depicted with some elements which all
versions have in common. What is most strikinghis tocus on the red eyes of the
Infected and their bloody saliva. The artists phth strong contrasts: most of the time
a bright, almost glowing red is used for eyes aloddy whereas the rest of the Infected

is coloured in rather subdued, bleak shades. Tieaakso a strong focus on their hands,

%6 Boyle, ‘Audio Commentary’ [on DVD]
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which are contorted and look as if in pain, andqmly complement the contorted gait
of the figures.

In order to convey the power and impact of bunobfethfected, establishing
shots are used which often cover a whole page mesmes even spread over two
pages. According to Daniel Cooney, “The size ohagh, along with the size and focus
of its content, contributes to the emotional impactthe reader®’ Thus, the eye used
to smaller and more regular panels, suddenly ippstd by the visual load of
information on one single page. It is up to thedezao decide whether to linger longer
on the details, the facial expressions and bodyem@nts of the Infected or whether to
pick up only the more striking features and gorgeass and quickly turn the page in
horror. In action scenes which involve groups ofedted, often larger panels
representing them are inserted in order to remived reader of the danger of these

creatures and thus heighten the tension of theandexuence.

The workings of infection

In 28 Days Later: The Aftermathhe transformation from human being into
infected is shown by three inset panels placedsactbe full page depiction of an
infected chimpanzee. Inset panels are traditiongdgd to draw attention to a significant
detail which is important in the context of the maianel. The first inset panel shows a
close-up of the professor's face the moment hatisrband his still human sound of
pain and shock represented by an “aaaadfhThe second inset panel is silent and
shows the professor crouching down on the floaptlrunning from his face. In the
third panel, the professor’s transformation is ctatg The close-up of his face shows
glowing red eyes behind his glasses and blood ihgpfsom his nose, moustache and
mouth. But the most distinctive sign of his infectiis the speech bubble containing the
first representation of the growl of the Infectégh@aaagh!!®**%. Compared to the
film’s possibility to introduce sound, this techo&is more limited, but nevertheless
manages to convey the idea of the transformatiorchwis taking place. The comic

medium relies on the imaginative abilities of theddmeessee to transform the

%7 Daniel CooneyWriting and lllustrating the Graphic NovéLondon: A&C Black Publishers, 2011), p.
94,

%828 Days Later: The Aftermath. 22.

%928 Days Later: The Aftermath. 22.
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representation of sound on the page into an aeddlement in the reader’'s mind. In
McCloud’s terms, this is one form of closdf8.Sometimes, in order to represent the
sound of the Infected, balloon shapes which difi@m those used for human beings are
used or different lettering styles, similar to teassed for sound effects (which are
traditionally used for non-verbal sounds and stigily rendered in such a way as to
visually convey the quality of the sound), areaoduiced in order to underline the non-
human quality of the infected creatures.

Sometimes, the appearance of a bunch of infectgaeiseded by a scene of
relative peace and harmony, as it is the casg8ibays Later: The AftermathStage
Two: The Outbreak”, with a family celebrating atbday in one of Cambridge’s parks,
or by dream sequences, as for example in Issue Bamg War Chapter 18* of the
comic series, where Selena dreams about all th@lgpeshe lost because of the
epidemic. However, the bright colour scheme, thdyfaegular panelling and rather
neat perspectives are in clear contrast with tHeseguent scenes which depict the
encounter with infection. This technique recallsalS#speare’s introduction of funny
moments before the real tragic events of his tri@geith order to decrease the tension,
thus making the tragic moment even more powerfaé Writers and artists &8 Days
Later: The Aftermathand the homonymous comic series seem to applylasimi

strategies.

The power and dynamics of infection

The way comics depict the destructive power ancadya of infection can best
be shown in the scene following the above mentidiaedly outing in the park. The
sequence starts with reverse shots of Liam, thegest of the family, and an infected
chimpanzee — the electrodes and wires on his hedidate that it is the chimpanzee
from the laboratory — on top of a tree. The montkeatchimpanzee appears on the scene
the colour scheme changes and becomes darker, taBnagal compared to the
previous panels, as if a veil of darkness were Gogethe brightness of life on earth.
The whole page is almost silent, except for antipaeel with Liam’s mother shouting

out her son’s name while observing what is hapgefriom a distance together with her

370 McCloud, pp. 66-67.
371 Michael Alan Nelson (w.) and Alejandro Aragon (&9ang War’,28 Days Latery.4 #16 (May
2011), Boom!Studios [print]
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husband. Most of the perspectives on the page iaterted. We see the chimpanzee
from a worm'’s eye perspective, a point of view siwbugh Liam’s eyes. The drops of
blood falling down from the tree recall a crucieése in Boyle’s film, in which Frank is
infected by blood dripping from the beak of a crahich is feeding on an infected
corpse. The power of the chimpanzee’s aggressiemhasised by another low angle
which shows the boy succumbing under the weighthefanimal. The wires on the
ape’s head and the falling leaves serve as moiimes lin order to increase the
impression of power and movement. Bright red colsused in the next panel which
shows the moment of infection, a close-up of thg¢and the chimpanzee’s face and
the latter vomiting blood over Liam’s face. Thedirpanel of the page introduces a
yellowish colour scheme, which heightens the doom gloom feeling of the scene,
and another low angle depicting Liam’s family irethackground, their faces in pain
and terror while the boy is lying on the floor, Insad covered in blood. The following
page shows the two men of the family, Liam’s brotaed father, fighting the animal.
The panels keep the distorted, low angle perspectand thus manage to convey the
violent impact of the fight. Again, the wires onetlthimpanzee’s head function as
motion lines. The colours are kept bleak, only bheod squirting from the ape’s head
under Liam’s father’s lethal kick is bright red. &3 three fighting panels are created
along diagonal lines and the opposing directiongheflines (the first two from bottom
left to top right and the final, bigger and morepnessive panel from top left to bottom

right) increase the dynamics of the fight.
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An interesting way of conveying the erratic moveimeand the animal-like
gualities of the Infected can be seen in the ogepage of “Stage 3: Decimation” #8
Days Later: The AftermatiThe page is subdivided into four horizontal panethich
gradually increase in size, depicting an advandirigcted. It is as if the figure was
approaching an imaginary camera. In the first tvamgls only the silhouette of a
distorted figure is shown. The way the arms andl¢lgs are drawn and change from
panel to panel is significant. The third panel jdeg a medium shot of the creature.
Now some more detail of its hands, face and bldaohsd clothes can be seen. The last
panel depicts the face and upper body of the iefeetith a focus on its red eyes,
bloody saliva and contorted hands. Its growl isadiethat of an Infected, and the
introduction of a sound effect, namely “Sniffl SHif’?> emphasises the animal-like
character of the creature. However, eventuallys ibnly through the readers’ way of
linking the different panels in their minds thattlerratic movement typical of the
Infected is completed.

37228 Days Later: The Aftermath. 47.
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The representation of infection

The film 28 Weeks Lategives the audience insight into how infection verk
Don, the male protagonist of the film, is respolesifor the second outbreak of the
epidemic. He kisses his wife, who is a carrierhef virus, but does not present any of
the symptoms of the disease. Ironically, the desas triggered by an act of love.
Within seconds, Don passes from sadness and lovevidience. His sudden
transformation into a monster is filmed in slow oot a cinematic convention that can
be traced back to Sam Peckinpah’s 1969 mavie Wild BunchAccording to James
Kendrick in Film Violence: History, Ideology, GenP&® the stylisation of violence
through slow motion can increase the realistic tdeh film. Rage takes hold of both
Don’s body and mind. It is visualised in every dethe erratic movement, the look and
the violence in his deeds, culminating in Don pgftihis fingers into his wife’s eyes.

Also the comic serie®8 Days Latewisually presents the way the virus works.
The scene takes place within the narration of thd stientist theme which is present in
Danny Boyle’s film, in28 Days Later: The AftermathStage 1: Development” as well
as in 28 Days Later: Bend in the Roa@hapter 5, an@8 Days Later: Hot Zone
Chapters 11 and 12. Chapter 11 sets the premiséisefoepresentation of the workings
of the rage virus in comic form in Chapter 12. 8aleand her companions (the
American journalist Clint, his blind photographerehd Derrick and Douglas, a boy
who joined them during their journey through Sowodpare captured by a group of
American soldiers working for Doctor Billingswortiyho carries out experiments on
the virus. However, the doctor does not intentind 2 cure or vaccine for the disease,
as our heroes think, but carries tries to contithee Cambridge professor’s work for
guestionable reasons. Billingsworth wants to craagaper soldier and is “trying to alter
the virus, eliminate the mindlessness and the hesbianging while leaving all the power
and the focus of purposd’® The doctor knows that some people might be immiane
the virus, which links this episode 88 Weeks Latewith its two immune characters
responsible for the second outbreak of the virud i spreading to the continent.
Selena is only spared because Doctor Billingswinitws that Captain Stiles is looking

for her. Instead, Douglas becomes the victim ofdhetor’s cruel experiments.

373 Kendrick, pp. 15-16.
374 Michael Alan Nelson (w.) and Declan Shalvey (&pt Zone’, 28 Days Laterv.3 #12 (February
2011), Boom!Studios [print]
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The central scene is introduced by a tier of thvedical panels and three
horizontal panels, all except the first focussing elena and Douglas’ emotions
conveyed through their facial expressions. The wokcheme is bleak, with grey,
brownish and dark red shades. Douglas is fastemedstretcher. The last panel of the
page shows a syringe approaching the boy’s faceredvn tears. The subsequent page
shows in comics fashion how the virus works. Ségshocked face covers the whole
page, while eleven inset panels around her facetdiye different stages of the virus:
the focus is on vomiting, clenching hands, red eypainful features and blood. The
main colour scheme is that of dry blood. Only tleatrpage shows the complete picture
of the virus at work. Douglas’ whole body is shown the stretcher with all the
standard symptoms of the infection: red eyes, etedchands, convulsive movements
and the typical growl of the Infected. The irregitiaof the panel border and the pale
red background add to the drama of the scene.
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3.2.2.3.2 Horror Movie Tropes

The Final Girl

The comic series and the graphic novel both presepés which can be found
in horror movies. One major genre-specific feaiarthe focus on what Carol J. Clover
calls the ‘Final Girl.*” Similar to the character in the movie, the corréesion of the
heroine presents most of the characteristics ofRimal Girl: Selena’s masculinity
which can be seen in her hair and dress style anatkentive, investigating gaze, her
quick-mindedness, her pragmatism as well as hecityrin confronting the Infected
and all the other dangers she encounters on herggumainly by using her machete, a
pretechnological weapon which, according to Clovertypical for the Final Girf’®
However, both in the film and the comic series,eBal keeps some of her female
characteristics as well. The film shows her slowmiag to Hannah, Frank and Jim
whereas the comic series depicts her femininitgubh flashbacks or dream sequences
of her happy pre-epidemic life as a married womihthese aspects are part of the
Selena character and can be directly transferrethgoother medium. However, the
comic medium has its own conventions in represgrigroes such as a Final Girl who
bear strong similarities with the superhero trdpe tedium is famous for. There are
several examples which could be used to illustthi®e point, but in order to avoid
redundancy | will focus on a limited number of segn

Chapters 11 and 12 @B Days Later: Hot Zonshow the Final Girl in several
action sequences. The group of survivors (Clintrrible, Douglas and Selena) are
running from a fire the soldiers have ignited irder to capture some Infected for
Doctor Billingsworth’s experiments. The first paft the sequence focuses on the fire
with drawings glowing in bright colours and Selengjlasses and the metal of her
machete as the most visible elements. The wholeesisevery dynamic and relies on
different panel shapes: background scenes whielblest the setting present horizontal
and vertical inset panels which mostly focus oreBa&lin action. She is the one who
stays behind in order to fight the approaching grotiinfected. Three vertical fighting
panels introduce Selena as superhero figure. Thepeetives within these panels

375 Clover, ‘Her Body, Himself', pp. 125-74.
378 Clover, ‘Her Body, Himself', pp. 125-74.
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change from worm’s eye view to bird’s eye view.eéd@'s machete looks like a fire
sword and her glowing glasses with the black maslegng her mouth and nose and
the red head scarf on her head make her look hkmsect with superpowers, a little
like Spiderman, but more of a fly-version of a singeo. These action panels are
succeeded by an impressive double page represebélema, the super heroine. Her
whole body is off the ground as if she were flyihgr black coat which has caught fire
looks similar to the cape of Superman and her shguesembles more a superhuman
sound effect than a human expression. The sequamt@ues with smaller panels

showing Selena fighting with two weapons, a gun &ed machete before being

captured by Billingsworth’s soldiers.

Picture 17

Chapter 12 shows Selena’s outbreak of rage which toasome extent be
compared to Jim's enragement in Boyle’s film. Salenshattered by the way Douglas
has been used as a guinea pig. Her vulnerablecsities to the surface and her two
remaining companions, Clint and Derrick, are watrley seeing the toughest person
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they had ever known broken and in tears. Selen&speatation is depicted in

predominantly grey tones; only her dark red scddsasome colour to the altogether
bleak scene. The scene develops on two pages.aSaigears small on the floor of the
room where they are kept prisoners. The centraj@man the first page shows the
heroine from a bird’s eye view, kneeling on theofloher face covered by her hands,
forlorn among the two men. Thick black lines on boeder of the image heighten the
bleakness of the scene. Selena’s vulnerability ndedined by two smaller panels

focussing on her suffering and crying face. Howglieing a Final Girl, it does not take
long for her to recover. The central image of theosid page is in stark contrast with
the one on the previous page. The colour scherstllisthe same, but Selena is now
standing, her fists clenching, thinking about regeeand ready to act.

Selena’s outbreak of rage is prepared by sevegdeeminding the reader of
the Doctor’s cruelty, focussing on the tormentegkfand body of Douglas. This makes
Selena’s deeds more justifiable to the reader.rAfghting the guard together with
Clint and Derrick and thus managing to leave thmison, Selena runs off to take
revenge. The subsequent sequence shows Selena sager heroine attitude with an
almost whole page close-up of her face, the shaife she has previously taken from
the guard covering half of her face. A sequencenadller panels shows Selena entering
the laboratory and confronting the doctor and dnb@ soldiers. A vertical panel on the
left provides a full body shot of the female pratagt. The linear perspective and the
regularity of the door as frame add power and Btalbd the character and heighten the
impression of her cold-bloodedness. Only laterrafhercifully killing Douglas with
her knife, rage takes hold of her. The central iemaf the second page introduces
distortion and shows Selena’s body from a low anghe blood running off the knife
acts as motion line while the moving coat and sedd to the dynamic of the scene.
Selena is not satisfied with simply killing her agonists. She infects both of them by
cruelly slashing their eyes with the infected krafed only afterwards kills the soldier.
The doctor is aware of his transformation into afedted and begs her to kill him, but
there is no mercy for him. The central image dep&#tlena in her what | would call
‘fly-woman-super-heroine’ gear (glasses, black mag&r her mouth, red scarf, black
coat). Her ‘no’ is definite and results in lockitige doctor into his laboratory leaving

him to the pain of the infection.
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The gore

The representation of gore is fundamental to threohgenre, be it film, novel or
comic. In the28 Days Latewersion of the apocalypse, gore is mainly foundeiation
to the Infected and the corpses of their victinmsChapter 10 o8 Days Later: Hot
Zone Selena and her fellow travellers need to hidenfeogroup of soldiers and there is
no better way than camouflaging themselves amoagélaps of dead corpses along the
road. The army has already started clearing uatéa from the corpses, preparing the
repatriation of the British citizens who were algt@uring the outbreak. The opening
page of the chapter gives a high angle view of rigelend Derrick’s bodies among
corpses. The heap of dead bodies is reminiscerblafcaust footage with some almost
naked, thin and bony bodies. The gore of the sieheightened by the conversation of
the survivors after the soldiers have left. As Climeply “Yeah, we could use a shower
or three” to Derrick’s remark “What does it say abos if they couldn’t tell us from the
corpses?” makes clear, the olfactory aspect ofgibve needs words in order to be
conveyed.

Another example of horror movie style gore can duentl in Chapter 19 d18
Days Later: Ghost Towim which Selena has to flee from Captain Stile$jiend of
Major Henry West who was killed in Danny Boyle’'ii One of Selena’s strategies to
distract the revengeful captain from following herto put her distinctive red scarf on
the head of one of the corpses. The whole sequsnapt in dark shades which turn
into dark red tones with increasing gore. Thregic@rpanels show Selena running into
a building where she finds a heap of dead bodigb@ffioor. Stiles follows her into the
building and sees Selena’s red scarf on the granmohg the bodies. Since it is not the
first time Selena hides among corpses, it is nedircto the reader that there is only her
scarf. Turning the page two smaller rectangularefsawith a close-up of the scarf and
Stiles’ weapon pointing at it are followed by agar, central panel which shows all the
gore of the scene. It is the decaying skull of mdke infected with black holes instead
of the eyes and streaks of dried black blood rumpmiown her cavernous cheeks and
exposed teeth. The gore continues on the next wébefour silent horizontal panels

focussing on the corpses and the destruction @n@& hiding place.
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Chapter Four: Myth

4.1 Introduction

4.1.1 Definition of Myth

Despite many attempts to define ‘myth’, it is Istilifficult to provide a
satisfactory understanding of the concept. AccaydinFritz Graf inGreek Mythology:
An Introduction “myths are traditional tales’ a definition which is substantiated by
the etymology of the wordmythos signifying ‘word’” or ‘story’ and originally
synonymous witHogos andepos Subsequently, Plato started to distinguios and
mythos implying thatlogos can be proved by dialectics wheragagthosis basically
false, granting it only expressive power in thdmethat could not be reached through
reasoning’® In other wordsmythosbelongs to the realm of Dionysos wherkagpsis
Apollinian 3"

There are, however, some characteristics that snlyéive in common. First of
all, myth is a story that is not limited to a cemtgenre or text form. Thus, myths find
their expression in poetry, drama, visual art, famd many other art forms. As Graf
states, “A myth is not a specific poetic text. fintscends the text: it is the subject
matter, a plot fixed in broad outline and with dwers no less fixed, which the
individual poet is free to alter only within limit§®® Moreover, traditionally myths have
no author as their origins lie way back in time apdce. This emphasis on the plot and
structure of the myth allows for easy translatievithout loss from one language to
another, nor from one medium to another. Neversiselmyths change throughout time
because they adapt to the conditions of the tim#heif reception in order to achieve
cultural relevance. Graf explains, “A myth makeg#d statement about the origins of

the world, of society and its institutions, abohe tgods and their relationship with

377 Fritz Graf,Greek Mythology: An Introductigrtirans. by Thomas Marier (Baltimore: The John Hogk
University Press, 1993), p. 1.

38 Graf, p. 2, p. 4.

37 Christian Wessely/on Star Wars, Ultima und Doom: Mythologisch velsigtte
Gewaltmechanismen im kommerziellen Film und in GaerpllenspielenReihe XXIII, Theologie, Vol.
612 (Frankfurt am Main: Peter Lang Verlag, 1997%

30 Graf, p. 2.
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mortals, in short, about everything on which huraaistence depend$® Even though
myths are fictitious, they illustrate a deeperttrut

A myth is a traditional story that explains whaingortant to a certain culture
and is thus fundamental in order to understand/@ngtulture. There has always been a
need to explain the inexplicable, and even in qoptarary society, despite the many
answers science is able to provide, certain primabfdars are best addressed through
mythological elements. Often myths provide metaabexplanations of cosmological
origins. Although presently there are rational exypltions as to the origins of the world,
the numerous narratives addressing issues relatatlet end of civilisation and its
possible renewal indicate that a mere rationalangtion is not sufficient. There seems
to be a need to bridge the physical and metapHysicdd, which art in general, but
film in particular can achieve. According to Brdais Malinowski, what is an
indispensable function of myth can also be appteedilm. As he states, “it [myth]
expresses, enhances, and codifies belief; it safdguand enforces morality; it vouches
for the efficiency of ritual and contains practicales for the guidance of marf?

It is not always easy to distinguish between mytlegiends and folktales.
According to William K. Ferrell, “For a story to aeh mythical proportions, a myth
must exist not as fact but as metaphor for trdthZor Bronislaw Malinowski a story
achieves myth status “when rite, ceremony, or aiaboor moral rule demands
justification, a warrant of antiquity, reality, arshnctity.®®* According to Mircea
Eliade, “myths narrate not only the origin of thend and all things in it, but also the
primordial events which shaped man into what hday — mortal, differentiated by
sex, organized into a society, forced to work ideorto live, and obliged to work in
accordance with certain rule¥®® Joseph Campbell provides a Jungian reading. He
points out that myths come from an inner consciessnThe role of the artist is that of

reconnecting the addressee to forgotten archetpes.

