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Gothically Postmodern: Film Noir-Gothic Hybrids
and the 1980s

by Amanda Davis

The initial stage of film noir took place after and grew directly out of the
Second World War. The somber and subdued mood combined with the depravity
expressed in the world around the detective of the film reflects a profound
disillusionment with a society that could give rise to not one but two such wars.
Film noir did not die with the end of the first stage, however, but persisted in
various forms into the present day. The film noirs of the nineteen eighties, such
as the often overlooked, but arguably critically significant The First Deadly Sin
(1980), Blowout (1981), Tightrope (1984), and Angel Heart (1987). constitute a
strikingly unique and even formative genre. These films subversively blaspheme
the reverentially disillusioned classic noir tropes, then forge new ones of their
own,_ tropes that have heavily influenced psychological horror films such as
Seven (1995) and Hannibal (2001). These films (or films like them) have been
addressed by writers such as Stephen Cooper, who used Angel Heart in tandem
with earlier films noir, to explore the uniquely male spaces in the neo-detective
genre. Explorations of masculinity and sex are prevalent in critical treatments of
the 80s detective film, and Christine Holmlund analyzes Tightrope as yet another
EYONOx £U1T 0O0d OEd Ui Ed OZNEd OGPEI Epd ET OET Ol
expression of Freudian castration anxiety. The 80s noir film is indeed saturated
with these issues, but we can find another line of criticism in contemporary
critics, as films like Tightrope become examples of inverting moral order when
Peter Ibarra reads it as the writer connects the two films with a 1960s drive to
subvert normality and delight in deviancy. This model of inversion seems an
intuitive way to read these 80s noirs, with their blaspheming of the revered noir
tropes, but Jack Morgan complicates the inversion model, proposing a sort of
invocation-blasphemy-hybridization model for the films. With this model,
Morgan agrees with Ibarra in the invocation and blaspheming of established

da £gU
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tropes, but then goes a step further to suggest that the 80s noir actually
incorporates American horror and gothic traditions to forge a discrete genre that
goes beyond mere inversion. While Morgan focuses on the dominant
characteristics and subsequent impacts of the 80s noir-horror, it is my intent to
address the conditions which gave rise to the unique developments in the gritty
urban genre during the pinnacle of the postmodern era and to explore how these
hybridized developments affected the genre.
1980s crime genre revisions were not restricted to film but also figured
prominently in literature and popular culture; gaining a greater understanding of
Ul EdT EOx E~ @d [ GperOn@&W iin€ights ihtoNhow it functioned within 80s
culture and beyond. Much like the 80s noir-horror film, the 80s detective-horror
novel has not received a great deal of critical attention. In fact, a close look at
the literature in tandem with the films will establish the tropes of the 80s noir-
horror as part of a larger cultural movement, one which seeks to inscribe
notions of the human psyche with uniquely postmodern definitions and markers.
As mentioned earlier, the detective novel of the 1980s has generated little
critical response, but one novel has generated some interest and can, as Richard
, UOOEd OxOOOQEQGpd CEd UAPEOd £AFd~ A£d OxOUOUPOEd EOxc
genre marked by its use and abuse of the conventions of the classic detective
OxOUOUPOE d EOxd £/d UPOEd OEd ET EUT OOpd NACENEEd~
, UOOEpdUI £AUdI xEUd OUUd OEd UI Ed OT NT EUd OEdUI Ed u} |
blasphemy model (one commonly used by critics working with the novel) is
PGOOEUI £Ud @1 OONT Ul Ed T Od NT I-blasphéntydhybbdizati@®~ @d 1 O
tangled psyche of its un-heroic detective through a mystery with no crime. This
paper will study the tropes City of Glass employs in dealing with the human
psyche in tandem with those of the horror-noir film in order to both ground the
human psyche of the noir-horror in its contemporary culture as well as to
iconoclastic, but participatory in a greater movement, one that delves into
established traditions of the American gothic in order to situate the postmodern
psyche in an essentially fragmented and grotesque space.
1 Ed EAxDd ET NO@d OEd Ui Edu} | t@dIl xOUOEd Ui Ed E
setting in his (or her, though this genre is almost exclusively male) own psyche;
such a participatory element hearkens back to gothic traditions of character-
setting reflectivity. The gritty cityscape of the postmodern era is not an external
element, but a force that both shapes and is shaped by the turmoil within its
Block struggles with his inner corruption, the red light district around him seems
to escalate in debauchery, £0d EQGE AN AUT O0Od Ui £AUd COUI d O x x Ox
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i ENO@d UOdCxEADdI T OdEOUOd EUxUI Expd OU@GITOIdil O
to prostitution and pornography, while his mental anguish takes its toll on the
setting, making the city grow darker, gaudier, and more uncanny as he sinks
deeper into depression and anxiety over his shared characteristics with a
traditional film noir, in which the sleuth investigates the depravity of the
criminals and the city around him, but maintains, as Linda Badley suggests, a
OxOEEQZ@®I OOANdET QUAOEE~dI EdT @d £d~ x £UT OOANd gUCI
however, is not an attempt at ahistorical avant-gardism, but is patterned after
the American gothic tradition. The flamboyantly reactive setting of Edgar Allen
HOE~ @d” Ul Ed « Z£NNd OEd Ui Ed - OUQEd OEd° @i Ex" d | &d 0>
1 OUI TEmdT @d £AZd xEUEANT Ol dUPOEdEOxdUI EdI OUI T EANN
with the mind of its character, both reflecting his angst and adding to the turmoil
of his mind. The 1980s film noir marries the traditional gritty cityscape with
gothic tropes involving self-reflectivity in order to explore the baseness of the
human psyche.
The setting of neo-noirs does not stop at just an intimate /nteraction with
the detectives: many 80s settings push the gothic trope one step further and
actually become an integral element of characters. The setting of City of Glass
acts as an extension of the main detective, an extension which ultimately
subsumes Quinn, dragging him into non-being. Late in the novel, as Quinn begins
his ultimate descent into darkness, he begins connecting himself with the city, to
the mutual exclusion of the reader, by recording his travels in it in his red
notebook (165). Quinn had just gone on a walk through the city, and his walk
was recorded for the reader as only a map® of the places he walked by and
through. When he records the journey in his notebook, however, Quinn
translates everything he passed into a tour of the people he had seen. This is
the first point in the novel when the reader feels a clear and sudden divorce
ExOOdUI EdOxOEEQZQZE®@d OEd T 6 pushed @whyOffom & rcrhradiet £x Ed Ui
who now recedes into the aloofness of a gothic/horror character. This break
shows that Quinn has now left the reader in order to be identified with the city
and with the text, it is no accident that it is at this point in the novel that Quinn
UENDP@Zd UOd Ui Ed, UT NNOZAO” d CNOEPPpdEEOOQ@T UGdIi T OQE
to observe the city without sharing his observations with the reader: Quinn has