1 Graf, p. 3.

32 Bronislaw MalinowskiMagic, Science and Religigiew York: Anchor Books, 1954), p.101.
3 william K. Ferrell, Literature and Film as Modern MythologWestport Connecticut: Praeger
Publishers, 2000), p. 10.

34 Malinowski, p. 107.

35 Alexander Eliot,The Universal Myths: Heroes, Gods, Tricksters, @lers(New York: Meridian,
1976), p. 25.

% Joseph CampbelThe Inner Reaches of Outer Spéew York: Harper & Row, 1986), p. 145.
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4.1.2 Myth, Psychoanalysis, Structuralism and Formigm

There have been several theories on the origimsytih and their functions, but
what is important for this study is the psychoahelyas well as the structuralist or
formalist approach.

Sigmund Freud, the founder of modern psychoargliisks the functions of the
psyche to myth. In his analysis of the ‘Oedipus ptax’ in The Interpretation of
Dreams(1909) he claims that the myth of the Theban Kidedipus, at the basis of
Sophocles’ play, records the events of everyboohds/idual mental life (as far as the
Oedipus is concerned, the repression of libidiredlihgs for one’s parent of the
opposite sex in early childhood accompanied bydémre to suppress the other parent)
which otherwise only find expression in dreams. ldeer, not only myths, but also
folktales, jokes and popular tales are relatedréamhs both in form and content. Later,
in Totem and Tabo@1912-13), Freud considers myths as “distortechwdseams of
entire nations, the dreams of early mankiffd.But the Oedipus myth also contains the
memory of a primordial event, namely the murdeanfoppressive father by his sons
who wish to take his wives for themselves. Howelbegause of a sort of collective bad
conscience they eventually refrained from takingamtiage of the women. This is
considered the origin of the incest taboo. In tiad selected for this study, several
father figures are killed, be it a number of mabaracters ir28 Days Laterthe father
in The Roadbr V inV for Vendettaand their deaths result in the empowerment of the
surviving characters. These deaths are embedddéuhwite heroic journey and are a
fundamental aspect in the hero’s development.

Freud’s dissident disciple Carl Gustav Jung ha®ldped a different approach.
According to Jung, there are similarities betweesadhs, folktales and myths, because
they use similar images and symbols to represemtran archaic patterns which he
calls ‘archetypes’. Even though there are variationthe representation, the basic form
stays intact® The ability to create myths is an innate humati akid the origins of the
archetypes are instinctual. Jung’s theory will betHer discussed in relation to the
divine child archetype.

%7 Graf, p. 36.
%8 Carl Gustav Jung and Marie-Luise von Fravian and His Symbold.ondon: Aldus, 1964)
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Jung’s concept of the mythopoeic mind, in otherdsp mankind’s ability to
create myths, can be compared to Claude Lévi-3imasprit humain According to
the French anthropologist, human beings have aaterability to express themselves in
symbols, and myths are copies of these symbolst Braxplaining Leévi-Strauss’s
concept claims that, “Myths are created from thenanent store of archetypes; it is in
this way that they become expressions of the huspirt.”**® However, Lévi-Strauss
was mainly interested in the structural analysisngth. In his article “The Structural
Analysis of Myth” published in 1955 (indebted toréi@and de Saussure’s structural
analysis of language), he compared myth to commatioit, suggesting that myth
employed the same structures as language. His astavdiscover the fixed structures
underlying myths, which prove that certain mythipatterns are universal emphasises
the trans-cultural relations among the mythical sgts. Moreover, mythical structures
find expression in different codes, which vary adooy to the physical and social
reality of their time®®°

Vladimir J. Propp’s formalist approach is of pewtar interest, due to his
analysis of traditional tales, that are based @tudy of repeated motifs and themes,
which lies to some extent at the basis of the aeasl\of the films in this study. In his
Morphology of the Folktalefirst published in 1928, Propp came up with & ptaucture
common to all folktales. According fbhe Historical Roots of the Fairy Ta{@946), a
later book by the Russian formalist, this fixedssgre of functions follows the steps of
a typical initiation ritual, consisting in the h&gourney to a distant land, his encounter
with death, his fight with monsters, his erotic emcter and his succession of his
father®®! These characteristics also inform Joseph Campgb@lie Hero with a
Thousand Face§l949). Similarly, in light of this approach, WaltBurkert has come
up with a number of narrative patterns in Greek hmytamong others ‘the girl’'s
tragedy.” The pattern consists of five morphemegwhepresent a girl’'s passage from
child to adulthood. The girl leaves home and liuesdyllic seclusion for some time
before being surprised and impregnated by a gobse&wuently, she is humiliated and

punished before giving birth to a son, which redievher from her sufferin?

39 Graf, p. 38.

390 Graf, pp. 43-48.

391 Graf, p. 51.

392\valter BurkertStructure and History in Greek Mythology and Rit(Bérkeley: University of
Chicago Press, 1979), pp. 5-14.

160



According to Burkert, these patterns corresponflitdlamental biological and cultural
realities, a fact that explains the universalitynzdiny narrative types. Traditionally, in
many cultures, girls undergo puberty, defloratipregnancy and delivery. This makes
the ‘girl’s tragedy’ the female equivalent to thalm initiation rite. The films in this
study draw upon certain patterns of narrative etgiens which can be traced back to
ancient times. Nevertheless, there are also vanatio the underlying structure which

bear the signature of the minds of the creators.

4.1.3 Myth and Film

The films in this study are good examples of, afligvtn K. Ferrell states, “how
a contemporary artist adapted an ancient and m@umyth/ritual to the values and
aspirations of our culture at this point in tin/8>The artist interweaves metaphors and
symbols without lessening the reality of the stand thus appealing to “archetypal
themes deeply embedded within us, even when oulyvare tend to reject the basic
belief.”%* Farrell explains,

In realism, just as in myth, there exists an adiraubh. The closer the novel or
film represents a primeval reality, the closer #tery relates to myth. The
closer the story connects to myth, the more ditleetconnection between the
story being told and the reader or viewer of thaitys™®

Mythical patterns speak to something deeply hunmahtlus do not only reach Western
audiences, but other societies as well. It is netessary that the audience or the
filmmakers consciously recognise these mythicatgpas as such, inasmuch as their
power lies in their ability to speak to the subaioss. According to Jung, the myth is a
manifestation of the collective unconscious andhithetypes® Consequently, what is
mythic is at the same time collective and universalAndrew Samuels’ reading of
Jung’s idea ofprimordial images(what later become ‘archetypes’), “The primordial
images are like fountains, subsequent imagery livete from them. And primordial

%3 Eerrell, p. 23.
¥ Eerrell, p. 25.
3% Ferrell, p. 49.
3% carl Gustav Jundrchetypen16th edn. (Miinchen: dtv, 2001), p. 9.
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images have a certain independence, can pop Uy@ imind without warning in dream,
daydream, fantasy or artistic creation’”

Certain film images can be considered projectiohsinconscious archetypal
patterns. Relying on imagery, film, and other visarés are able to reinterpret common
mythic themes. According to Irving Singer @inematic Mythmaking, Philosophy in
Film, while the fictive intent in art is evident, “thghilosophical substrata remain
hidden within some intricate texture, often mytlga@l, that generally incorporates
them without our being aware of their operativespreee prior to an aesthetic analysis
that brings them to the surfacE® Usually, there is not a single dominant myth, but
traces of different myths. Their adaptation to eomporary narratives can be detected,
providing insight into the deeper meaning of a woflart.

Singer even goes further and grants certain cinenethniques mythmaking
gualities. Through montage and sound, film does mnwrely represent human
experience, but expresses the truth behind itpite of abstracting or distorting the
reality as we know it. According to Singer, thesehiniques “lull us into an acceptance
of idealized eventualities, though seemingly réigliand often negated by the harsh
circumstances that delimit our life in natufé®The result is a suspension of disbelief.
Nevertheless, in spite of this semblance to realtyat the film images represent is not
real. The real world is continuous and not cut up sigmificant moving images which
are put together to create artificial meaning. Tdnitficial, only apparent reality can,
however, express a metaphysical truth which allewesks of art to reach ultimate
reality in spite of their fictionality. Accordinggtlames Monaco in American Film Now
“People only respond to the mythic nature of aystehen they recognize the inherent
truth of it.”*% As Singer states, “The construction of this aditheuthfulness sustains
the mythic impulse®* Films with mythical patterns carefully choose wbeffects
from the real world, thus creating mythologicaliers that hide deeper philosophical
meanings or an archetypal content. Archetypes,rderoto become manifest, need a

vehicle through which they are conveyed. This carsymbols, behavioural patterns, or

397 Andrew Samuels]ung and the Post-Jungiafidew York: Routledge, 1985), p. 24.

3% |rving Singer Cinematic Mythmaking. Philosophy in Fi@ambridge, MA: The MIT Press, 2008), p.
3.

39 Singer, pp. 65-66.

400 James Monacd\merican Film NowNew York: Oxford University Press, 1979), p. 253.

01 Singer, p. 66.
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images. The image is only a projection of the angie According to Jung, “what we
mean by ‘archetype’ is in itself unrepresentableyt lhas effects which make
visualization of it possible, namely the archetyjpahges and idead® In Mis/Takes.
Archetype, Myth and Identity in Screen Fictidrerrie Waddel points out that despite
the universality of the archetype, its imaginalresentation is influenced by social and
historical component€?® In her interpretation of the way Jung saw the fioming of
cultural texts, she emphasises that he considdrech tas symbolic of a culture’s
development, in the way they educated ‘the spirithe age’ by showing the forms a
certain period of time needs the m8%tSusan Rowland provides a similar reading
claiming that “art is a means by which the colleetunconscious informs collective
society.”% Each culture will develop its own version of argipal myths. Thus, the
way contemporary films touch upon archetypal patteand project them into moving
images is indicative of which primordial fears @omddamental values are an issue at
that moment of time in which a narrative is creafBerence Hawkes points out that “a
myth is always [...] located in time” but “the sgec pattern or structure of events
described is bound to be timeless; embracing, mnkéhfy in an explanatory mode the

present with both the past and future, while tolg.”*°

4.2 Mythical Elements in the Films

4.2.1 The Heroic Journey

In his article “TheKatabasisTheme in Modern Cinem&d®”

Erling B. Holtsmark
acknowledges “the astonishing extent to which noygatterns of classical antiquity

have worked themselves into the very marrow ofdinematic skeletons that support

402 carl Gustav JungGollective Works of C. G. Jung (1953-91) (G\8f. by Herbert Read, Michael
Fordham and Gerhard Adler, trans. by R. F. C. Hudhdon: Routledge and Princeton, NJ: Princeton
University Press, 1953-91GW8, para. 417.

%3 Terrie WaddelMis/Takes. Archetype, Myth and Identity in Screktidh (London and New York:
Routledge, 2006), p. 13.

4% \Waddel, p. 16.

0% Susan Rowlandlung as a Write(New York: Routledge, 2005), p. 11.

4% Terence Hawkestructuralism and Semioti¢Berkeley: University of California Press, 197F)42.
07 Erling B. Holtsmark, ‘ThekatabasisTheme in Modern Cinema’, i@lassical Myth and Culture in the
Cinema,ed. by Martin M. Winkler (New York: Oxford Univetg Press, 2001), 23-50.
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plot, action, and characterizatioff® As the Greek ternkatabasis literally means ‘a
going down, a descent,” Holtsmark explores the atime pattern “that portrays the
hero’s descent into, and ascent from, the undedwerlthe journey to helf*°
According to the author, the entryway to the re&dlayond our safe world is usually
narrow and the lower world is generally grim andkgdanhabited by grotesque figures
representing the spirits of the dead. The jouria&gg place at dusk or during the night,
and the hero is often accompanied by a companiareder, as Holtsmark argues,
“from the time of Odysseus’ descent in t@elyssey katabasisseems inevitably to
entail at some level a search for identity. Thenpey is in some central, irreducible way
a journey of self-discovery, a quest for a losf.5&f Moreover, by experiencing and
overcoming the difficulties and dangers of the unaeld, the hero acquires knowledge
and consequently assumes increased responsibiligadership once back in the upper
world.

Of course, these paradigmatic elements may undeagsformations according
to the requirements of the narrative and are neays easily recognisable. However,
the katabatic pattern appears to be a fundamental element ofctrgemporary
dystopian genre in that it can be found in all fheas selected for this study. As
Holtsmark points out, “the thematic displacementkafabasis themes shifts onto the
narrative the power of a death tale, or part oéatll tale, and hence lends to it a certain
urgency and import beyond the surface structurehef story presented* In the
apocalyptic and post-apocalyptic genre this versibrihe death tale does not only
regard the individual hero, but also the world ashs It is, generally speaking, the
world that needs to die, to go on its own katabptizney in order to ignite its own
potential for renewal. This journey of the worldllwibe discussed as part of the

cosmogonic elements in the films.

4.2.1.1Children of Men

Theo is a tragic hero who embarks on a heroim@yumwhich leads him from the

relatively safe and known world of London towartte tsouth. He has to overcome

%8 Holtsmark, p. 24.
%% Holtsmark, p. 25.
“1%Holtsmark, p. 26.
“I Holtsmark, p. 49.
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several difficulties, and enter the underworld esgnted by Bexhill in order to fulfil his

task. Like Odysseus, he uses different means ofsp@t: predominantly cars and

buses. In order to complete the most important patiis journey he travels on foot

with poor footwear, and by rowing a boat: one ok timost antiquated and

metaphorically loaded means of transport. In otdeznter the lower world he needs to
disguise himself as an illegal immigrant and reegiithe help of the immigration cop

Syd. Bexhill is hell. The images at the entranctheocamp recall men-made hells of the
twentieth and twenty-first century. Inside the caripeo and Kee are greeted by a
grotesque figure, who ironically welcomes them pgaradise,” but what they really see
rather recalls some medieval depictions of thernmde There are starving figures in

rags, fires on the streets, corpses being bureidénthis world, Theo and Kee find a
new companion, Maruchka, who provides them with esuart of shelter, and thus

enables them to give birth to the savour of hunya{hat is equally important, this

woman of unknown origins leads them to the placeralthey find the rowing boat that

will help them to complete their journey.

This physical journey also has another dimensidmeclbegins his journey as a
flawed character, and reluctantly after Julian’sriéige, in addition to a number of
challenges, accepts his mission to sacrifice Fasii order to give humanity hope of a
future. He has to accompany Kee in her own heroirney from childhood to
adulthood, from teenage carelessness to her rappityss the mother of a potential
new humanity. The hero’s journey becomes an inoemgy, from apathy to activity,
from despair and depression to hope. By the erfdsojourney, the initially alcoholic
and suicidal anti-hero will recover his active saffd die as the hero who has saved
humanity from its destruction, thus providing thewer with what, according to Mark
Pizzato, tragedy should do, namely “a more compbatharsis through tragic
insights.”*2

Most importantly, however, Theo and Kee’s odysseloth a journey back in
time and towards a new beginning for humanity. fihal scene of the film starts in a
prehistoric-looking cave whose paintings depict thenting scenes of a dying
civilisation - modern weapons (airplanes droppimmgnbs) and modern prey animals
(human beings) — and create a cross-referencec&s$ti’'sGuernicain the first part of

“12Mark PizzatoTheatres of Human Sacrifice. From Ancient Rituabtween ViolencgAlbany, NY:
State University of New York Press, 2005), p. 2.
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the film and the bombing of the refugee camp atethe of it. The travellers leave this
primordial cave in a rowing boat, one of the mosifive means of transport, and
embark on their final journey. Maruchka assists andhes them through a narrow
tunnel, with a partly barred opening, into the opea and into the future. Maruchka
becomes a primordial midwife who helps them ledee grimordial womb in order to
rebuild a new world order. Again, as in many metaal explanations of
cosmological origins, the earth and humanity oaggnfrom war and chaos. According
to Zizek, renewal means that the roots have toutdtor to stay within the birth
imagery, the umbilical cord has to be cut. Thus, rbotless, floating boat is the cradle

of a new humanity.

4.2.1.2The Road
Similar to the other films in this studyihe Roadalso evolves around the

katabasisnarrative, portraying the journey through a wasldich has become hell on
several levels. Descents into bunkers provide gespof the true hell, whilst some are
rare glimpses of what once seemed to be paradike.most underworlds, this post-
apocalyptic world is dank, dark and cold, the neanplete absence of sunlight gives
the journey a dusky feel. The protagonists meetstnosities of all sorts and have to
fight against monstrous impulses of their own. Ef@e, the journey is not simply a
journey of survival, but also a journey of moralfggeservation and a journey of self-
discovery for the main characters.

The violent dystopian world described in the pregichapter is the backdrop of
a post-apocalyptic road movie. It is the physicalrpey of a father and his son through
a devastated country. As survival in the north basome an impossibility, their only
hope is to reach the south coast with a chancenflter temperatures. Although the
journey leads them across what was before the togpae the United States of
America, their road could be anywhere. There arspexific landmarks and the map
they use is generic.

However, more importantly, the journey is also amer journey for both
characters. It is the tragic journey of an adulhpreakind of Everyman, towards his own

fatal end, and his eventual death. The burden sfrésponsibility, the threatening

413 7izek, ‘The Possibility of Hope’ [on DVD]
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encounters throughout the journey, as well as thsipal strains gradually impact the
father’s slow transformation from moral stronghoido a flawed character, as he
becomes progressively aware of his approachindhd&ae frequent dream scenes of an
idyllic past provide the first hints. Simultaneoyshe appears to lose his moral balance.
The way in which he treats the black man who roltbedh exemplifies his increasing
brutality. The man feels that his encounters with savagery of the post-apocalyptic
world trigger his own bleak inner self. This shatlie protagonist’s vulnerability to his
own darker nature and how the terrible, savagetopr@n within every human being
can be unleashed by fear. The various encountdfs thee cannibals, the strenuous
search for food and shelter, and worrying aboubkisved son all serve as catalysts for
the emergence of his hidden, voracious, violentastaristics.

Another katabatic element is the encounter withiived traveller. Throughout
the film, the boy seems to be able to distinguistwken friend and enemy, between
“the good guys and the bad guy$*He intuitively senses that the old man they
encounter is one of the ‘good guys’ and poses reathThe ageing, limping and mostly
blind man, wearing rags and cardboard shoes, sesaline aspects of the mythical
figure of Tiresias. Although there are several \#1s that explain his blindness, one
says that “Athene compensated Tiresias for his sogt by giving him prophetic
powers, and a cornel-wood stick which guided tepstas clearly as if he could sé&”
Thus, the old man bears clear resemblance to thé &éer, the wise man who can see
beyond. As in primordial times, important convei@ad take place around the fire
which, according to Campbell, not only providesthaat also has a sacred functith.
The philosophical conversation about the apocalyjeteveen the two men underlines
the old man’s quality of divination. He says: “l ém this was coming. This or
something like this. There were warnings. Yeah, esqeople thought it was a con. |

417

always believed in it."”" Three generations of men are sitting around aqudnal fire.
It is the boy’s task to carry on the knowledgetihie older men deliver.

““The Road

41> Kenneth McLeashylyth. Myth and Legends of the World Explotedndon: Bloomsbury, 1996), p.
611.

1% Joseph Campbell,he Masks of God: Primitive Mythologlyondon: Souvenir Press, 1973), p. 395.
“"The Road
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4.2.1.3V for Vendetta
Like most of the other dystopian characters in gy, Evey has to go on a

journey — a journey which implies a descent intth fh@n order to grow. The journey
presents all the elements of death and rebirthinthecent girl inside her has to die and
Is reborn as a different person, a strong young avoriven though there are parallels
with Burkert's ‘girl’'s tragedy,” Evey’s initiatiomite lacks the final stage of giving birth
which may be linked to the masculinisation the abtr undergoes.