'« Oxdi T @dOUOdEEET O UT 00@BdOEdUOUxdU@r dO&OdT OdBOAUT £Nd UE Y
21 EIl ENdEEd " E x Uhe Ractigedof Everpdayd L ife.
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(200). This example of uniting the setting and the character exhibits the self-
awareness of the 1980s, the period of postmodern ironic consciousness.

The 80s noir locates setting in an element fundamentally tied to American
gothic tradition: literary eleOE OU @r d § x T A£0 Bl dyr @i¢ GitE agdplot
CET Ol d £0d 1 OUEXUEYUUZAENd | @Guvel Upd i®) Qdimatélyw @01 001 ~
metatheatrical exploration of the nature of film production, and it is this
metatheatricality that constitutes an additional setting for the film. De Palma is
interested in the textual and technical elements of film-making, screenwriting,
ZGOUOEd xEEOXET Ol pdUI EdEET UT Ol dOxOEE@®@r d  Oi 0d? x
a room dedicated to these textual elements, and De Palma films the room in a
self-enclosed manner, cutting the room off from the cityscape and creating a
new level of setting. In a notable scene, where Terri learns that his textual
evidence of the crime (sound and visual recordings) has been erased, the
camera pans around the room several times from a single pivot-point, moving in
an unstoppable trajectory and closing the space off as a unique entity. Terri
continues the gothic interaction with setting in that he too moves methodically,
testing the textual equipment in rhythmic motions. This secondary setting allows
De Palma to push back at a postmodern audience, challenging them to think
about the film as a film.

In a return to our textual example of 80s detective fiction, the setting of
City of Glass helps to further explicate the idea of a textual, secondary setting
by placing it in not only gritty New York City, but in the actual words of the text.
' @dTUT OO~ @d” OEx1 OEdOEdI xOUT Ol dEAXxDPOE@@dEOI OEI
Ui EdxEEd OOUECOOD  d I u lCitygr G/ dut) duE thérEiniEhZeds® E d
heralds the end of the character Quinn, Quinn literally disappears as his actual
setting, that of text, disappears (200). Just as the postmodern gothic-noir of the
80s treats setting with a sense of grotesque implication, forcing characters like
Block to take part in the grit around them, Auster ironically and absurdly
implicates Quinn in the text. When it ends, Auster himself steps in and uses, for
Ui EdET x@Ud Ul OEpd Ui Ed OEx@00AZNd UOT EE~d” | @d EOxd
He will be with me always. And wherever he may have disappeared to, | wish
i TOdNUED dlvtwmrd! UQGUExdxEEUQGE@dUOd xENT OOUT @i
obtrusively steps in and waves goodbye to character and text/setting. While the
setting of the gothic-noir hybrids is one that grotesquely interacts with its
Ei AxZEUExpd! UQUEx~ @d UEYUs @EUUT Ol d 1T @d OOEd Ui A£U«
back at both character and reader.