Evey's descent into the underworld is gradual. SHest rescued by V, a man
in a mask, from the Fingermen and taken to histsatihis is her first experience of a
different reality below the surface of the Norsefsociety, and her first encounter with
a father figure. It is Evey’s encounter with a losttural heritage, her encounter with
art, literature, music and film, works of art ntdlen by V but as he puts it, “reclaimed
from the Ministry of Objectionable Materiaf*® This is almost an idyllic world in
contrast with the cold outer world lacking the mefnents of the Arts. This first descent
into the vaults changes Evey’s view of the world ahe is apparently willing to help V
in his second act of revenge, which, however, steateally uses as a way to get away
from the terrorist.

Evey seeks refuge at Gordon’s place and once agaionnected to a hidden
world of culture, refinement and diversity. Gordenanother father figure wearing a
mask, though not made of papier maché. He weairsvesible mask of respectability in
terms of Norsefire society, which serves to condaal homosexuality. Despite his
success as the presenter of a famous comedy sh®wmdirect critique of the regime
costs him his life. Evey witnesses Gordon’s captwkich on a visual level bears
strong resemblance with her mother’'s abduction wétes was a child. Thus, she re-
experiences someone dear to her being “erased thenface of the eartf*® at the
hands of the regime.

Evey’'s descent into hell, or, in other words, he of passage, finds its climax
in her fake imprisonment by V who puts her in tlsipon of Valerie, V, Gordon, her
parents and the other anonymous prisoners who iexged government torture in the
past. As in the final scene of the film, V stands Edmond Dantes, Valerie, Evey's
parents, Gordon, the other characters of the fihch the audience, Evey, in this scene

418y/ for Vendetta
419y for Vendetta
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impersonates the wrongly incarcerated and tortymesoner, providing a face and
identity to the numerous victims of state terroeir®®) robbed of her own identity, her
head shaved and her clothes substitued by an onamgn garb, she becomes the
anonymous prisoners and the essence of torturedritym

The bird’'s-eye views of Evey lying on the grey détlor in a foetal position
symbolise the slow growth of the new Evey. Accogdia Keller's analysis of the film,
Evey’'s cell is “visually equivalent to the imprisoent scenes of the 1934 version of
The Count of Monte Cristtf?° The food dropped through a small opening in therdo
as well as contact with another prisoner throughote in the wall are specific
references to the film. Abbe Faria, the man in ¢kl next to Edmond Dantes’, is a
highly educated man and teaches Dantes everythengnbws. The prison walls are
covered with diagrams and images which represenstim of human knowledge. He
becomes Dantes’ moral and intellectual guide. Ev@wprisonment is similar to that of
Dantes. Being stripped of her old identity and atnetarved to death, her only
nourishment is Valerie’s letter teaching her coaragd resolution. In other words, she
survives because of a connection to another huneaimgbShe survives because of
words telling a story and inciting her to fight fiotegrity which represents the last inch
of personal freedom. The words are so powerful they help Evey resist in spite of
torture and humiliation.

When she is ready to face death, she is releaskdirads her way through the
narrow dark, grey corridor into freedom. The casridomehow represents the birth
canal through which the new Evey enters the prentiea to the outer world, the
familiar vaults of V's home where she learns thathé dramatist, has put into practice
one of Evey's father's convictiodé! namely that of using “lies to tell the trutff®
These lies and the resulting truth are painful tmadmatic, and the suffering connected
to Evey's new awareness can be compared to then&raund pain of birth. The room
Evey enters can be compared to Faria’s prison iwaimuch as V’s vaults contain the

sum of human knowledge and culture. Thus, V's harae be seen as a place of

420 Keller, p. 81.
“?L“He used to say that artists used lies to telltthth while politicians used them to cover thetirup.”
422/ for Vendetta
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education and training in which items of a lost Maare preserved and in which the
guardian of the interdicted culture and the instigaf reform are forged

Evey still has to go through her baptism before isheeady to face the world
outside. V leads her to the roof where, from aalifwoint of view, the heroine with her
orange prison garb stands out next to V clad ickoland the dark grey skyline of
London. Raindrops fall on Evey's head. The scenféinseed from a bird’'s-eye view,
thus heightening the almost sacred moment in wttietbirth of a heroine is completed
through the Christening ceremony. Whereas V’s eftgnie fire, Evey’'s element is
water: she has been tortured with and consequeletiynsed through water, and her task
is that of reconstructing. The male protagonist,tib@ other hand, has been forged
through fire and his fire baptism is reiteratedotlghout the film in central moments.
V’s task is destruction in order to enable a negeoto be built.

When Evey finally meets V on"SNovember, her looks — short hair, no make-
up, and boyish clothes — signify that her transttion is complete. She resembles a
concentration camp detainee, and not the naivefrgich the beginning of the film.
Evey’s friends from her previous life do not recsgnher. The experience in the cell
has masculinised her and she is ready for destruetid violence, thus completing V's
work of destruction before instigating reforms. Theroine has gone through some
stages of the girl's tragedy: leaving home, livingan idyllic place, being humiliated
and punished. However, Evey completes the initmatite according to male patterns,
with an erotic encounter consisting of a kiss befdf's death, and the heroine’s

succession of the father figure in completing tesolt deeds.

4.2.1.428 Days L ater

28 Days Lateiis a cinematikatabasisthat presents most of the key elements of

the narrative pattern. The narrative evolves arotiedjourney of several characters
from Britain’s devastated capital city towards pbkessafety further north in the Lake
District. During their journey they have to crosveral katabatic places inhabited by
humans turned into infected monsters. Jim, theblaia protagonist, is accompanied by

helpers and companions. Their main aim is to firsh@e haven. The physical journey

“ZKeller, pp. 81-85.
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not only goes hand in hand with personal growth dedelopment of the male
protagonist, but also to a certain extent with tifahe other characters.

Jim embarks on his journey towards safety, but &svards his own maturity
having awoken from a 28 day coma and discoverimag) @ahgreat nightmare has come
true: he appears to be the last human being oh.ddet starts his journey through a
deserted London and enters the first katabaticesarchurch, hoping to find help and
an explanation. It is here that he gets his filishgse of the disaster, and has to flee the
living dead for the first time. This is when he nehis first companions, Selena and
Marc. According to the director, “Through the filhe [Jim] has a whole series of
different father figures that he relates to, asskarches for himself in some way®
Marc, despite being more or less the same agéeidinst father figure to Jim. The
young man provides him with the necessary inforomtabout the catastrophe and
imparts to him basic skills that will allow him ®urvive in this hostile environment.
However, he is also the first father figure who kaslie, notably and symbolically in
Jim’s parents’ house where his biological fathes darlier decided to commit suicide in
order to escape the threat of the virus.

A more explicit father figure and companion is Fafather to Hannah, who
gives Jim and Selena shelter from the Infectednkraovides more knowledge. He
knows about a group of soldiers based outside Mzsteh who promise food, shelter
and most importantly the answer to infection. Thennmanages to convince Jim and
Selena to join him and his daughter on their jourwich initially takes them across
another katabatic place, a tunnel populated byamadlsinfected people. Only Hannah’s
coolness in this moment of great distress saves than the attack. On their way north
they have to stop for petrol. Jim, armed with abgclenters a chip shop, another
underworld. The numerous close-ups show food lefplates, and corpses, including a
newborn baby, lying all over the place. Jim seem$e¢ aware of the presence of
someone and tries to attract him by shouting. Tilms, it is an infected young boy who
attacks Jim from behind, who, after a fierce figi#,manages to kill. Despite this close
encounter with the Infected, alongside Jim’s fegperience of kiling someone, he
nonetheless leaves the building calm and compdsisdiellow travellers do not even
notice that the protagonist has taken a first irtgarstep towards independence and

24 Danny Boyle, ‘Audio Commentary’
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adulthood. Later Frank’s role as surrogate fattemolnes more explicit. At night Jim
wakes up from a dream in which he relives the tawiutter loneliness. When Frank,
who is awake, in order to protect his new, enlargedily, tries to calm him down, Jim
replies “thank you, Dad**®> However, this father figure is also destined te. defore
turning into an animal and eventually being saoefi, Frank manages to use his last
twenty seconds of humanity to tell his daughter hmuch he loves her. Thus, for a
short moment, two of the strongest human emotithruse of love and rage, are united
in one character. Eventually, Jim is prevented fialing his surrogate father by two
soldiers who shoot Frank.

The next katabatic setting appears as a beautiitisiB country mansion, the
architectural expression of a great civilisationowgver, the perfect exterior soon
reveals its hidden secrets. Despite some effotedp up the appearance of civilisation,
such as hot showers and an improvised candleligimied there are signs of barbarity.
The major who runs the place is the third fathgurfe Jim encounters. He appears
rational, willing to protect the survivors in order slowly start rebuilding society. In a
man to man conversation with Jim, he explains l@agpand even shows him his secret
in the backyard of the kitchen: the infected Maifechains, a kind of human guinea pig
used to find out more about the disease. Jim iskdth but becomes aware of the
danger of the major’s pragmatism only when thetattlls him about his idea to use the
girls for procreation. Thus, the mansion is meantbecome the cradle of a new
civilisation, but a civilisation based on rape. Jires to flee with the girls, but is
overpowered by the soldiers despite the help ofdesd Farrell. Sergeant Farrell, also
called ‘New Age Sergeant’, is a somehow prophegjare. He is to some extent Major
Henry’'s antagonist, an alternative authority figww&h an alternative world view,
mainly concerning the evaluation of the situatidocording to Major Henry, the state

of normality is “people killing people}®®

implying that even before the infection
people killed one another. Sergeant Farrell, orother hand, referring to the short span
of humanity’s existence on earth, sees normalitytHe planet quite differently: “If the
infection wipes us all out, that's a way back tamality.”**’ Moreover, in the cellar

where he and Jim are imprisoned before being ta&ethe woods to be executed,

42528 Days Later
42628 Days Later
42728 Days Later
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Farrell reveals his own theory about the infectible. is convinced that the infection
cannot have crossed the ocean and that Britailé&@as quarantined by the world until
the virus has wiped out the whole population. Evalty in the woods, Jim will find
this theory confirmed when seeing the jet stream piane in the sky.

At the film’s climax, Jim’'s fear for the girls’ sefy gives him the strength to
challenge Major Henry West, the ambiguous fathgur. As Christopher Eccleston,
the actor who plays the authoritarian major, apilyserves, “He [Major West]
represents the head and Jim represents the H&aAccording to Alex Garland, the
writer of the screenplay, Major Henry and Seleres-she was at the beginning of the
movie — would have been quite compatible, sinceh Bbolon’'t give emotion and
humanity much leeway in their pragmatisfi>’However, at that stage of the film, in
the Jane Austen style mansion, the location whepoitant gender issues are enacted,
Selena has already re-discovered both her emot®delas well as her femininity. It
becomes clear that for the continuity of humanigmen are needed. Even though sex
IS seen as mere procreation rather than recreasiyfte and appearance are still
important. Therefore, the girls are dressed ugthdresses, according to Boyle a “kind
of image of fecundity**°® The importance of female fertility as a guaranieethe
future of humanity is also underlined by the threkn, symbolising the deluge and
Noah’s ark with its apocalyptic connotations. Theluction of the initially tough,
boyish girls to their female procreative functidags the basis for Jim’s transformation
into a self-sufficient man who does not need tg m father figures any more. He is
ready to let lose his animal instincts, to kill leisemies with his bare hands in order to
free the helpless damsels from the claws of thédbrisoldiers. Although he is almost
heroically killed in this final fight, his two fente&acompanions are able to save his life
and drive him to safety in the idyllic Lake Distiigvhere the three travellers wait, as if
a small family, for their rescuers. Finally, JimsHaecome a surrogate father to Hannah,
and as the last male survivor of the British I$lesnay also become the father of a new

nation.

“28 Christopher Eccleston, ‘Pure Rage’ [on DVD]
429 Alexander Garland, ‘Audio Commentary’ [on DVD]
430Boyle, ‘Audio Commentary’
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4.2.1.528 Weeks L ater
Similar to the other dystopian films analysed ie #tudy, als®8 Weeks Later

introduces characters who undertake challengingngys, including travel to the

underground. The first journey is Don’s flight bgdi from a group of Infected which

finally takes him to a safe area in the city of Hon. His children are part of a group of
people who are brought into Great Britain in ortderepopulate the country. Both their
first journey into the country and their last joeyrout of the country are by air.

Later, the two children undertake a dangerous pyrimto the past. After
managing to escape through the secure area oslthefIDogs and coming into close
contact with the remains of the viral catastroghey jump on a motorbike and provide
the audience with a view of iconic London. Theyoadéhjoy a ride through a cemetery
before reaching their home. What informs the ckiidg actions is their desire to get
hold of some items that belong to their past. Tmaw stylish but sterile home in
District One lacks personality. Having learnt abthair mother’s death, the children
want to at least gather some memories of their |gasHowever, not only do they find
items belonging to their past, but hidden in a rdanthe attic is their presumed dead
mother. This fatal encounter is foreshadowed by ysalream about his mother
covered with bruises and blood. The room in the& ast the firstkatabatic location
Andy enters and recalls the bloody chamber of @othies and horror movies. The
room is a complete disaster with a table full astwith maggots. The natural lighting
exacerbates the horror of the scene. The unkenaptiaibly frightened disturbed figure
recalls the trope of the mad woman in the attic er@édtes a parallel between the last
image the audience has of the woman desperatelgistpat an attic window looking
after her husband fleeing from the scene. The erteobetween the boy and his mother
is characterised both by tension and softnesswimean is both, a traumatised survivor
and a mother. Her desperate hug is ambiguous @nchthera heightens this ambiguity
by focussing on a close-up of the woman’s hand idgwnto the boys back and
opening her mouth as if intending to bite him. Ttlisse-up already hints at the close
connection between biting and kissing, as well s ¢onnection between love and
danger in this film.

However, the longest and most crucial journey & tf the children through

London after the outbreak of the Infection. Theg diferent means of transport and
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have to face several challenges, including theesaipn the roof who shoot at everyone
on the streets. Then there are the Infected who after the children, who are
accompanied by the soldier Doyle, the medical effiScarlet Ross and the other
survivors in the park. The only way to reach thestimg point at Wembley stadium is
by car, but Doyle has to sacrifice himself in ortteallow the children and the doctor to
flee from the soldiers and their chemical weapams fae throwers. The last challenge
is the journey through the underground: an undddnmittered by corpses which can
only be seen through Scarlet’'s night sight. Thignsc presents all the classical
ingredients of thé&atabaticworld: darkness, dead bodies, the dangerous nrofstee

in the person of Don, the children’s father), amdr&t as the guide, who sacrifices her
life for the children. Scarlet’s sacrifice is filmhén an interesting way and can only be
seen indirectly through her night sensing equipnvemth is also used to kill her. At
this crucial moment, the audience sees the aatmn the point of view of a monstrous
father who kills his children’s guide. After Scditemurder, Tammy has to take on the
role of surrogate mother and guide at the same titeefirst task is that of killing their
pursuer, her own father. Secondly, she has to girbts brother from the truth about his
own monstrous identity as carrier and take him lgafe the stadium where the
helicopter will eventually take them, and consedlyete virus across the Channel to

France.

4.2.2 The Saviour Myth

4.2.2.1 Messianism irChildren of Men
The main and most evident myth behidbildren of Menis a redeemer myth, a

variation on the Christian Messiah myth, whichpta it differently, is a myth about the
extraordinary feats of a chosen individual andhas/link to the divine. According to
Sarah Schwartzman'’s articl€Hhildren of Menand a Plural Messianisii>® there are
several Messiah figures in the film, although tih@ is a good example of what Conrad

E. Ostwalt Jr. calls “the secularization of the eggptic tradition.**? In other words,

31 gchwartzman

432 Conrad E. Ostwalt Jr., ‘Hollywood and Armageddapocalyptic themes in recent cinematic
presentation’, irscreening the Sacred: Religion, Myth, and Ideologyopular American Filmed. by
Joel W. Martin and Conrad E. Ostwalt Jr. (Bould&estview Press, 1995), p. 62.
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there is a tendency in contemporary works of atfdous less on divine destruction and
redemption, and instead focus on the human poweestroy and renew the worlg??
Even the title suggests that the film is not ab@@on of God, but about Children of
Men. Nevertheless, as the following analysis wdhtnstrate, the spiritual dimension
Is not completely absent.

The first and most obvious messiah figure is Théo Was all the characteristics
of what, according to CampbellEhe Hero with a Thousand Fac&949) are required
for a character to become a hero. He is a stramgehat he does not belong to the
terrorist group of the Fishes. He has to completquast, endure and overcome
challenges, and obtain and guard an object, wmdhis case is a baby that will save
the community from evil. But Theo is above all awkd hero who only reluctantly
accepts his messianic role, and has to be initiayedulian, a more convincing saviour
figure.

Julian is the leader of the Fishes and the guagdntetheir peaceful agenda. The
first appearance of Theo’s ex-wife is significamasmuch as it recalls a holy apparition.
Theo has been kidnapped by the terrorist grouplbmadght into a shed where he is
blinded by a bright interrogation light that sumaols Julian’s silhouette. According to
Schwartzman, “Julian is presented in much the ticadil way that the messiah figure is
presented. She is obfuscated by the bright ligtgrerting around her before we are able
to see her clearly®® She introduces him to the project and lays thsisbor his
mission. There are other elements that emphasiea'duheightened position. She is a
‘mirror’ who has the privilege to communicate withe Human Project, but a mirror's
reflectiveness also suggests enlightenment andsipgiction. As Schwartzman states, it
is “her ability to reflect or illuminate others’ #iies to be part of the movemefit® that
is important. However, this first messianic figiselestined to be sacrificed for the sake
of humanity, but it will take even more human skaegiin order to transform Theo into
a heroic figure. Nevertheless, the use of the smprausic, which throughout the film
accompanies scenes of life and hope, to undersadien’s burial, alludes to something

transcendental occurring and initiates Theo’s fansation.

433 Schwartzman, para. 5 of 23.
434 Schwartzman, para. 11 of 23
35 Schwartzman, para. 11 of 23
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There are nevertheless some elements that hiritesit'§ messianic role from the
beginning, starting with his name whose etymolagylirectly linked with the Greek
word for God. Theo seems to be loved by animalschvban be read as a sign of his
good-naturedness. Moreover, he is a peaceful mian,does not carry weapons or fight
back (except during his escape from Syd). Evenghdus footwear is all but suitable
for that, our hero tends to run. There are a cterdisnumber of close-ups of the
protagonist’s feet and shoes throughout the filmr the most difficult part of his
journey, his descent into the hell of Bexhill, Thmdy wears a pair of flip-flop sandals.
Rather than suitable shoes for an action herogthes reminiscent of the footwear in
Palestine during Christ’s lifetime. However, as 8ahtzman suggests, the insistence on
feet and inept footwear also depict a characterishaot well grounded.

In addition to the film’s main mythologic narrativihe film strongly relies on
more or less evident Christian symbology. When Thed Kee leave the Russian
apartment, a flock of sheep cross the street, someinticipating Theo’s imminent
sacrifice and maybe his role as shepherd. Accorttirthe director, the crying mother
with her dead son on her lap, not only recallsradias photograph taken during the
Balkan war, but is a direct reference to MicheldogePietaand all its significanc&®®
The wound which eventually causes the protagonisath is even more indicative: he
bleeds from his side, just Jesus. This visual imagesupported by the soundtrack. The
scenes which represent life, intimacy and hope ua@erlined by “Fragments of a
Prayer” sung by a soprano voice which recalls dhumasic and stands in stark contrast
with the high pitched ringing noise that accomparseenes representing danger and
death.

The Christian narrative finds its climax in the im&y scene, but is carefully
prepared throughout the film. Kee is the motherttd redeemer of the world, the
mother of hope. The barn, in which Theo finds dobwt her pregnancy, recalls the
stable in which Christ was born, but also foreskadthe poor surroundings in which
the saviour of the Zicentury will be born. The girl is surrounded bywsp symbols of
fertility and holy animals in some cultures. Keaisort of Black Virgin who recalls the
Mexican Madonna of Guadalupe, but can also be asem reference to Africa as the
cradle of humanity. Theo and Kee’'s conversationualir pregnancy might sound

43¢ \oynar
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blasphemous to a religious audience, but is anoteeit ironic, reference to the
Christian nativity myth. She tells Theo that sheslmot know who the father of her
baby is and jokingly says “I'm a virgin.” Even thghu later in the film Miriam will
invoke Saint Gabriel to help Kee complete her roissit is clearly evident that the
child is not an immaculate conception. We find thatt the child representing hope and
new life for humanity is the biological offsprind @ “wanker.”

Despite the baby's far from divine origin, its alshomagical power is
immediately felt by all those who come in touchhwit. Kee’s baby gives humanity
hope for the future. When Theo, Kee and the badsy filom the building under fire — an
image that recalls the flight of the holy familyEgypt — the people under attack realise
that something magical is occurring. The bystandeesin awe as this Black Madonna
with humanity’s redeemer in her arms passes andswddwn the stairs. The fighting
stops as both rebels and soldiers realise the tapoe of the moment and provide a
safe passageway for them.

4.2.2.2 The Divine Child inThe Road
In Mis/Takes. Archetype, Myth and ldentity in Scregstiéh, Terrie Waddel

discusses the relevance of the divine child argeety contemporary films. She points
out that

The divine child archetype is a distinguishing teat of contemporary
organized religious traditions: Christianity (ChyjsIslam (Muhammad),
Hinduism (Krishna) and Buddhism (Gautama Buddhsa)wall as polytheistic
religions of ancient Egyptian, Mayan, Norse, SuariGreek, Roman and
Vedic cultures. Each bases their mythologies ardahednotif of special, gifted,
enlightened or supernatural child figures, or fegidestined to divinity from
childhood, who act as vehicles for redemption. hi$ surprising that numerous
film and television versions of the saviour mytholgerate in popular culture
through texts likeAstro Boy(1963), Superman(1978), Little Buddha(1993),
The Terminatortrilogy, Buffy, The Sixth Sense€lhe Matrix trilogy. These
wunderkinder of twentieth- and twenty-first centusgreen/comic culture are
clear manifestations of past mythologies. But rathan diminishing the sacred
or psychological properties of their earlier prgp®s, these incarnations
indicate a collective and ongoing need to projextorporate, and reinforce the
archetype as a signifier of future potentl.

Some of the characteristics of such a ‘Wunderkaaati be detected in Kee’s daughter in

Children of Menand have been discussed previously. To some eXtalyt, one of the

43" Waddel, p. 103.
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children in28 Weeks Laterdepicts similar characteristics. The best exangbl¢he
divine child archetype, however, can be found m¢hild protagonist of he Roacand
will now be discussed in further detail.

The inner journey of the father, which has alrehdgn discussed above, goes
hand in hand with the concurrent development ofoibwe Initially scared and shocked,
he becomes aware of his role as a moral strongtidiécomes his role to ‘keep the fire
burning.’ In other words, it is the boy who hasrémind his father of their moral duty
as human beings. Whereas the father seems to hassed a moral line during their
encounter with the Black robber, the boy remaing o his destiny. He is a divine
child, the bearer of light, and the hope for csalion.

Throughout the film, the father hints several tina¢ghe divine qualities of his
son: “All I know is the child is my warrant, andhg is not the word of God, then God
never spoke®®® He is the word of God made flesh. Furthermore, dlte man they
encounter on the road notices the boy’s angelisreatWhen | saw that boy, | thought
I'd died and he... he was an ang&f'The father replies: “He’s an angel. To me, he's a
God.”*® Towards the end of the film the boy has indeedbrex; as Hillcoat describes
him, a ‘moral compas$* He manages to convince his father to offer food an
company for a night to the old stranger they meethe road. But the emotional turning
point occurs after his father's cruel and humihigtitreatment of the Black man. The
boy is really angry at his father for the first &mmaking the man aware of the fact that
he has crossed an ethical line. Together with dtisef’s failures, the boy grows as a
human being and at the end of the film the boybie &0 make decisions on his own.
His father has died; he has left him with the neagsknowledge to survive in a hostile
environment, and despite his moral failures, hasnagad to pass on human
characteristics such as trust and kindness.

According to Waddel, who applies Jung’s groundbiregakhoughts regarding
archetypes states, “Divine children [...] are pspdsed to shoulder the gifts of advanced
human development, the nefarious threats and clygte that accompany such a

mantle, and the victories of each batfi&'She continues,

**¥The Road
**The Road
*°The Road
“1The Road
442 \Waddel, p. 105 (referring to Jur@ 9i, para 289).
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Jung refers to the divine child as a demi-god, Halfman and half

supernatural/god-like, conceived and born undeamerdinary circumstances to

illustrate the struggle of psychological developtnén.] To test the power of

the child’s endurance and divinity, a number oftables complicate its birth

and infancy. Parental abandonment is a prime hutdéeially only the birth

mother features as primary nurturer, the fatherofien of indeterminate

origin.*?®
Child abandonment does occur in the film, yet plawoles are exchanged. The mother
prefers death rather than a life in fear of sawageid abandons the child. As the father
recalls, “She was gone. And the coldness of it asfinal gift. But she died there
somewhere in the dark. There is no other taleltd 1 The father, on the other hand,
takes responsibility for his son’s physical and aharowth, adopting the primordial
role of passing on knowledge orally, around thendjie. In one of his voice-overs, the
father points out: “Sometimes | tell the boy oldrsgs of courage and justice, difficult
as they are to remembéf® Thus, in addition to practical skills, the wisdcand
memories of another world contained in these hestocies are also passed on to the
next generation.

The child represents hope for the survival of @ailion. Theeitmotiv of fire is
visually emphasised by the fire around which fattied son gather at the end of their
exhausting days. In two instances the child holbaraing piece of wood. According to
Jung, “Not a few child-figures are culture-heroesl ahus identified with things that
promote culture, e.g., fire, metal, corn, maize, & bringers of light, that is, enlargers
of consciousness, they overcome darkness, whidb say that they overcome the
earlier unconscious staté&'® The fire is what Prometheus stole from Zeus whitveld
it from mankind in order to force them to eat raveanlike animals. According to
Joseph Campbell’'s reading of the Prometheus mythhim Masks of God: Primitive
Mythology

Men, before he taught them, knew no arts but inddud earth burrowed and
housed, like ants in caves. They had no calend#rheataught them to know
the rising and setting of the stars. He gave thembers, the arts of writing,
farming and the harnessing of the horse: metallunggdicine, divination; yes
and the art, even, of making sacrifice to Z&0s.

“3\Waddel, p. 107

““The Road

“>The Road

448 Carl Gustav Jungihe Collected Works of C. G. Jygpllingen Series XX, vol. 9, (New York:
Pantheon Books, 1959), part 1, para. 288 (p. 169).

447 Campbell,;The Masks of Gag. 279.
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Thus, fire has always acted as an association nattbnality and enlightenment, or in
other words civilisation. Consequently, the boyéside to ‘keep the fire alive’ not only
represents an ethical decision, but also referthéotechnological achievements of
humanity, or even the ability to keep a calenddri¢tvthe man has not kept for years).
Equally important is the the above mentioned desireave the “old stories of courage

and justice.*®

4.2.2.3 The Ambiguous Saviour itV for Vendetta

V is a tragic hero in that in addition to his herqualities he also presents some
darker characteristics. His duality permeates Hislespersonality and can be explicitly
seen in his political agenda, but also more subtthe way his character is constructed.

V’s identity is first of all constructed upon a #tacal paradigm already hinted
at in the first scenes after the prologue whichwghthe character sitting in an actor’s
dressing room putting on his mask. The entrancehto room is draped in red,
containing a bust of Shakespeare and a copy of Everett Millais’ Ophelia**® To
Evey, V appears as a chivalrous gentleman withtlzeraaffected pose and way of
speaking. His sophisticated taste, his grace ayglehce as well as his fencing practice
with a coat of arms are all reminiscent of Shakasge time.

According to Keller, there is a fairly obvious cawtion between the revenge

tragedy andv for Vendettd™®

not only implied by the title, but also becauseVi$
frequent quotations of Shakespeare’s tragedieshaliggest analogies with some of
the bard’s villain heroes. Keller points out thatiodels his post-Larkhill identity on
Shakespeare’s characters, filtering his experietivesigh a Shakespearean siete.”
The protagonist’s first words in the film are frdacbeth He rescues Evey from the
Fingermen saying “The multiplying villainies of na¢ do swarm upon him (l.ii.13-
14)"*? as a reference to the behaviour of the Fingermenttaeir loyalty to a vicious
dictator. However, the identification with the cheaters he quotes is not

straightforward. Even though he seems invulneréikée Macbeth, his objectives are

“8The Road

“Keller, p. 124.
4Okeller, p. 138.
“lKeller, p. 125.
452\/ for Vendetta
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more like those of Macduff. Not only does he wantake revenge because of personal
suffering and the loss of a dear person like Mdtbeantagonist, but similar to the
protagonists of early modern revenge tragediesitemds to exact a retribution against
a perpetrator who is rather insulated from theatlisecess of the revenger, which in the
film is the dictator and the system he represevitsioes not simply want to take
revenge, he wants his antagonists to fully compreéhtee implications of their deeds
and be conscious of the retaliation. According &lét, “V is Hamlet's ideal revenger,
one who is not subject to the vicissitudes of ‘blaand judgement’ but is resolute,
unswerving in his intent, capable of carrying oi# jproject without rage, pity, or soul
killing vexation.>*

In spite of V's more than comprehensible persomal political vendetta the
protagonist presents the flaws of a tragic alb#@iaia hero which can be seen in the
excessive violence of his acts of retaliation, misrcilessness in killing Delia despite
her repentance, and last but not least the cruelréoof the heroine in order to free her
from her fears. Before murdering Bishop Lilliman, quotes from Shakespeare’s
Richard IlI: “And thus | clothe my naked villainyWith odd old ends stolen forth of
holy writ, [/And seem a saint, when most | play the devil (885-337).#** The quote
apparently refers to the bishop’s hypocrisy andidialation and his way of exploiting
religion for power and wealth. Yet, the statememtld also be read as a self-mocking
side blow to V himself who has assumed the maskjokt revenger and constructed it
through Shakespearean references while simultalyeosisg fire, a devilish element,
to bring along destruction.

V’s choice of mask is significant. Guy Fawkes, stmes referred to as “the
only man ever to enter Parliament with honest ites,”*° is an ambiguous character
in British history. He is the historic figure whaamted to blow up Parliament in order to
either overthrow a regime that had increasinglyobee repressive after the renewal of
Elizabeth’s law against priests and recusantspantroduce Catholicism and foreign
influence. Guy Fawkes, whose effigies are tradéllynburnt in bonfires throughout the

country, has also become an anarchic hero. As Maare explains, “Anarchy wears

“3Keller, p. 138.

454V for Vendetta

455 James A. Sharp&emember, Remember: A Cultural History of Guy Favi)ay(Cambridge, MA:
Harvard University Press, 2005), p. 6.
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two faces, both CREATOR and DESTROYER. Thus dest®jopple empires, make a
canvas of clean rubble where creators can buildtebworld.**° V was reborn in the
fires of the Larkhill camp and since then his rbbes been that of unleashing fire and
destruction in order to prepare the ground foraqamd renewal. According to Keller,
“he begins to resemble an allegorical embodimeriaif and justice™’ Surviving the
Larkhill imprisonment he has returned from the grand become an instrument of fate,
destruction and revenge. His role is juxtaposed, amdy visually, with that of the
female protagonist who represents fertility andeveal. Only Evey, who will succeed
him in his mission after being reborn in the dowmpafter her incarceration, will assist
in the creation and reconstruction of a new socitttys, V represents the end of an era,
whereas Evey represents the beginning. The idéaeaénd, of death, is symbolised by
V’s costume with his black cape and white mask Wwhigsembles the personification of
Death in Ingmar BergmanBhe Seventh Seal

Not only V’s costume, but also the fact that to soemtent he embodies the idea
of a virus escaped from a laboratory in order tontmnt its creators is linked to death.
However, V has also come to save his people fromlitarianism, persecution and
intolerance. His aim is that of re-establishingialband political principles. Like a
messiah figure, not only does he sacrifice himsetirder to defend the persecuted, but
similar to Christ’s blood, V’s blood is used aseausn to cure humanity. On a practical
level, V's blood is used to save the populatiorerathe biomedical attack by the
government. Symbolically, he sheds his blood foe thalvation of the British
population. However, except for the curative quesditof his blood, V does not have
much in common with the placid and peaceful CHigire of the Gospels. He more
accurately resembles the Christ figure of the Apgrse described in ‘The Revelation
of John**® who on the day of wrath will use his sword to figfie unjust.

According to Keller, the paintings introduced inetfilm narrative are not
selected randomly, but they actively comment upo® ¢haracter and give further
insight into his interiority’>® William Blake’s Elohim Creating Adan{1795) refers to

the revenger's origins and fortunes and is inspiogdthe satanic school of Milton

458 Alan Moore and David Lloyd, p. 222 (emphasis ia driginal).
T Keller, p. 207.

458 Revelation 14-18.

“OKeller, p. 172.
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criticism that sees in Satan the spirit of reballamuntering tyranny, the epic hero with
an indomitable will, the romantic hero who prefeleath over dominatioff® V was
reborn as a flawed character from the Larkhill #mLarkhill had created a monster.
Even Evey calls V a monster after finding out abitwt cruelty he was able to inflict
upon her. V’s physical monstrosity is invisible both the audience and the female
protagonist. V’s lack of a face and eyes, and tisched body force him behind a mask
and imply, according to Keller, “an alienation frdns own image, one that necessitates
the creation of an identity that is forever shiftiti®* His identity is shifting between the
messianic saviour and the satanic destroyer. i@t is fire which links him to hell,
but also has cleansing connotations.

V’'s duality can also be seen in minor aspects af ¢haracter. During his
imprisonment in Larkhill he learned how to grow @ssWhen Evey decides to leave
after her fake incarceration V shows her the shh@enade in order to commemorate
Valerie, thus revealing that not everything in Hexadful experience was a lie. The red
roses in front of Valerie’s last film poster ardridute to her, and her girlfriend who
grew Scarlet Carsons for her lover. From a symbgploe love the roses have become a
symbol of death. In the graphic novet,V grew the same roses in the Larkhill facility,
and he later uses them to ornate the dead bodidssoforturers. Delia Surridge
recognises V because of the roses. When V finaég,dhe train carrying explosives
and his dead body is covered with red roses. Vesgmts both characteristics of the
roses, death and love. At the end of his life, dh#e to embrace both these aspects of

his personality.

4.2.3 Elements of Cosmogony

According to the definition of myth in theéencyclopaedia Britannica

“Cosmogonic myths are concerned with origins in #emse of the foundation or

validity of the world as it is*® Often, the world is created through sacrifice or a

“OKeller, p. 174.

“lKeller, p. 178.

462 Alan Moore and David Lloyd, p. 81.

463 ‘myth’, Encyclopaedia Britannica. Encyclopaedia Britann{@aline, Encyclopaedia Britannica Inc.
<http://www.britannica.com/EBchecked/topic/40092%i23579/Myth-in-culture> [accessed 8 January
2012]

184



primordial battle. The world is made up of irrecibaiole opposites which in the act of
creation are reconciled. In general, the main fosum the origin of man and the origin
of institutions. Cosmogonic myths are opposed tcha®logical myths which are
concerned with death and a cataclysmic end of thh®*

Two films in this study address the issue of thigiorof a new world order,
combining both cosmogonic and eschatological my@silar to the dying and rising
hero — a myth which is linked to the vegetativeleyealso the world follows the cycle
of death and renewal. IGhildren of Men a male dominated world order is overcome
and a possible new world order based on the relcatmmn of opposites is suggested by
the finale of the film.The Roadon the other hand, portrays the cyclical jouroéy
humanity from civilisation to utter barbarianismdapossibly, with the help of the few

surviving ‘good guys,’ back to a new form of ciggition.

4.2.3.1 The Reconciliation of Opposites iGhildren of Men

The key to understanding the deeper meaningClitdren of Mencan be
perceived in the dialogue of two apparently minlearacters and their function within
the film. Miriam and Jaspers are faithful compasidono the messianic figures, but they
do not seem to belong to a Christian imagery. T¢twmye from a different realm and
represent a different philosophy.

Miriam is a midwife, but she is above all a healdro believes that everything
happens for a reason. Although her healing hanaisatgrevent Julian from dying, she
uses them like a shaman to perform a burial ritiuad may help her spirit transmigrate.
Miriam and Kee’s prayers above Julian’s dead baodthe middle of the wood recall
primordial matriarchal rituals and worship, butcatontain Eastern elements.

Jasper has turned his back on society and livedréan what has become
modern civilisation. In the middle of the woodslbeks after his catatonic wife Janice.
Like a primitive medicine man, he grows hallucinoigedrugs, thus providing relief to
the suffering immigrants in the refugee camps. Kde takes responsiblity for the life
and death of his wife and dog. Moreover, he seegshot everyone can see, and he

knows about the Human Project.

484 |bid.
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The revelatory dialogue takes place in Jasper'ssécafter Theo, Kee and
Miriam have taken refuge there. There seems to ldeep understanding between
Miriam and Jasper. Not only do both use the Hinapression “shanthi, shanthi,
shanthi,” Miriam is also able to taste the strawpdtavour in Jasper’s self-grown
marijuana, and they express a similar worldview. Jssper says, “Everything is a
mythical cosmic battle between faith and chanceyidvh replies, “like Yin and Yang,
like Shiva and Shakti.” Kee, although not takingtpa the conversation and reviewing
some photographs adds, “Theo and Julian.” Yin aadgyas well as Shiva and Shakti
are Eastern philosophical concepts used to deshobeseemingly contrary forces are
interconnected in the natural world, and how they gise to each other in turn. Many
natural dualities, such as dark and light, female male, low and high, are thought to
be polar elements of a unity.

The whole film is based on contrary forces tha imterconnected. Theo and
Julian are an excellent example. Julian is a stfemgale character with leadership
qualities usually associated with men, whereas Tikem rather weak male character
who has to perform some stereotypical female tasks.film also explores the duality
of infertility and fertility, best visualised in scene that takes place in Jasper’'s house.
Kee and Janice sit next to each other: the youlagkbenergetic, talkative woman on
the sofa and the disabled, grey-haired, catatonide woman in her wheelchair. The
two female figures both provide a visual and synthobntrast between life and death,
past and future.

These opposites can also be seen in the two ppihess that inform the movie:
the apparently dominant Christian one and the raob¢le Eastern one. They are united
in the film as work of art, both integral elemenfsa unity. The final words of the film,
appearing after the credits, are “shanthi, shastianthi.” They are also the final words
in T. S. Eliot's The Waste Land providing furtheopf of the syncretic nature of the
film. This idea may have inspired John Tavener tmmpgose the musical poem
“Fragments of a Prayer,” which he describes as asioal and spiritual reaction to
Alfonso’s film.” According to Johnathan Broxton,h# piece is a slow, meditative,
sacred-sounding work for a string orchestra, Tié¢mple bowls, and the crystal clear
voice of mezzo-soprano Sarah Connolly, who contipuatones disjointed words in

Latin, German and Sanskrit: ‘mata’, meaning ‘mothgahi mam’, meaning ‘protect
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me’, ‘avatara’, meaning ‘saviour’, and the ubiquisd‘alleluia”.”*®® Thus, Western and
Eastern instruments and languages are combinetvdovgice to crucial scenes in the
film.

All these opposites are finally united in the newbbaby whose name is Dylan,
which is both a boy’s and girl's name. Perhapsititerconnection of contrary forces is
the only way humanity is able to overcome the eflecygcle of destruction and rebirth.
Renewal requires not only the cutting of roots, tthet combination of Western cyclical
cosmogony with the Eastern idea of Brahma, a spinich exists eternally and is in

harmony with the universe.

4.2.3.2 The End as New Beginning ifhe Road

The world in whichThe Roads set recalls, to a certain extent, the statmatdre

as depicted in Hobbed eviathan and other works of seventeenth and eighteenth
century scholars. The violence of the environm@piagently determines the behaviour
of its inhabitants. InAn Intellectual History of Cannibalisnthe Romanian scholar
Catalin Avramescu, interpreting and directly quotingbthes, sees the state of nature as
a situation without a sovereign authority that irsg® order:

This natural condition of mankind is one of primisim and universal strife: ‘In
such condition, there is no place for Industry; sase the fruit thereof is
uncertain: and consequently no culture of the eawhnavigation, nor use of
the commodities that may be imported by sea; nontodious building; no
instruments of moving, and removing such thingseapiire much force; no
knowledge of the face of the Earth; no accountiroét no arts; no letters; no
society; and which is worst of all, continuall fearand danger of violent
death?®® and the life of man, solitary, poore, nasty, isutiand short[...] Thus
in the state of nature reigns natural anarchy, gawend bloody, where natural
law is perfectly compatible with brutalify’

Such a world is populated by people who have losit thumanity. Only the fittest and
those willing to resort to any kinds of means seeviThis description perfectly fits the
world depicted inThe Roadwhere there is a complete absence of politicadamial

4% Jonathan Boxton, ‘Children of Mer¥jovie Music UK 17 January 2007
<http://www.moviemusicuk.us/childrenofmencd.htmaedessed 2 September 2010]

%8 Hobbes: Leviathaned. by Richard Tuck (Cambridge: Cambridge UnigiRress, 1996), part 1, cap.
13. Cf. alsdDe cive(10,1): “Extra civitatem, imperium affectuum, betlumetus, paupertas, foeditas,
solitudo, barbaries, ignorantia, feritas: in citétamperium rationis, pax, securitas, divitiae,aitrs,
societas, elegantia, scientiae, benevolentia.”

467 Catalin AvramescuAn Intellectual History of Cannibalisnirans. by Alistair lan Blyth (Princeton and
Oxford: Princeton University Press, 2009), p. 243.
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institutions, and economic or cultural achievemeRtgthermore, inhumanity becomes
rampant as cannibalism emerges, reminiscent oddbeario imagined in a seventeenth
century sermon, quoted by Avramescu, which states:

Take Sovereignity from the face of the earth and gorne it into a Cockpit.
Men would become cut-throats and Canibals one amtdher. We should have

a very hell upon earth, and the face of it covevét blood, as it was once with

water?®®

The world depicted iThe Roads indeed a kind of hell in which the most extrefiomen

of inhumanity is represented by survivors of théas@ophe gathering in groups and
hunting down fellow survivors as prey. Violencehsg order of the day and fear is what
informs the actions of the individual. The film pays a world that has moved back
into primordial times when people were still savaggoverned solely by their survival
instincts, in which man really seertusbe a wolf to man

Very early in the film, the animalistic nature anse survivors is underlined by
a scene in which father and son have to hide fraoad gang. One gang member, who
leaves the group to urinate, senses that someseei®lclose. What appear to be
heightened animal instincts point him towards hisims, his sense of smell or hearing
leading to the discovery of the father and son.nfally, the man is shot by the
frightened father who desperately protects his ¥dnen the protagonists come back to
the place where they had left their supply trollgy man discovers the remains of his
victim, his entrails. This is the first hint of gabalism, in this case endophagy, which
shows that the cannibals ®he Roadare so hungry as to eat even the flesh of their
associate.

Thus, The Roads not only the journey of two individuals, busala journey
into the past, a journey both to the end and pertfag beginning of human civilisation:
a cyclic journey. The world portrayed represents ¢éimd of an era of civilisation, as
everything humanity has attained lies collapsethil&r to the picture conjured up in
Hobbes’ Leviathan roads have been destroyed and no industry, digreuor art
survive. Human beings are reduced to their prinfiangtions; as the protagonist states

in a voiceover at the beginning of the film: “Theaks have stopped at 1.17. | think it's

%8 A sermon preached by Robert Bolton in 1621. Quatétambridge History of Political Thought:
1450-1700ed. by James Henderson Burns and Mark Goldie f@ddge: Cambridge University Press,
1991), pp. 350-1
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October. | haven't kept a calendar for yedfS.The characters’ only aim is survival,
and finding food and shelter. As if part of somadkiof inverse historical process,
settlers have become nomads again.

Cannibalism is a large part of this relapse inteagary. According to Brian
Marriner, “Freudians, who coined the term ‘oralafion’, postulate that cannibalism is
simply a reversion to a primitive infant state waail the infant’'s needs are satisfied
via the mouth, so that aggression is expressedtimgpand pleasure from sucking’®
He also points out that some experts “feel that abe of cannibalism might be a
reversion to primitive impulses, a return or slippback to our ancestral primeval state
when cannibalism was a common activity"" There are references to cannibalism
throughout the film. The father remarks that “Cévafism is the great fed to the
extent that he would prefer killing his son by bisn hand, rather than leaving him to
the savages. Although cannibalism is generally seea taboo in most civilisations,
according to Reay Tannhill iAlesh & Blood. A History of the Cannibal Complex

It is fundamentally only Jews and Christians whe@ afedicated to the

proposition that eating the dead is worse than eru@n those occasions when

instances of cannibalism are reported in the modemid, there is always talk

of breaking ‘humanity’s oldest tabu’. Yet the tatm eating human flesh is by

no means the oldest tabu in the world — just onthage most deeply ingrained

in the religions which have shaped the societied haliefs of the most

influential nations in the world toddy?
In Judaeo-Christian culture, human sacrifice anthitelism have been sublimated by
religion. Referring to the doctrine of transubsiaiin,*’* Tannhill points out that
“Christianity adopted into its most sacred ritual act of pure cannibalism, of
unequivocal god-eating on the most primitive leved. the faithful, the communion
wafer became not a symbol of the body of Christ dusart of his actual flest*®
Furthermore, she claims that “There have alwayshbmen and women who, from
hunger or sheer perversity, have been ready anlihgvito eat their fellows®"®

Although there is proof of cannibalism in times great famine and war throughout

4 The Road

7% Brian Marriner,Cannibalism. The Last Tabo@london: Arrow Books, 1992), p. 251.

41 bid., p. 251.

“’2The Road

473 Reay TannhillFlesh and Blood. A History of the Cannibal Complleandon: Abacus, 1976, 1996),
p.48.

47*pope Innocent I, @ Lateran Council, 1215.

475 Tannhill, p. 82.

4® Tannhill, p. 144.
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Europe, even in recent history (e.g. cannibalisntoncentration camps, during the
siege of Stalingrad, or during the war in Bosnilag, issue remains a difficult one and is
generally associated with barbarism. According Wwafnescu,

The eccentric taste for human flesh marks the rdiffee between civilization

and primitivism. This is why the civilization of éhsavages is sometimes

presented as an education of culinary practiced)@ Robinson Crusoe, also

puts forward the theory of addiction to human fleRbbinson'’s first reaction

when faced with the remains of a cannibal feastnis of horror and repulsion

[...]. On discovering that Friday still craves hum#lesh and ‘was still a

Cannibal in his Nature,” he hatches a plan to gpiinim] off from his horrid

Way of feeding, and from the Relish of a Canib&®mach.” Surprisingly,

Friday is so delighted with English cooking that ¢ladly gives up human

flesh*"”

The Road provides several instances of cannibalism whiclvehdeen
stylistically analysed in detail in the chaptertbe adaptation of violence (see 3.2), but
deserve a further analysis in terms of their matdaphsignificance as return to
savagery. The descent into the cellar in which hufp@ings are kept like cattle is a
descent into hell, into the underworld, a descetd & world of utter barbarianism, and
in this context a descent into a primordial paste Tellar, a sort of death chamber, is
crammed with human beings kept like cattle. As waslla common horror movie trope,
this scene may be a reference to the mass murdeoeard Lake, who was arrested in
California in 1985. Lake had plans to stock food aeapons in a concrete bunker to
survive a nuclear war, including captives in iseththambers intended for food and
sexual gratificatiorf’® However, whilst such images of the emaciated hufigue,
amputated limbs covered in blood, and scatteredanuflesh, vividly recall medieval
depictions of hell by artists such as Hieronimuss®o or Breughel, the trauma of
twentieth century concentration camps is equalgsent. As Avramescu observes in his
An Intellectual History of Cannibalismiln Christian iconography, the Devil was long
the principal devourer of humans. Paintings of tlest Judgment depict sinners
devoured by Hell, which is represented as an iaktimaw spewing flame$” The
prisoners are screaming for help, trying to grabfdther and the son hoping to escape

their inferno.

477 Avramescu, p. 173.
78 Marriner, pp. 254-5.
479 Avramescu, p. 87.

190



The threat of cannibalism continues to loom corbtasver theThe Roadas
later in the film the father and son are witnesses mother and child hunted down by a
group of savages. Again, the scene is set by theeding chain of images: bloody
footprints in the snow, a cauldron, skulls on waodgécks and a pile of skulls next to a
tree, images that recall the primordial cult of gkall and the idea of the soul residing
in the head® In addition to this, the skulls on stakes are bmthisual and thematic
reference to Conrad’Beart of Darknessaind Francis Ford Coppola’s film adaptation.
As in Conrad’s novel, the skulls can be read batlsyanbolic of a journey back into a
primordial era, and as the symbol of dormant saeagzgies released by the complete
absence of social control and restraint. Moreotrex,horror expressed by Marlow after
seeing Kurtz's degradation into savagery is thees&orror the father imfhe Road
experiences by seeing his familiar world turnedrily alien.

Any hope for humanity lies in the divine qualitiethe boy, in his ability to
sublimate the gruesome experiences of his jourmelypeserve what remains of the
past civilisation represented by his father. This,final encounter with a set of parents
who refrain from eating their children and evenitileg, and who are willing to adopt
the boy, may be read as a sign that despite tla&itdss of the film, humanity is not yet
at an end and civilisation may rise again fromaghes.

4.2.4 Evil

Evil is a pervasive feature in all the films reved in this study. The films
indicate that human beings are capable of cansibalas depicted iThe Road or
political atrocities as demonstratedG@hildren of Menor V for Vendettaln describing
individual characters, the duality of V ¥hfor Vendettawith both divine and monstrous
characteristics has already been discussed. The otesous instance of evil and
monstrosity can be found B8 Days Laterand 28 Weeks Latein form of the rage

virus.

80 Tannhill, p. 23.
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4.2.4.1 Rage — the Human Expression of Violence

Violence in its human expression — in the formrage — is the major topic @8
Days Laterand28 Weeks LateDespite the purpose of maintaining a realistigeetb
the films, the idea of the psychological manifastatof a virus, as opposed to a
biological or chemical one, infecting the populatiof a whole country is slightly
inconceivable, but allows for interesting philosmath questions about the disease. Is
this a scientifically created virus or has it alwadyeen with humanity? To what extent
are the infected still human and what makes themmarike? Where does the
difference between those infected by the rage vamd those taken by a desire for
revenge lie?

Already, the opening scene 28 Days Latewith a chimpanzee forced to watch
news footage of civil unrest, violence and deatlT¥nscreens sets the premise. Human
beings are capable of all kinds of atrocities tasaheir own kind and towards animals,
even without the existence of a rage virus. Therdt explains that the animals are
contagious with rage, their blood and saliva ishhiginfective. Very quickly, it
becomes clear that the infected humans behavewlike animals. They ferociously
attack other human beings, thus quickly transngttine disease. Major Henry, who
keeps an infected soldier in chains in order td bat more about the virus, has already
learned that “he [the Infected] will never bakedatefarm crops, raise livestock. He’s
telling me he’s futureless. And eventually he’lll tme how long the Infected take to
starve to death®! These beings have lost all their human qualitiesiastincts. They
have relapsed into a state of utter savagery. @y features seem to somehow
distinguish them from animals. Otherwise, they@mitive beings whose only drive is
that of attacking and biting other human beingsvitta lost their skills, their morals,
the control over their dark inner self and everirthbility to recognise their own image
in a mirror, they seem to have regressed into @ipive, pre-cognitive state. However,
even Major Henry, with his pragmatic view aboutdfimy out more about the infection,
seems to have lost parts of his human traits. Téwe ve treats Mailer who, only a few
days ago, was one of his men shows how the puskibowledge by all means can

dehumanise mankind. Thus, both the science labgratod the backyard in which

8128 Days Later
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Mailer is kept prisoner become emblematic locatidois the unethical attitude of
institutions such as Cambridge University or theigr army.

In his The Expression of the Emotions in Man and Anin{a&98), Charles
Darwin, who theorised human decendency from primjaé@alyses the characteristic
symptoms of rage in human beings. His descriptieriegtly fits the movements and

expressions of the Infected in the film.

Under this powerful emotion [rage] the action of theart is much accelerated,
or it may be much disturbed. The face reddenst becomes purple from the
impeded return of the blood, or may turn deadlyepdlhe respiration is
laboured, the chest heaves, and the dilated reogtrivVer. The whole body often
trembles. The voice is affected. The teeth arectled or ground together, and
the muscular system is commonly stimulated to wiplalmost frantic action.
But the gestures of a man in this state usuallfedifrom the purposeless
writhings and struggles of one suffering from arorag of pain; for they
represent more or less plainly the act of strildndighting with an enem§f??

He also observes a “retraction of the lips and uadng of the teeth during paroxysms
of rage, as if to bite the offender” and considiérso remarkable, considering how
seldom the teeth are used by men in fightit{d.According to Darwin, the physical
manifestations of rage prove the animal-like natwfe human beings and the
reappearance of primitive instincts. Similarly, MajHenry’'s observation of the
Infected’s futurlessness goes in this direction.

Before Darwin, the Roman philosopher Seneca waophilosophical treaty on
anger and described its physical and psychologmahnifestations. Again, the
descriptions perfectly fit the portrayal of thednfed in28 Days LaterAccording to the
philosopher, wrath is a characteristic of peopléhvain innate vigour, who, “being hot
and fiery [...] have no room for anything weak deedble, but their energy is defective,
as is the case with everything that springs up autlcultivation through the bounty
merely of nature herself® the result being recklessness and temerity. Hsiders
anger, along with madness, ferocity, cruelty, atiteio passions linked to it as “the

greatest of all ills®° a clumsy, unwieldy, mental outburst beyond contra explains:

82 Charles DarwinThe Expression of Emotions in Man and Animial&lectronic Text Center,
University of Virginia Library cr. by Kathryn Schwarzschild and others (1998-p9y4 <
http://etext.virginia.edu/toc/modeng/public/DarExpml> [accessed 13 January 2012]

“83Darwin, p. 242.

84 Seneca, ‘On AngerMoral Essaysin www.stoics.comed. by Ben R. Schneider, Jr. (1999), II. xiv. 3-
xv.3 <http://www.stoics.com/seneca_essays_bookmIANGER1> [accessed 13 January 2012]

“85 Seneca, II. xii. 4-xiii. 1.
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No other emotion has an outward aspect so disaddrmakes ugly the most

beautiful faces; through it the most peaceful cemahce becomes transformed

and fierce; from the angry all grace departs; fhe] veins swell, the breast will

be racked by incessant panting, the neck will seedded by the frantic outrush

of the voice; then the limbs tremble, the handsrastiess, the whole body is

agitated. What state of mind, think you, lies withivhen its outward

manifestation is so horrible? Within the man's btdgow much more terrible

must be the expression, how much fiercer the biggtthow much more

violent the strain of his fury, that would itselfitst unless it found an outburst!

[...] as such let us picture anger - its eyes aflavith fire, blustering with hiss

and roar and moan and shriek and every other mogse hateful still if such

there be, brandishing weapons in both hands (faraies naught for self-

protection!), fierce and bloody, scarred, and blac# blue from its own blows,

wild in gait, enveloped in deep darkness, madlyging, ravaging and routing,

in travail with hatred of all men, especially adetf, and ready to overturn earth

and sea and sky if it can find no other way to haqually hating and haté.

And its major characteristic is thamnlike the other vices, it does not seduce but
abducts the mind*®” However, according to Katja Maria Vogt's articla tAnger,
Present Injustice and Future Revenge in Seneca’'aDethe generally agreed Stoic
definition of anger is that of “a desire poinishor take revengeTo be angry means to
desire an action which will bring about retaliatienthe emotion of anger is partly
defined through the action that the agent desff&Consequently, the anger Seneca
talks about can only refer to human beings, sihcg a characteristic of humankind to
seek revenge. Therefore, the question arises to extant the Infected in the film can
still be considered as humans, or whether they batered a pre-human state.

Jim, unlike the Infected, experiences the humamfof anger which, on a
superficial level, apparently does not differ frahmat of the human monsters in the
movie. Throughout the film, from an initially rath@assive character who has just
woken up from a coma, he develops into an incrgasiactive character, who slowly
discovers the darker sides of his personality. ddid-blooded, although self-defensive
murder of the infected child in the deserted chippsis only a first step towards the
awakening of his willingness to use violence. Latethe film, when his own life and
the girls’ safety are in danger, his instincts driium towards irrational actions. He frees

the imprisoned infected, thus becoming respongtdri¢he spread of the disease inside

% geneca, 1. xxxv. 3-xxxvi. 4.

8" Seneca, IlI. i.3-ii.1.

88 Katja Maria Vogt, ‘Anger, Present Injustice andufe Revenge in Senecde Ira’ in New
Developments in Seneca Studies: Columbia Studibg i€lassical Traditioned. by Gareth Williams
and Katharina Volk (Leiden: Brill, 2006pp. 57-74 (p. 58).
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the secure area, and meanwhile putting the twe girtisk. Mailer attacks the soldiers,
initiating a domino effect. Jim not only witnesshe devastation that Mailer causes, but
plays an active part in the killing of some soldiefhe protagonist’s terrible look and
frantic search for the girls makes it almost imjgassfor the audience, but also for
Selena later, to see whether he has been infectadtoWhen Jim kills Mitchell, the
soldier who has abducted Selena in order to rapgetliere seems to be no difference
between him and the Infected. He violently attatties soldier and kills him with his
bare hands, putting his fingers into the socketslit¢hell’s eyes. Jim’s face is covered
in blood, he even seems to spit blood like the digf@. In the director's audio
commentary, Boyle explains that the similarity witke Infected was deliberate. The
same filming technique that was used for the laf@écthroughout the film is also
employed for Jim’s state of wrath, in order to teethe visual suggestion “that he was
infected. And indeed he is infected with rage, wihkind of vengeancé®
Nevertheless, despite Selena’s initial shock amdnuilengness to defend herself with a
knife, she hesitates longer than the famous heart(ehich she mentioned at the
beginning of the film) and realises that Jim is imd¢cted.

However, this raises the question as to where ifferehce between those
infected with the rage virus and those being pesskby the human form of rage lies.
Rage has always been part of mankind. The clipsevfs footage showing street
violence in Sierra Leone at the opening of the #imphasises that humanity has always
been capable of all sorts of atrocities. The visedrences to man-made tragedies, such
as those in Rwanda, Bosnia or northern Iraqg througthe film suggest that there is no
need for a scientifically created virus to unlettshdarker forces of humanity. The only
difference seems to be as indicated by Seneca, evhr@atiseDe Ira aims at
understanding the phenomenon of anger, thus shouwpngays to alleviate this very
human emotion. As already mentioned above, wrathnied to the desire to take
revenge, but can be escaped through a stoic a&titudin other words through self
control. The Infected in the film, on the other Hahave lost their desires, they are
driven by mere instincts, which links them to th@naals from which the virus has

come.

89 Boyle, ‘Audio Commentary.’
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4.2.4.1 The Werewolf Myth in28 Weeks L ater
One of the major differences between the two fif@Days Lateland28 Weeks

Later is the portrayal of the Infected. As previouslyntiened in analysing Danny
Boyle’s film, the Infected are presented almosaasnals. The rather secondary mirror
scene in which one of the infected soldiers is [azby his own reflection, and the
general’'s analysis of the futurelessness of thectefl both support my argument. In
Fresnadillo's 28 Weeks Laterone of the Infected, the father of the two child
protagonists, becomes a major character, but magpertantly, Don retains some of his
human characteristics. There is logic in his acéad his instincts are controlled by his
desire to track down his two children. As | alregaynted out in my previous analysis,
according to Seneca, desire is an important ingredif human wrath and consequently
distinguishes human beings in rage from animatage.

The origins of the virus in the film, and the demmsto keep some human
characteristics in portraying the infected fathHevafor some interesting considerations
about a myth that may lie behind the rage viruse Vitus in the film resembles the
rabies virus. According t@he Barnhart Dictionary of Etymologyabies is a virus
disease transmitted by the bite of a rabid animdlia borrowed from the Latin word
rabies meaning madness, rage, fury, which refers to Shaskritrabhas meaning
violence, impetuosity?® The symptoms of the illness, such as, agitatidolemt
movements, uncontrolled excitement, hypersalivatamwell as the inability to speak
and swallow, can be detected in the infected peoplée film. In hisAn Intellectual
History of CannibalismAvramescu points out that the animal mostly asged with
rabies is the wolf and he emphasises that rabiescaasidered a cause of antropophagy
before Pasteur found a vaccine againétlitde recalls an incident taken from the
Histoires prodigieuses extraicts de plusieurs arg®a in which guests were served
pork from a pig that had been bitten by a rabid dod as a consequence became rabid
themselves starting to bite and rent each otAercording to Avramescu,the

lycanthrope, that hybrid of man and wolf, is welidkvn for its appetite for human

49 The Barnhart Dictionary of Etymologp. 879, p. 882.
491 Avramescu, p. 93.
492 Histoires prodigieuses extraicts de plusiers auséBaris, 1598), pp. 190-91.
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flesh.”3 Thus, the infected i88 Weeks Latebear some resemblance to the werewolf
myth, which is also heightened by the twilight agploere throughout the film.

4.2.5 Archetypal Motives

4.2.5.1 The Feminine irChildren of Men

According to Sarah Schwartzman’s reading discusg®nye, the film gives a

rather straightforward representation of the Ciamssaviour myth, but there are some
interesting variations.

The child who represents the future of humanithiusnan born, and as the title
of the film suggests, we talk about children of merd not about children of god.
Apparently the title also alludes to a rather pathal world order. Where are the
women? In the apocalyptic world Ghildren of Men men are in power. They provide
transit papers (like Theo’s cousin Nigel), they fmmpn people (like Syd), they carry
guns (like most of the male members of the Fistiessoldiers and the police men) and
‘daddy government,” as Jasper states, provides arontifirough Quietus. Even the
protagonist, designated to protect Kee, is a mad,s@ are the characters that provide
means of transport. However, the characters whmpt® change are either female or
do not really belong to the chauvinist world ordi&sper, and to a certain extent the old
Russian who provides the boat, both live in seolusrom the outside world and are
immersed in their past memories, represented by fgitetographs and newspaper
clippings. Similarly, Theo is all but a typical ahanist hero. He may appear as a man,
but some of his rather unmanly characteristics maeatl above in connection with the
messianic elements, make him an a-typical hero lette, rather inept to protect
someone as precious as Kee. Moreover, throughaujobrney he has to take on
different female roles. Theo has to step into Mirg shoes and act as a midwife — a
role traditionally associated with women — in ortiehelp Kee deliver the baby. Later,
on the boat, Theo has to give Kee some advice antbaleal with the crying infant.

Again, the secrets of childrearing are traditiopngkssed on from mother to daughter.

493 Avramescu, p. 93.

197



The people who really attempt to change the wodddt belong to the male
world order. Julian, the initiator of the whole si@n, is in charge of communicating
with the Human Project. She is the catalyst whdsptheo into the journey. Miriam
and Maruchka, whose names are etymologically lirtketthat of Mary, are two faithful
companions, who pass on their knowledge to helpTdral Kee complete their tasks,
using their instincts to save them in life-threatgnsituations. What is most important,
however, is that the child the world has been wgifor so long is a girl. The hope for

humanity is female. Does this imply a movement kkack matriarchal world order?

4.2.5.2 The Family in28 Weeks L ater

The whole tragedy d28 Weeks Lates based on the curse that seems to lie on a

single family. In the commentary to the film, thieedtor points out that one of the aims
of the film is to emphasise how something microgcauch as a virus can lead to
cataclysmic events, in other words the destructbm whole world*®* This idea is
paralleled by the apparently insignificant feelimigguilt Don has after abandoning his
wife in the cottage which eventually triggers aasaophe of such dimensions.
Similarly, the loss the children feel because efshpposed death of their mother lies at
the basis of the destruction of the whole world.

The tragedy of children being chased and attackedhbir own parents is
already hinted at in the opening scene when Alc®pts a little boy into the house and
thus attracts the Infected who run after him. Hethar’s instinct is stronger than her
survival instinct. Later, the strong bond betweéildcen and mother leads Andy and
Tammy to their home where they find their mothamitarly, the bond between the
father turned monster and his children is so strasigo motivate Don to pursue his
children.

The family is cursed and to a certain extent bié$sam the very beginning. The
special gene Andy and his mother have, which ikelinto the colour of their iris,
prevents them from getting the symptoms of the cinda. Thus, they become
dangerous, unrecognisable carriers of the dise#@bethe ability to transmit it, but at
the same time become valuable for vaccine rese@hehtwo different irides emphasise
the duality of the characters, their dark side dmar bright side. It is first visualised in

494 Eresnadillo, ‘Director and Producer Commentaryi VD]
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the woman'’s loving hug which could easily chang®e ian attack when she meets her
son. But it is best exemplified in the loving amdiving kiss she gives her husband,
which transforms him into a monster. She is thei@aof rage, and she passes rage on
through love. The boy, on the other hand, has almivéne characteristics. He looks
like an angel, is brave and loves his father evBemhe has turned into a monster, but
he cannot escape his destiny. Instead of provigangnce with the possibility of a cure
for the infection, he becomes the carrier who eXport the disease to the rest of the
world. Instead of being a saviour, he involunathiBcomes a diabolic figure.

The importance of the eyes recalls the fear of &w eye in many
Mediterranean cultures. Here the eyes become ¢gmeddievil. On the other hand, the
film also seems to play with the idea of the fuoitof the eye. Often, the audience sees
the action indirectly through different means sashgun spotters, video recordings or
night sensing equipment. While the military forcants to control everything through
these means, the microscope gives insight intavbr&ings of the virus. However, all
these technical achievements are unable to prévematastrophe. Tammy, on the other
hand, does not need any special equipment to sgehdr brother is infected. She
perfectly sees the infection in his eyes, but wdle mostly sees is what is beyond the
infection. Andy is still her little brother. Thuber heart perceives better than her eyes,
and the decision she takes is a decision from BarthWhen she finally assumes the
role of mother by shooting her father and addrgskim by his first name as only a
wife and not a daughter would, her protective mwtisimilar to that of a mother
towards her child makes her responsible for theldwode spread of the infection.
Thus, she can be seen as an angel of death whesakge to spread all over the world.

Ironically, in 28 Weeks Latercts of love cause rage to proliferate.
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Chapter Five: Catharsis

5.1 Introduction

5.1.1 The Catharsis Concept and its Development

The term katharsis has been translated in various ways throughost it
development as an aesthetic concept — as purdficattleansing, clarification or
purgation — according to the emphasis the schotarted to give this rather elusive
concept. Girard refers the tetatharsisback “to the mysterious benefits that accrue to
the community upon the death of a huni@tharmaor pharmakos*°®> According to
Gunter Gebauer and Christoph Wulf, the Greek tdratharma has a double
significance: “In its first meaning it indicatesraalevolent object that is expelled in the
course of a ritual act; its second meaning is dfia human victim in a ritual sacrifice, a
variant of the pharmako$ This reference to ancient ritual is strongly engihed in
Girard’s Violence and the Sacreds Girard points out, “In describing the tragiteet
in terms of katharsis, [Aristotle] asserts thagéady can and should assume at least
some of the functions assigned to ritual in a wovithere ritual has almost
disappeared®’

Catharsis, originally a medical term, entered tbalm of aesthetics through
Aristotle’s Poetics but it can be traced back to the origins of huityaand is
considered as innate to all human experience. $raté can be observed in primates,
the species closest to humans as well as in angdteats and sacrifices, which bear
testimony to the inherent human need of the pumifyaspects of catharsis. Aristotle’s
Poetics mentioning the cathartic effects of art, is thesult of his intellectual
engagement with Plato’s claims about the dangetiseomimetic qualities of poetry and
has influenced all subsequent aesthetic thoughthén Western world. During the
Renaissance period, with its emphasis on the étbidaations of literature, the idea of

the utility of poetry becomes prominent, but alsads towards a reevaluation of the

9 Girard, Violence p. 287.

4% Gunter Gebauer and Christoph Wifimesis: Culture — Art — Societirans. by Don Reneau
(Berkeley: University of California Press, 1995)260.

97 Girard, Violence p. 290.
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Aristotelian claim of the purifying effect of pogirits role in furthering the moral
education and improvement of the individf#l.In eighteenth century bourgeois
tragedy, according to Gebauer and Wulf, “The theofycatharsis becomes the
conceptual mechanism by which the stage is madpréeminent site of the unfolding
of the bourgeois cult of emotiof* During Enlightenment, the German dramatist
Gotthold Ephraim Lessing translates the term ‘aaibaas Lauterung (best conveyed
by the term ‘purification’), implying the conversimf excessive emotions such as pity
and fear into a balanced, virtuous dispositionhef human psyche. The term’s original
pre-Aristotelian use as medical term meaning purgas taken up in the mid 1850s by
Jacob Bernay® who sees catharsis as an elimination of a pathmlbgtate and thus
somehow anticipates Freud’s use of the term inlpsyalysis. However, for this study

the aesthetic connotation of the term is fundantenta

5.1.2 Catharsis as Fundamental Human Experience

The question whether violent performances, eithefilin or theatre, excite or
discharge violent feelings, has been widely diseds#ccording to Richard Schechner
in Performance Theoryperformances do both:

They uncover hidden feelings, arousing them inekieme. But this arousal

does not lead to action, rather to a cathartichdisge and ultimate calm. Even

when extremely worked up — as by the Living Theatrihe 1960s and 1970s —

spectators did not seriously agitate in the strede#her they went outside to

play.5°1
This cathartic discharge seems to be innate tauatilan beings and may well go back to
primordial times. In order to underline his poir8chechner quotes George Beals
Schaller®® a mammologist who, while studying mountain gasllin central Africa,
observed that their chest-beating serves as digehair excitement and showing-off,
repelling intruders and maintaining group hieragshiAccording to Schechner, “The

function of discharging excitement among gorillagarallel to the cathartic function of

98 Gebauer and Wulf, p. 80.

49 pid., p. 152.

% Jacob BernayGrundziige der verlorenen Abhandlung des Aristotigbes Wirkung der Tragddie,
introd. by Karlfried Grinder (1857; reprint Hildesim, New York: Olms, 1970)

91 Richard SchechnePerformance TheorfNew York: Routledge, 1988), p. 249, (Note 1).

92 George Beals SchalleFhe Mountain Gorilla: Ecology and Behavif€hicago: University of Chicago
Press, 1963)
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theatre proposed by Aristotle and Artaud, an angcigersistent, and robust therapeutic

tradition of performance®?

Apparently, the build-up of tension among the kpmsi
does not lead to fighting but to display. In otimards, the tension is transformed into
entertainment making it thus similar to human dréen@erformances in which violence
is present in both themes and gestures, but appégsthe process of theatricalisation
which most of the time results in an entertainiegi@rmance Drama, be it filmic or
theatrical, evolves around the conflict betweerging and constraint: social and moral
taboos such as adultery, incest, or cannibalishbésled on forbidden relationships), in
spite of being blocked by law and custom, are délired. Schechner explains,

If the forbidden relationships are consummatedast {as they sometimes are)
the social order may be threatened. When the sowdar is threatened, even by
fantasies and desires, a special kind of performaaccalled for [...]; often
enough the desires manifest themselves in whailhjofialized transformations
of the forbidden events (drama). But [...] what tmbe performed are the
forbidden acts which are thereby both releaseccanthined. The formal nature
of these ur-dramas [...] guarantees some measuwentifol over the impulses
being encated>®

In other words, instead of creating more anxiehe performance of these taboos
relaxes and appeases tensions.

Works of art of all kinds often portray the mostiiie deeds, including bloody
conflicts, torture and many other imaginable atresi carried out by people, gods,
monsters, beasts and demons. However, all thespoattayed or acted out as ritual
and/or play. When action is involved, be it imaginar real, we can talk about
redirected behaviour. According to Schechner,

Redirected behavior and displacement activitiepanple create complicated
sequences of transformations, different in eachtumyl maybe in each
individual, but interculturally recognizable as raabelieve. Audiences can
enjoy watching/participating and performers canognplaying out what

otherwise would be dangerous, forbidden, or inathitActing out the troubles
of Oedipus, the murders of Macbeth [...] all yigjdeat pleasure. In serious
drama or tragedy as well as farce, the pleasuregedizom excess of energy
released when obstacles to seeing/participatingboo actions are suddenly
removed®

This release of excessive energy does not only esandragic but also comic

performances. Schechner points out that all hurheatte, and consequently also film,

%3 gchechner, p. 208.
%4 Schechner, p. 208.
*% Schechner, pp. 242-3.
%% Schechner, p. 247.
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“Is created by processes analogous to dream-wdaekijaork,” which are versions of
redirected activities and displacement. Performarssgve to fhediate or explore for

pleasure interactions that are potentially riskydagisruptive”°’ Consequently, where

there is risk for trouble, enactments of ur-comdlimay ease the way.

5.1.3 Ritual, Sacrifice and Catharsis

Girard’'s Violence and the Sacrdd972) links catharsis with ancient rituals and
sacrifice. He sees the trage@gdipus the Kin@s a sublimation of primordial strategies
developed in order to cope with violence in sociéftjie tragedy represents all the
necessary ingredients of the sacrificial crisis @adolution through the sacrifice of a
scapegoat. Catharsis in the play reflects the yogfeffect of sacrifice on society and
the consequent interruption of the cycle of vionGirard presumes that prior to the
foundation of a legal system and consequently gtabéshment of order, there must
have been a situation of lawlessness. Institutsmed as religion or the legal system are
the result of violent acts, a sort of founding eimte, necessary for them to be
established as such. The chain of violent acts wilence leading towards vengeance
and thus to other violent acts which need to bengee requires one single act of
violence capable of preventing further violent aétscording to Girard, in conditions
of extreme social crisis, a scapegoat, usually atsider or a marginalised figure,
becomes responsible for the crisis and all theenicd inherent in society is turned
against this individual. This sacrifice of an inidival leads to communal vengeance and
consequently unites the previously rivalling mensbef society. However, violence
does not disappear from society, but the cathaiScharge leads to unity and the
establishing of regulations in order to prevent rmabreaks of violence. I@edipus the
King, through parricide and incest, the protagonist basome responsible for the
sufferings his people has to endure, but by expmahis guilt he also becomes the
saviour and founder of a new culture. So, as apkatmakos Oedipus encompasses

both aspects of violence, the poisonous and thetivarone>®®

97 Schechner, p. 247 (emphasis in italics in theiiai,
*% Girard, Violence pp. 72-93
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Religious rituals can prevent violence. Choosifgiaan or animal scapegoat to
be sacrificed channels the violence inherent iro@munity onto one victim. Thus,
violence is tricked into, as Girard puts it, “spamglitself on victims whose death will
provoke no reprisals’®® However, according to him, in order to defend elwss
against violence we need to fully understand itsingaand accept that religion as such
Is not necessarily a way out, in that channellirdence contributes to perpetuating it.
In Things HiddernSince the Foundation of the Warl@irard sees a new development
and possible solution in Christianity which seemterrupt the cycle of violence. The
murder of Christ does not call for revenge, butftogiveness, thus breaking the cycle
of revenge and counter-revenge. Therefore, Chasksl the poisonous aspect of
violence: he is simply a victim, the divine withoutts violent element. This
unconditional renunciation to violence brings am éoa mimetic rivalry which is the

origin of the cycle of violenc&"

5.1.4 Catharsis in Relation to the ‘Real’ and theChora’

Real catharsis can be experienced when the wodstdéads you towards the
edge of the Real or provides you with a sense efctiora. The concepts of the ‘Real’
and the ‘semiotic chora’ have been respectivelyprised by Jacques Lacan and Julia
Kristeva. Lacan’s model of the Real, Symbolic, dnthginary, according to Lionel
Bailly, represents “a system of interacting realogjers or registers in which the
psyche functions®* In very simplified terms, the concepts of the ‘Gi@nd the ‘Real’
refer to all human experience which goes way bagkre entering the symbolic order,
in other words, experiences that cannot be expilesseationalised through conscious
means of expression. Both, the Real and the clema $0 be without reach, but can be
sensed through a real artistic experience.

According to Lacan, the Real refers to a stateatfire which is lost when we
enter the Symbolic order (language, the law offtitieer). According to Bailly’s reading
of Lacan’s concept, “The Real is best thought ahaffable and unimaginable — a state

9 Girard, Violence p. 36.

*19René GirardThings Hidden Since the Foundation of the W¢&tnford CA: Stanford University
Press, 1987) pp. 141-223.

* Linoel Bailly, Lacan: A Beginner's Guid@xford: Oneworld, 2009), p. 88.
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perhaps only experienced pre-birfti?’Newborn babies, still unaware of a separation
between the self and the outer world and whose amge is that of satisfying
fundamental needs, may experience something sinwlathis original state. This
fullness, this completeness is, however, definitest when the child gets access to the
Imaginary order the moment it enters the Mirror $#hand starts conceptualising. Thus,
the Real becomes impossible in that it cannot kespgd through concepts and
language, since both the Imaginary and the Symlanéaesponsible for the separation
from the Real. However, the influence of the Read be felt throughout the whole life,
in moments when all linguistic or expressive stmoes fail. This can be traumatic
insofar as it makes us aware of our materialityt, duthe other hand, it is also at the
basis of what Lacan calls jouissance, the enjoymeoduced by the function connected
with a drive, inasmuch as the drives belong in® ritalm of the Redl? In this way,
the encounter with the Real in cathartic experisngdoth traumatic and pleasurable.
Zizek explores Lacan’s concept of the Real throtighdiscussion of a science
fiction novel, The Unpleasant Profession of Jonathan Hqa§89) by Robert A.
Heinlein. In the novel, the human universe is st of many existing universes which
are works of art created by mysterious beings.mh& character, Jonathan Hoag, hires
a detective in order to find out what happens to Bvery day when he goes to work to
an office which is located on the thirteenth fladra building. The detective follows
Hoag, but the latter disappears somewhere betweetwelfth and the fourteenth floor.
In fact, the thirteenth floor is only a fantasy spaHoag eventually finds out that he has
been sent by the creator of this universe to cbttimperfection of the artistic creation.
He relates this to his detective friend and hisewiklling them that the world they
inhabit has a minor defect which will, however, affiect them as long as they do not
open the window of their car. They want to follovoad’s advice, but on their way
through the city, the detective and his wife corneoss an accident and are asked to
open the window by a patrolman. However, when thggn the window, outside, there
is “nothing but a grey and formless mist, pulsitmMy as if with inchoate life. They

could see nothing of the city through it, not besmit was too dense but because it was

*12 Bailly, p. 98.
13 Bailly, p. 102.
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— empty. No sound came out of it; no movement slkoiwet.”** When they close the
window, the previous scene is restored.

Zizek compares this ‘grey and formless mist, puispslowly as if with inchoate
life,” with “the Lacanian Real, the pulsing of theesymbolic substance in its abhorrent
vitality.”>*®> However, what is fundamental for Zizek is the pléom which this Real
erupts, namely “the very borderline separatingahtside from the inside, materialized
in this case by the windowpan¥® Seen from inside a car, outside reality seems
slightly distant. The glass of the window is sonoet ®f filter that makes the outside
world appear, as Zizek's puts it, like “another raodf reality, not immediately
continuous with the reality inside the cat”This discontinuity can be felt when the
window is rolled down and external reality hits wg&h its material presence. The
moment the barrier of the glass is removed, weosegwhelmed by the proximity of
reality. Behind the protective screen, the exteoigécts are “transposed into another
mode. They appear to be fundamentally ‘unrealjf #seir reality has been suspended,
put in parenthesis — in short, they appear as a &frcinematic reality projected onto
the screen of the windowpan®g?® It results in the feeling that the outside isifinal.
With the screen removed, Zizek explains, “It isifagor a moment, the ‘projection’ of
the outside reality had stopped working, as if, domoment, we had been confronted
with the formless grey, with the emptiness of theeen.®'® The barrier between Real
and reality guarantees normalcy. However, when Real overwhelms reality,
psychosis is the resuft’

According to Mark Pizzato, Lacan “redefines casisin a more complex, tragic
sense as purifying desires and clarifying drivethat edge of the Real** He interprets
Lacan’s Real order of abject loss and lacking beiasg‘an abyss of indiscernibility

beyond the stage or screen ed§e™the void within the spectator® He points out

that “an ethics of the Real would realize this itagoid within oneself, rather than

°1 7izek, Looking Awry p. 14.
> Ibid.
*16 Zizek, Looking Awry p. 15.
517 (i

Ibid.
518 i,
°19Zizek, Looking Awry p. 15.
%20 7izek, Looking Awry p. 20.
%21 pizzato, p. 15.
%22 bid.
°2 |bid.
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projecting it upon the evil villain, melodramatilyal >** This idea is in line with Alenka
Zupartic’'s interpretation of the Real. She argues,

The Real happens to us [...] as ‘the impossibilegtithat turns our symbolic

universe upside down and leads to the reconfiguradf this universe. Hence,
the impossibility of the Real does not preventaini having effect in the realm
of the possible. This is when ethics comes inty,dlathe question forced upon
us by an encounter with the Real: will I [...] refalate what has hitherto been
the foundation of my existencé?

Thus, the encounter with the Real in the form &fray and formless mist' makes us
aware of the illusion of what we conventionally smer to be reality. We realise that
our impression of reality is only a projection, r@ation which consequently does not
have the status of absolute truth and can thusibe{o question.

Pizzato also quotes a conversation with Zizek inctviihe latter advised him

that

An ethics of the Real [...] does not involve thedi@approach to the edge of an
abyss, to get a glimpse of the Real, and then vathdRather, it is a discovery
of the Real within oneself, of a blind spot in thewer, not some external place
beyond symbolic and imaginary screéffs.

This point mirrors Pizzato’s theory of melodramatiatharsis as opposed to tragic

catharsis, in other words, a distinction between

the viewer's simplistic, ‘moral’ identification wita purely good hero, who
fights at the cliffs edge and beats the evil wila[and] the more complex,
ethical challenge of the hero also discoveringtthgic flaw within himself, of

evil in the good — evoking in the spectator not pupurgation of fear and pity,
but also a purification of desire, clarifying theve that encircles the void of
the ReaP?’

The order of the Real is to some extent relatedula Kristeva’'s reading of
Plato’s concept of thechora a rhythmic space responsible for the creation of
meaning’?® Plato tells us that the chora is akin to a mothemb, with the maternal
body comprising the semiotic chora and keepingdroand ecstasy at the periphery.
Primal memories from the maternal body continusmtioience a subject’s mind and are

S529

also linked to cleansing rites of catharsis in samulkures.“” So, the shared experience

524 11
Ibid.
%2 Alenka Zupatii¢, Ethics of the Real: Kant, Lacghondon: Verso, 2000), p. 235.
%26 pjzzato, p. 190 (Note 38).
%27 |bid.
28 pizzato, pp. 190-91 (Note 45), p. 16.
%2 julia KristevaRevolution in Poetic Languagdlew York: Columbia University Press, 1984), pp- 2
28, 46-59.
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of ritual theatre within the community redefineg ttestruction of fear and sympathy as
the purification of desire and drive. AccordingR@zzato, “This provides a new theory
of the potential cathartic purpose of violence rfprmance, drawing also on the
diametrically opposed ideologies of Artaudian ctyiehnd Brechtian alienation in
modern theatre’s challenges to its audiené&sKristeva underlines the link between
purification of the abject, religion and art. Acdorg to her,

The various means @lurifying the abject — the various catharses — make up the
history of religions, and end up with that cathersar excellence called art,
both on the far and near side of religion. Seemftbat standpoint, the artistic
experience, which is rooted in the abject it uttard by the same token purifies,
appears as the essential component of religio$ityt is perhaps why it is
destined to survive the collapse of the historicahs of religions™

Thus, there seems to be a strong link betweenfisacand catharsis. For Kristeva,

Aristotle’s catharsis is close to “sacred incaoiat*? She explains,

Through the mimesis of passions — ranging from usi#sm to suffering — in
‘language with pleasurable accessories,” the mogtortant of which being
rhythmand song (see tHeoeticg, the soul reachexrgy andpurtiy at the same
time. What is involved is a purification of bodydasoul®*

It is through rhythm and song (elements associat#il the chora) that the impure is
stirred up, but in order to be harmonised by appgaseated outbursts and filling the

gap between body and soul. She continues,

To Platonicdeath which owned, so to speak, the state of purityistatle
opposed the act gfoetic purification— in itself an impure process that protects
from the abject only by dint of being immersedtinTihe abject, mimed through
sound and meaning, ispeated Getting rid of it is out of the question [...ln®
can, however, bring it into being a second timed aifferently from the
original impurity. It is a repetition through rhythand song, therefore through
what is not yet, or no longer is ‘meaning,” butaages, defers, differentiates
and organizes, harmonizes pathos, bile, warmtheatttisiasm*>*

However, despite this link between catharsis aedcctiora, or the Real, Kristeva
points out that “Purification is something only th®gos is capable of® thus
associating it with the Symbolic order. Therefomatharsis apparently works on

different levels. Tragic catharsis seems to reqoim@nection with something that is out

%30 pjzzato, p. 16.

%31 Julia KristevaPowers of Horror: An Essay on the Abjettans. by Leon S. Roudiez (New York:
Columbia University Press, 1982), p. 17.

%32 Kristeva,Powers of Horror p. 28.

°33 Kristeva,Powers of Horror pp. 28-29.

>3 |pid.

%% Kristeva,Powers of Horror p. 27.
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of reach (like the Real or the chora) and at theeséime the rationalisation of this

experience through the Symbolic.

5.1.5 Catharsis, the Death Drive and Pleasure

One of the functions of tragedy and catharsis & tf offering the audience
pleasure by enabling them to reexperience tragintsvand thus broadening the range
of their experience in safe circumstances whicmaforequire direct involvement. This
kind of pleasure is linked to the desire to surviveMimesis — Culture — Art — Society
Gebauer and Wulf point to the fundamental diffeeemcPlato and Aristotle’s views of
the respective dangers or benefits of an encounmitér the aesthetisation of horror

through works of art. As they put it,

In contrast to Plato, mimetic identification withet horror expressed in tragedy
suggests to Aristotle precisely the promise ofifigrig oneself against the

‘horrifying’ and ‘pitiful.” Mimetic reception of tagedy is not, as in Plato, a
threat to the individual but the means by whichdneshe cultivates internal

strength. Aristotle interprets the strengtheningthees result of a ‘purification

process’ set in motion by tragedy, which offersughfer explanation for the

pleasure it releasé®.

In The Shattering of the Self. Violence, Subjectigtyizarly Modern Texts
Cynthia Marshall explains why the contemplatiorde$cribed or enacted violence has a
certain impact on readers or viewers. She usesiFard Lacan’s concept of the death
drive to explain the need of human beings to eepee a dissolution of identity
through interaction with art. Even though we gelteitay to avoid thinking about our
own deaths, the performance of violence represgfiterthreatening fears or providing
glimpses of death is hugely attractive to humamdei The involvement with works of
art hinting at extreme experiences “displac[es] trdinary structuring bonds of
selfhood to effect a radical emotional resporéé.This is necessary “not because
people are innately cruel or aggressive but becthesego imposes an alienating unity
that fails to contain all aspects or levels of sbject’s experience and knowledgé®”

Thus, this drive is necessary to integrate the wéli what it is lacking, or helps to

%3¢ Gebauer and Wulf, p. 56.

%37 Cynthia MarshallThe Shattering of the Self: Violence, SubjectiiitEarly Modern Textg¢Baltimore:
The John Hopkins University Press, 2002), pp. 189-6

3% Marshall, p. 160.
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grasp something of the Real. Marshall further dep®IRichard Boothby's reading of
Lacan’s death drive as operating on both, the Imagi and the Symbol®? but
emphasises its different functions according tottee different orders:

Within the Imaginary (in Lacan’s terms the level minary existence), the
death drive or primary masochism produces actuzlence, either in active
form or mimetically through images of literal violee, while the Symbolic
allows a mediation or sublimation of literal viotmn [...] Complex
manipulations of the death drive that encouragebsyimn mediation have an
obvious advantage over the simple reiteration afges of literal violence'

Thus, even though catharsis may provide a glimpgbeoReal, the Symbolic order is
necessary to make sense of the ungraspable. Bsexhitjue of Aristotle’s tragedy may
go in a similar direction: the immediacy of the expnce, the emotional involvement of
the audience and the physicality of the cathastjpegence position Aristotle’s tragedy
closer to the realm of the Imaginary, whereas Biedtistancing devices position his
epic theatre closer to the Symbolic allowing a moagonal engagement with the
happenings onstage.

Marshall argues that the relationship between wimde (with its focus on
shattered selves and fragmented bodies), fantad\pl@asure proves that subjectivity
remains to some extent in doubt or under questibihe engagement with art allows
for a temporary reversion to a psychically diswdfiself. In other words, “extreme
experience grants a temporary release from theringdestructures of identity>*?
Marshall quotes Leo Bersani, who, Tihe Freudian Body: Psychoanalysis and,Art
states that there is no real distinction betweenifgdd violence in entertainment and its
opposite. People are automatically drawn to vicdeno the arts. However, he
distinguishes narrative violence from anecdotalerioe. Narrative violence elaborates
violence in a complex way, problematises simplestiipn and puts stable identities
into question, whereas anecdotal violence repéalsnce for its own sak&'?

Aristotle’s idea of theatrical mimesis involves gdere when painful acts,

obscene beasts or corpses are being watched @ siagprding to Marshall, “Aristotle

*% Richard BoothbyDeath and Desire: Psychoanalytic Theory in LacaRé&turn to FreudNew York:
Routledge, 1991), p. 177.

>4 Marshall, pp. 160-61.

> Marshall, p. 34.

*42 Marshall, p. 36.

*%3eo BersaniThe Freudian Body: Psychoanalysis and @ew York: Columbia University Press,
1986), pp. 70-78.
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has generally been understood to have believecathaudience’s experience of strong
emotion purges them in a way that is either socibkneficial or pleasant for the
individual, or perhaps botit* There is no need for positive role models. Th&aic
experience may lead to happy results, but the patards these results is not
necessarily pleasurable. However, the purgativewner with art results in a state of
balance. Thus, the initial unbalancing of emotiamggood works of art can have a
therapeutic effect.

In Why Does Tragedy Give Pleasure®nthony David Nuttall claims that
tragedy provides “a kind of psychic exercise,” ‘@ in which the muscles of psychic
response, fear and pity, are exercised and madsy,fea means “to practice for
crises.® He puts strong emphasis on the viewer's emotiamaslvement and sees
pleasure mainly as a cognitive and moral gain. N&rsargues that “In the pursuit of
pleasure, the subject, in other respects so eagbuitd up and maintain conscious
control, seeks a dissolution of boundari#.Even though according to Freud, humans
find their greatest pleasure in sex, which explaihsir wish for self-shattering,
Marshall sees similarities in the pleasures ofuaixinteraction and its self-distancing
effects. She points out that

Losing oneself through imaginative involvement witterature or drama is
typically experienced as highly pleasurable. |damtiion with a character, for
instance, temporarily realigns one’s ego boundagrd for a time the familiar
self dispappears. Since ordinary experiences @efaly pleasure are related in
this sense to masochistic pleasure, it follows Waent or extreme images and
situations carry heightened possibilities for enjent>*’

Literary pleasure thus results in a combinatioplefisure and pain, a concept which is
in line with Richard Mduller-Freienfels’ idea thabrmtrast of feelings is essential to
aesthetic impression and that duality is at theshafstragic feeling, “since the spiritual
conquest of deep pain and sorrow generates adeafitiumph which has no equal®
According to Marshall,

Standard literary devices, such as formal repetitieplacement through tropes,
and redefinition of people and experiences, cort@ iew focus in the light of
this analysis as the convention necessary to dgtiasure. So, too, with the

>4 Marshall, p. 48.

%4> Anthony David NuttallWhy Does Tragedy Give Pleasur@xford: Clarendon,1986), pp.
78,77,76,78,77.

>4 Marshall, p. 50.
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*#8 Richard Milller-Freienfel$?sychologie der Kunsvol. 1, (Leipzig: Teuber, 1922-1923), p. 229.
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enjoyment afforded by the description of violentsagr their enactment in the
theatre: through imaginary immersion in these eyghte subject is pleasurably
shattered, lost to him- or hersgff.

5.1.6 Melodramatic Catharsis and Tragic Catharsis

In his study Theatres of Human Sacrifice. From Ancient Ritual Soreen
Violence Mark Pizzato theorises the distinction betweenlodramatic and tragic
catharsis, starting from Aristotle’s Poetics anglging Artaud and Brecht's theatrical
theories on films, bearing in mind also Kristevaigd Lacan’s thoughts on the chora or
the Real. Pizzato convincingly combines Artaud@oities of ritual cruelty and Brecht’s
theories of theatrical alienation with psychoanalgbtions of ‘self’ and ‘other’ in order
to attempt an explanation of the appeal of depistiof violence in contemporary
entertainment.

According to Pizzato, melodramatic catharsis isedam clear-cut good and evil
characters, violent conflict and revenge plots mol a triumphant, purely good hero
succeeds in avenging innocent victims, destroyipgraly evil villain. In this respect, it
bears strong similarities with ancient sacrificedrhon warring gods, human or animal
scapegoats and cosmic cycles of destruction. Tragtbarsis, on the other hand,
provides complex characters who, in addition tdhtiilgg the outer world, have to
struggle with the darker sides of their inner sglvEhere is potential for tragic insight
when all the characters, heroes, villains and mistialike, are presented as flawed
characters, thus depicting good and evil on botlessiof the conflict>® However,
according to Pizzato, “Pleasurable entertainmenimaking money through the
melodramatic thrill ride — has become the domiraamt of screen violence today, rather
than a more complex catharsis through tragic insitfi* Thus, whether surrogate
violence experienced through film, theatre or other forms leads to a mimetic
repetition of violence or, rather, results in aative awareness of the consequences of
violence largely depends on the melodramatic ogidranode of presenting other

people’s sufferings. Pizzato quotes Jeffrey D. Maaho points out that “Fear is [...]

> Marshall, p. 53.
%0 pizzato, pp. 1-17.
%1 pizzato, p. 2.
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the emotion from which melodrama springs, inspirfirgt a conception of evil to
rationalize the fear, and then a villain to mytlgpke that evil, giving it a form and a

52 and notices worrying similarities with contempgtarsociety’s fear of clear

voice,
evils, which makes our society somehow imprisomed melodramatic state of being,
recurring to melodramatic ways of solving conflid®&zzato also underlines the role of
the dramatic arts in the sublimation of ritual llebed towards fictional violence and
consequently the role of the arts in coming to temith violence and evil. As he puts
it, “For thousands of years, theatre has experietenith replaying traumatic dramas as
collective dreams, fictional and real, to entertand instruct, so as not to repeat actual
sacrifices of blood and pain offstag8&™ This reference to actual bloodshed in prior
cultures and its affinity with film and theatre miagip to explain the underlying reasons
for the appeal of displays of acts of violence twaching audience.

Aristotle’s catharsis provides both, simple, metodatic purging, but also
complex, tragic purification or clarification. Hower, his ideal tragedy is capable of
transforming melodramatic myths into complex platith complex characters. In his
Poetics Aristotle criticises dramas with simple plots dittle or no discovery in the
Peripety. Pizzato states that Aristotle prefersmarated tragic dramas, where narrative
action coincides with moments of insight on thet p@rthe hero and the audience. This
has the effect of manipulating the audience’s syhpa towards the protagonist and
his/her imminent tragedy, thus fully bringing hoie causes and effects of violence
through the act of sacrifice depicted on stage @nmsequently blurring conventional

audience expectations’

5.2 Applied Analysis

5.2.1 Premises

The above mentioned theories and approaches diesv@f all to justify the use
of a concept that originally comes from the theatrélm studies. The Greek tragedy

%2 Jeffrey D. Mason, ‘The Face of Fear’ ,Ntelodrama ed. by James Redmond (Cambridge: Cambridge
University Press, 1992), pp. 213-223 (p. 213).

°%3 pizzato, pp. 2-3.

%% Mark Pizzato, pp. 5.

214



developed out of the Dionysian cult and its perfances were intended to cause pity
and fear, in order to free the audience from thadtects. InSchonheit und Schrecken:
Entsetzen, Gewalt und Tod in alten und neuen Me&ieter Gondola and Carsten Zelle
point out the importance of the fact that thesenevare collective experiences in order
to achieve the desired results and thus claim ¢h#tarsis can only be achieved in
public places such as the theatre or nowadaysitieena, but not through the private
reading of a novel or the private viewing of a wde® Schechner'sPerformance
Theory goes in a similar direction. He points out thag¢ flunction of any form of
performance is that of stirring up suppressed faadstaboos in order to discharge and
appease them. By transforming forbidden acts avdalnto art, in this case into film,
hidden impulses can be controlled. All the filmsnmiy study tell the stories of certain
ur-dramas and bring the audience close to phastafieut possible human atrocities,
such as cannibalism, torture, or the loss of oreisanity, thus redirecting their
primordial fears.

Moreover, the theories discussed under 5.1 helpattk up my thesis that the
combination of violence, both in terms of content astyle, linked with mythologic
elements results in a cathartic experience, thathea either tragic or melodramatic
according to the qualities of the hero.

First of all, Girard’s idea of a lawless societgttimeeds to sacrifice a scapegoat
in order to be able to establish institutions aawld can be linked to the apocalyptic and
post-apocalyptic settings of the films. The maiarelcters need to die in order to enable
society to recover from the experience of uttebbsty, thus transforming their deaths
into ritual deaths. This is similar to the savageepicted in William Golding’d.ord of
the Flies(1954) in which Simon, the visionary of the groupboys stranded on an
island and the only one aware of the true natuthebeast threatening them, is killed
during a frenzied ritual dance. The innate evilhamanity that comes to the surface
when civilised reasoning is overcome by animal gawain its urge to inflict pain and
exert power is the real beast that haunts civibisabe it ancient or contemporary.

Kristeva sees catharsis as a way of purifying thjeca, which can either occur
through art or the rituals of religion. Due to tiémesis of passions through language,
the abject is repeated but also mediated througktiarmeans, which results in its

%55 peter Gondola and Carsten Ce8ehonheit und Schrecken: Entsetzen, Gewalt undnTalten und
neuen MedieliHeidelberg: Carl Winter Universitatsverlag, 1998)9.
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purification. Kristeva also stresses the need fogds in order to make the cathartic
experience graspable. The films as literary texaskwithin the realm of the logos and
thus repeat the abject (in the form of cannibalideease, torture, and other forms of
violence) through artistic means.

Pizzato’s use of Lacan and Kristeva’'s theoriesxidan the difference between
melodramatic and tragic catharsis are useful inagxing why the films in my study,
despite all presenting violence and myth to somgrede impact the audience in
different ways. According to Pizzato, real cathar@ihich is tragic catharsis) occurs
when there is no simplistic projection of the vad the evil villain in the film, but
when the flaws in the characters lead the vieweesk questions about themselves and
their own existence. Thus, melodramatic cathargis i simplistic identification does
not result in any awareness of the dangers anddatplns of violence and the cathartic
experience is short lived. Tragic art, on the oth@nd, allows the viewer to perceive
intuitively a glimpse of the Real, but only throutijie questions which arise through this
encounter with something imperceptible.

Marshall underlines the possibility for the self leave its boundaries by the
interaction with art. Extreme experiences suchthaseépresentation of violence result in
a radical emotional response which allows the teeléave its control zone and to get a
glimpse of what is lost (maybe the Real). Throughitlentification with a character, at
least for the time of the interaction with the warfkart, the self experiences a new form
of self. The acts of violence the addressee expeggeare always mediated through the
Symbolic order as opposed to literal acts of viokemvhich belong to the Imaginary
order. The identification with the character is mortense and the cathartic experience
longer lasting and more effective when there isghér chance to get a glimpse of the
Real, which according to Pizzato, occurs in thesg@mnee of tragic heroes.

To sum up, it can be said that in order to acheeeathartic experience, violence
in combination with myth is required in order toagantee that deeply felt archetypal
issues are addressed. However, only through a dlaskaracter that forces questions
upon the audience about their own identity and temte can a deep cathartic

experience be reached.
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5.2.2 Catharsis inChildren of Men and The Road

The catharses i€hildren of MenandThe Roadcan quite easily be considered
as tragic in that both films present if not alledst most of the required ingredients for
a tragic catharsis.

Children of Menpresents a flawed main character whose all butihgualities
have already been analysed as part of the discuséibe mythological elements which
inform the the narrative (see 4.2). The initialgfuctant hero has to fight forces which
are evil, but whose malignance is not so clear T British government has its flaws,
but it is still a democracy and guarantees somedasmafety and wellbeing at least for
its own citizens. Theo’s other antagonists, theotest group ‘The Fishes’, inspite of
using violent means, have good reasons to fighKé®’s baby in order to force change
upon the government. Consequently, evil is notrelytiblack, although, of course the
film makes it clear whose side should be taken.

In telling a messianic tale by subtly merging eliént cultural substrata, the film
touches upon issues deeply rooted in humanity wigste been told in various ways by
different cultures. Two central cathartic scenedresk the issues of death and birth.
Julian’s death has already been discussed in Gh3me part of the discourse on the
adaptation of violence. The birth scene is ceffitodih from a thematic point of view and
in terms of character development. Even thoughadireJulian’s death has moved Theo
towards a heightened awareness of the importandesafission, the birth of Kee’s
baby consolidates Theo’s determination in compdetirs mission. The birth scene is
very tense and dark. It is an elaborated compugeeigted sequence which shows the
actual moment the baby is pushed into the worleéré&ls no background music and the
light of a dim lamp serves as the only lightsouilee whole attention is placed on the
pain and the miracle of the delivery. Only when taby cries for the first time, a
melancholic tune sets in. The audience is confcbntéh the miracle of life in the
broadest sense by witnessing the possible beginming new cycle of being. In a
subsequent scene, the holiness of the event iglumadeby the awe and reverence of
the people who see Kee and the baby, the impres$isiow motion when mother and

child walk past and the soft tune that accompathiexrying of the baby. The miracle is
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completed by Theo’s final sacrifice after having ke mother of humanity and her
child to safety.

The Roadpresents a tragic hero who has to come to ternis $ growing
brutalisation due to the prolonged contact with astile environment. He feels the
burden of the responsibility not only of protectinig child, but also of passing on the
achievements of a long past civilisation to his.sbime focus of the film lies to some
extent on the father’s journey of self-discovehg tliscovery of his own darker self and
the difficult balancing act between what is rightlavhat is wrong. Eventually, his final
death at the end of the film can be interpreted ascessary sacrifice that may enable
the boy ti keep his fire burning for a humanitytth@y not be completely extinguished
after all.

The environment depicted in the film is completebstile and the portrayal of
the cannibals and their victims is reminiscenth&f inost gruesome fantasies about hell.
The film is a complex tragic drama that addressesesdeeply felt human taboos such
as the fear of cannibalism. The audience is fotoetkal with questions that arise when
all the pillars of civilisation have collapsed. Wat extent does an evil environment
impact on the hero’s decision making and moraliy8uld the spectator in similar
circumstances be able to keep the fire burning? Most dreadful scenes almost
physically affect without though desensitising thgectator, because they are well
chosen and introduced only sparingly. This physiiatomfort may be an instinctive

reaction to the primordial fear of cannibalism.

5.2.3 Catharsis inV for Vendetta

V for Vendettapresents an explicit cathartic act in V’'s stagioig Evey’'s
imprisonment and exemplifies how fiction, by pressm a destorted view of reality,
provides a glimpse of the true Lacanian R&&This sort of play within the play is one
of his most cruel acts of the whole film, also hess it does not rely on traditional
action film tropes, and serves as a cathartic espee for both Evey and the audience.

Like Evey, the audience is unaware throughout thelevsequence that the events are

%% Zizek, Looking Awry p. 18.
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not real but only staged in order to educate theafe protagonist and enable her to get
rid of her fear. However, Evey's suffering is reghe imprisonment sequence in itself
is the staging of a real historical event and sffédre audience a glimpse of how the
conditions in the state prisons are. V puts Evelgisnhown position, thus forcing her to
experience what he himself had to endure many ybafesre. However, through
Valerie’s account of her own prison experience @asated in her letter written on toilet
paper, the heroine also experiences both the sujfand personal growth of another V
character. What the spectator experiences is sirtald&vey’'s reading the letter. The
audience becomes the addressee of a tale thatntscauterrible experience which
eventually becomes cathartic. Evey, on the otheddh# in the double position of
actress and addressee. Like a real actress streéslifto re-live the hero’s suffering and
consequently changes as a person, but her catharsspported by reading and
visualising the powerful words of Valerie’s story.

However, even V as the dramturge, experiences Bumprisonment in double
manner. Not only is he the creator of a play ané&or who has to play several roles,
he also becomes a spectator. What he discovers whiting on stage Evey’s torture is
a glimpse of his own abyss. As he says after Eveyé&ase, “Every day, | saw in myself
everything you see in me now. Every day | wantedrtd it. But each time you refused
to give in, | knew | couldn't®’ What Evey sees in him is best expressed in her
immediate reaction to V’s confession: “You're sickbu’re evil!” By voluntarily taking
on the role of the torturer, V discovers his ownnstoosity. Whereas before he was
only aware of his external monstrosity, which heided to conceal behind the Guy
Fawkes mask, the role-playing has brought to théase his darker inner self. The
vaudeville character from the beginning of the fitms been transformed into a tragic
hero. He goes from being persecuted to being a&paiwr. Putting on the mask of the
torturer has eventually changed his identity andenfam discover that part of him is a
torturer. As Gordon states in an earlier scen@é®fitm, “You wear a mask for so long,
you forget who you were beneath 3t¥V has worn the torturer mask only for a limited
time and has not been changed completely, butdlleeptaying has added a layer to his

personality, transforming him in a more fully awdmeman being. Not only Evey has

57\ for Vendetta
%58\ for Vendetta
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grown as a person through this experience, alsoa¥ @ained insight into his
personality.

This whole discussion exemplifies the workings dtharsis in the film.
Whereas Evey experiences cleansing and purificétoon her deepest fears through the
rite of passage represented by the imprisonmenteseg, she does not, though,
represent the tragic hero that is required foagitrcatharsis. Even though she grows as
a person, her personality does not present anyrrflayes or weaknesses. She is, all in
all, a good girl, a young woman who has to learw b face the outer world. Her fear
in the prison is more than comprehensible and duké circumstances, not some inner
inadequacy. The character who forces the audienesk questions about what is right
and what is wrong is V. The hero’s ambiguity, whils more than justifiable agenda but
guestionable means has been discussed at lengén Uttt Ambiguous Saviour’ (see
4.2.2.3). What transforms V into the tragic herthis discovery of his evil, sick side by
forcing a cathartic experience upon Evey, who $® géhe woman he loves. The fact that
at the end he sacrifices himself in order to allwe country to rise from its ashes is
only secondary, but helps consolidate his tragitunea He becomes the sacrificial

victim the nation needs so that law and order @aarebtored.

5.2.4 Catharsis in28 Days Later and 28 Weeks L ater

The two horror movies are more difficult to cldgsn terms of melodramatic or
tragic catharsis. The fact that both films dealhvat source of evil that does not leave
much doubt about its malignity, according to Pinztheory, places them rather in the
realm of melodramatic catharsis.

28 Days Latercontains several mythical elements, ranging fraenthe danger
of a viral epidemic that threatens humanity’s oogatal status by transforming
civilised beings into savage animals, to the hejmicney the main characters undergo.
In addition to overcoming the difficulties relatealthe outbreak of the rage virus which
are depicted in gory detail, the male hero has weramme several father figures
throughout his journey before reaching maturity thement he fully embraces his
darker self in one of the climactic scenes of flma.fAfter having unleashed the virus

within the secure area controlled by Major Henrysivend his men, Jim endeavours to
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rescue Selena and Hannah. As soon as he sees Belegdeld hostage by one of the
soldiers, Jim loses control. The film depicts arabter governed by his instincts in an
outbreak of pure rage that likens him to the Irddctin that moment, all the brutality
human beings are capable of comes to the surfameever, the violence is justified by
the fact that he is fighting for his own survivatdathat of his friend Selena. The
soldiers he is fighting against are either alreiadigcted or have been represented as evil
figures beforehand. Therefore, despite portrayhmg hiero’s short encounter with his
savage impulses, the film does not relinquish fiaffering a clear division of what is
right and wrong. Similarly, also Selena’s abilioykill her friend ‘in a heartbeat’ on the
one hand together with all her caring characteitstran the other present a quite
rounded character. However, the film does not gineetwo characters much space to
delve in reflections upon their darker selves. Maydiso the fact that both protagonists
survive the cataclysm and are eventually rescueshagher indicator of melodramatic
catharsis. The audience leaves the cinema shuttgréee depiction of primordial fears,
such as that of being overpowered by animal intjraut without questions that may

lead to further insights.

Similarly, 28 Weeks Latepresents some shortcomings with regard to a gessib
tragic catharsis. Don, the most tragic charactathennarrative, has to come to terms
with his feelings of guilt because of leaving higeabehind when fleeing from a group
of Infected. The apparently happy rescue of hisevahd their subsequent reunion
celebrated by a fatal kiss transforms the guiltdei man into a brutal monster. The
incident as such is tragic, mainly because an falctve triggers the second outbreak of
the rage virus. The scene depicting Don’s transétion into a monster is one of the
most memorable of the whole film, but the violeraved the gore detract from the
underlying eros/thanatos theme. The idea of lowkelil to death permeates the entire
narrative and is passed on from the parents tehidren. Don’s impulse to look out
for his children even after being transformed iatmonster implies that not all of his
human traits have been lost: his running aftechiklren may be governed by love and
not by rage. However, the result is destructive,amdy for the children as individuals,
but for mankind in general. Similarly, Tammy’s d&on to conceal Andy’s infection

even to himself is an act of love that triggersatastrophe of global dimensions. Love
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brings about the end of humanity. This duality éstopresented by Andy’s eyes whose
genetic peculiarity signifies both a possible ctioe the disease and a threat to
humanity. Thus, the boy is a potential divine cluldhracter whose saviour qualities are
however transformed into infernal qualities by thagic circumstances as presented in
the narrative. These aspects are interesting irgr=dfor an apocalyptic scenario, but
all in all, the film does not provide enough sp&mea thorough development of these
points. The film's focus on gory details and spkeiffiects (with their emphasis on
physicality at the expense of character developp@nthe examination of the dread
which the loss of one’s human traits implies) offéne audience shocking cinematic
spectacle, without forcing further questions uploe addressee. The primordial fear of
rage taking over humanity provides potential fagtc catharsis. However, #8 Weeks

Laterit is only explored superficially.
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Conclusion

In an age that is prone to violence, from wars og#rnic conflicts and
criminality to domestic violence, the fictionalisat of violence and its representation
in different media is relevant more than ever. Frammoral point of view, the
representation of violence has always been a saifrcentroversy being considered as
immoral or even as social threat. From an aesthmdint of view, the depiction of
violence allows for interesting observations abtaxtual strategies and expressive
means. In the light of the considerations of thepaation process as discussed in
Chapter One, the passage from the written wordtdovisual rendering mainly in
connection with violence, opens up interesting pecives on the power of the moving
image and its ability create intense audience mesgpoHowever, a film narrative does
not only rely on the visceral power of the imaglaeIombination of image, narration
and performance gives film its unique status obmmglete work of art. The fact that on
an academic level film studies can be found in dejgartments, literature departments
and theatre studies departments is only one iraticditthe medium’s polyvalent nature.
As this thesis suggests, the combination of thehgcadepiction of violence, the
narration of complex plots and multifaceted charescthrough performance and mise
en scene as well as the presence of deeply rootdts mesults in a cathartic experience.
Catharsis, which traditionally belongs to the realintheatre, can be achieved in film as
well, first of all because the cinematic viewingpeKkence is collective, secondly,
because the narratives presented on screen cardgio elements and thirdly, because
the story is conveyed visually through performandeus, the combination of theatrical
elements, narrative and images allows for a cormpeisthetic experience. However,
can such a cinematic catharsis have a similar immdb that provided by the Greek
tragedy in ancient times, namely bring about peatfon and clarification? If so, is
there an additional relevance of this catharsisgbas beyond the aesthetic experience?
Does the audience leave the cinema simply gratbyedn entertaining spectacle or are
they shattered to the extent that they are abileki® something with them into their real

life? Can cinematic fiction really bring about clgaf?
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The works of art taken into consideration in thisidy all belong to the
dystopian genre which traditionally has a politicaenda. By offering a view on
contemporary society and its problems, these fimsnd to stir up responses in the
audience. A dystopian text does not aim at simplishtertainment but rather at long
lasting effects. The genre is placed between ficidad reality, being firmly rooted in
the time of its creation while at the same timengeprojected into the future, though
offering an oblique view of the present. This daubtance is reflected in the genre’s
use of realistic techniques, such as documentatg st the introduction of historic
images, together with distancing effects such ambsjic colour schemes or
emblematic sound and music. The introduction ointiag images from the past which
is a standard trope of the dystopian genre has betcised by scholars such as J.
David Slocum who thinks that the use of “intertettteferences and pastiche” typical
of contemporary films that “appropriate styles aeéerences freely from throughout
film and media history” results in the productioh“bistorically depthless movies™>
He continues, “Violence in postmodern cinema arguises depth and any meaning
accrued through traditional relations to the reatld: Even the most graphic instance of
violence in these films potentially becomes likey ather image, homogenised and
emptied of meaning or seeming originality® This view does not take into
consideration the expressive power of certain Viseferences. Dystopian narratives
need historic iconography in order to root the ai@re in a specific reality. One of the
powers of the image is its concreteness and imrteediaadability. Thus, the
associations the film wants to trigger in the aodes only require short visual
references, thus leaving more room for narrativelajgnent. This is one of the major
advantages of a filmic dystopia. Of course, somesinthese references may seem too
simplistic, mainly to a visually aware audiencet the strategy proves successful in
delivering the message, which is one of the aindysfopias.

The role of dystopian narratives in talking aboahtemporary social, political
and cultural issues is important in an age in whtod borders between real life and
fiction are blurred. The way contemporary news dedsprovide information disguised
as entertainment is only one example that illuegrdhis point. Similar to commercial

film, the infotainment industry offers its audienoews reports about war, terrorism and

9 5locum, p. 21.
0 5locum, p. 21.
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crime which present clear cut villains and ideali$eroes. The news is increasingly
presented like breathtaking thrillers in which anged disinformation are fused with
the needs of popular culture for light entertaintn@he way contemporary politics and
media function is reminiscent of the workings ofloadeamatic catharsis as theorised by
Pizzato. A large number of contemporary commeifdials provide melodramatic plots
with clear cut characters representing good antl &g films reflect the dominant
ideology of their time, this insistence on a cldetinction between right and wrong is
paralleled by a similar perspective on the worldntémporary politics seek to create
projections of pure evil in order to justify rigloies violence against clear enemies. The
politics of the Noughties with their fierce reactito the 9/11 attacks which resulted in
the ‘coalition of the willing’ waging war againdid ‘axis of evil’ reflect similar black-
and-white attitudes in mainstream films.

However, art and culture, far from existing only tbeir sake, also have a social
function. Mainly cinema, which reaches a large nemt¥ people, manages to shape
millions of minds. By providing narratives dealingith violence, but presenting it
within demanding plots and through complex charactthe sources and effects of
violence can be explored more critically. Thus, radderacy can be increased and
screen violence experienced in a more conscious wiaigh may, in a second moment,
result in a more critical view on real violence ahe melodramatic way of politics
using violence.

The role of catharsis in art is that of freeing #ugressee from evil, which can
have a narrative or pragmatic effect. In other worthe question is whether the
spectator leaves the cinema continuing the narratidiis/her mind or feeling the urge
to act as a reaction to the narrative. Both elemeah be found to different extents in
the films selected for this study, but generallgadpng, the aim of dystopian catharses
is rather pragmatic than narrative. However, al sklected films leave some room for
imagination and a possible sequel in the viewersids In Children of Men Kee’s
destiny and the role of the ‘Human Project’ in sgvhumanity from its elimination are
left open. Similarly,The Roadwith its final scene in which the boy joins a fnropens
up for a possible sequel and a possible albeitidegtimistic outlook to the future of
mankind.V for Vendettaends with the hero’s death and the beginning obianising

against the regime. Consequently, the future oBititesh society is guaranteed and will
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probably change in a positive direction. Theredsgaestion about a possible narrative
continuity in 28 Days Laterinsofar as the sequels both in comic form and fiave
indeed been produced. The open ending8fVeeks Latemakes it clear that a sequel,
which may answer the questions about how contagiccurs on the continent or
whether Andy’s special genes eventually providera cis possible. However, the main
purpose of dystopian narratives is that of pushimg audience towards action. Of
course, it is difficult to generalise to what extémese films accomplish their agenda.
As with most works of art, their value lies largatythe eye of the beholder. Therefore,
the way a film is experienced is highly individwald whether a film achieves a more
narrative or a more pragmatic reception dependshenspectator’'s sensitivity to the
issues presented onscreen.

As the in depth analysis of the films selected tluis study has shown, by
combining visual and thematic violence with mythpéal elements, they succeed in
providing some sort of catharsis. However, onlgitaatharsis has a long lasting effect
on the viewer, in contrast to the ephemeral eftédctnelodramatic catharsis. Tragic
catharsis at its best forces questions upon theeacel including those about their own
mortality, the dark sides of humanity and consetjyeheir own possible darker selves,
as well as the dangers of violence. The subseqamagraphs attempt to give a final
reading of the pragmatic potential of the seledilatk.

Children of Menpresents a tragic hero who reluctantly learnsgibt ffor a just
cause. He has to overcome a number of externababst However, the biggest
challenges are presented by the obstacles within Tine awareness of the weaknesses
of the hero provides the audience with role motieds are far from the larger than life
heroes conventional drama presents. A flawed heemplifies that there are no clear
distinctions between good and evil and that evdrer wearing flip flops can bring
about change to the world as long as he believdwicause.

The Roadpresents a similarly flawed hero whose journey sxr@ devastated
landscape threatens his inner humanity. The filks dhe audience to question their
belief in the strength of their own humaneness. Wihaes it take to unleash the
savagery that is part of human nature? Not onlg dioe film pose questions about what
humans are capable of when the structures of soaret communal living collapse, by

depicting cannibalism as a symbol for utter batiait also investigates the human
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reaction to fear and the consequent loss of cormgasbhere is no need for a cataclysm
of such dimensions as represented in the film tesedear. Contemporary society is
governed by anxieties about what is different amknown. The current media
landscape fuels artificial fears, and society meably losing compassion. The
overwhelming savagery depictedThe Roadouches upon deep fears about the loss of
one’s humanity. The audience may well leave therim asking questions about their
own human attitude in times of fear and act accwlgi

V for Vendettaends with the death of the tragic hero, but Evegdion in order
to complete V’s task. The ending of the film makeslear that the audience and the
hidden anarchist in each audience member are agdredirectly. When Finch asks
Evey about V’s identity, she tells him that he @ntond Dantes, Valerie, her parents,
Gordon and all of us. When the mass of people &gbiog the Houses of Parliament
take off their masks, faces of people who diedughmut the film appear. V stands for
everyone who is ready to risk his/her life for atjgcause. He stands for every single
spectator who is willing to fight for human righjgstice and integrity. The fact that V’s
iconographic Guy Fawkes mask is being used as &#dalyfor protest against corporate
power shows that the film has managed to bringgfats message across.

The two films that succeed the least in reachirgatidience beyond the cinema
experience ar@8 Days Laterand 28 Weeks LaterBoth films offer interesting seeds
that could have been developed into more thougbvgking themes, but they are
addressed only superficially and are overpowerethbyfilms’ main focus on horrific
spectacle28 Days Latemwith its almost happy ending does not really emage action.
The question about rage as inherent human tralteing addressed, but not given
enough room for further development. Similarly, thenactic moment in which Jim is
confronted with his darker self has potential, isubnly superficially developed. Also,
the reasons for the outbreak of the virus and #spansibility of science are only
hastily hinted at. The focus of the film lies onmmesurvival, and ‘that is as good as it
gets,” as Selena puts it. Similarl®8 Weeks Lateaddresses deep human fears and
connects both love drive and death drive, but alj@lie character development and the
focus on gory details make the film more spectacthan thought provoking. The
guestions the audience of the two horror films @efronted with are submerged by
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excessive gore, mainly iB8 Weeks LaterEvil in the form of a rage virus of these
dimensions cannot be fought, it can only be surlive

Violence is an inevitable structural feature ofelibnd thus finds artistic
expression in various forms. Film, as a medium thathes millions of minds, has the
power to shape people’s perceptions of violenceiandynamics. Therefore, film can
also be used to provoke a critical response inathgience that may result in a more
critical attitude in everyday life. Eventually, dgpias serve as a warning. They are
fictions that show up the truth. As with anamorpbothe deformed image appears in
its true shape when viewed in some unconventiomgi®# The distortions of dystopia
are necessary to get to know the truth about #ks and dangers our time encounters.

%61 Zizek, Looking Awryp. 11.
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