The irony of the postmodern detective makes the sleuth a much different
and more detached version of the candid Sherlock Holmes or suave Humphrey
Bogart. Sharon C. Cobb notes that the detectives of these new noirs are hard for
AUET EOEE@d UOd T EEOUT EbPd UT Ui d CEEZAUQGEd Ui Ebd £xEd
UUANNPdET @i OO0 O xthspidriisndrejects {the cobly fd@less Bogarts of
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stories, and seeks fragmented humanity with all of its vices and perspectives. A

reader expecting Bogart may be somewhat surprised to find the detective of
City of Glass™ E/ZAUI | Ud OEEd | U/&Ex E" dtng BnEbetéildt; ih thel ddtE@d @1
OEJdEYOENNT Ol d Z#dUUXE dl u{mrd, UEIi di UOZEOT UPdT Od £
with the antihero of the 1980s film noir. Auster continues to develop Quinn as a

postmodern anti-hero by identifying Quinn with his own suspect, when Peter

, UT NNO&EOd , xr dNEZAUE@pdTUT OOdET OE@dUI £ZUd” T UdEEN
l uxwmr d Ul 0O0d1 @d1 OEEAOACNEd OEd O&T OUAI O1 O d Ui Ec

Z A N oA N ~ A ~ N~ A 2 A

of identity. He experiences, as Morgan suggests, a gothic sense of his own a
priori depravity, his own identification with a perceived Other (129). Like Quinn,
Block (from Tightrope) identifies himself with his suspect: when asked if he is
OEr  d , 1 Ol NAExNérep df Whged HeEaprlultimately discovers that he is
literally the suspect, and Terri in Blow Out succumbs to the cold capitalism and
degradation of his soft-OO0x Od | OCd Chd U@1 Ol d Ul Ed xEEOxET OI d
scream as a sound bit in a sleazy slasher. The imperfection of the hero and the
identification with the once-marginalized and inhuman criminal mirrors the
postmodern impulse to obtain the untold stories. In such identification with evil
or darkness, we also find the Freudian project of postmodernity couched in the
tropes of the gothic: our unconscious contains the id, the criminal of our own
stories. Postmodernity adopted many of the Freudian tropes established with the
publication of The Interpretation of Dreams in 1900, and used such tropes to
continue to question notions of stable sexuality and identity.

The Freudian notion of our own divided selves is a significant element of
the noir-horror hybrid that is not present in classic film noir. Morgan asserts
that this doppelganger motif hearkens to Gothic horror motifs, but does not
explore why such a motif should be re-implemented in 1980s (he also does not
explore the Freudian implications of such a doppelganger motif). Mickey Rourke,
the detective in Angel Heart, finally learns that Johnny Favorite, his id, has been
disguising his identity under the superego-like persona of Harry Angel. Satan
| - OCExUd©Ed:®T xOmd xEOT OE@d i 1 Od Ul /Ehedk up OrdaO EU U E x
mirror, your reflection always looks you straight in the eye.  Satan is citing a
very postmodern anxiety, one that complicates the unity of identity with the
multiplicitous nature of the unconscious as well as the uncanny closeness of the
Other.

This doppelganger motif is strong throughout City of Glass, and is crucial
to the development of the shattered detective narrative. Not only are there two
Peter Stillmans (Jr. an Sr.), there are two look alike Stillman Seniors at the train
station and ultimately, Quinn finds that Stillman Sr. is his own doppelganger.
“ui EOd, UT NNOAEOdET g£OOEAXxBpdTUI OOdET OE@d Ui AUdI E
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as though he had lost half of himself [. . .] his body was not accustomed to this
new freedom, and for the first few blocks he walked at the old shuffling pace.
11 Ed@OENNd UZEDGd OUExpd £AOEdPEUdI 1 ddCOEPJdET EdOOUd
NO@T Ol di1@d” Ul ExpdfJUT 00" @d1 EEOUT Ubd £ZOEd EUE Od ¢
Auster delves into these notions of identity in order to locate his novel in a
shattered space, partaking of the montage of modern cultural history.

The 1980s gothic-noir throws a modern twist onto the gothic borrowing
of duplicitous identities: the films question the source of identity in the face of
omnipresent ideological and repressive state apparatuses. Blowout represents
just such postmodern anxieties with ~ O Od* x £ZUONUE GdEI Ax AEUE x ~d
personas, the professional porn movie maker and the morally sensitive man; the
private moral man dies when his girlfriend is murdered toward the end of the
film. Quinn is also a character of multiple identities divided along lines of social
ideologies, he is Peter Stillman Sr., his own suspect; he is William Wilson,
detective fiction writer; he is Paul Auster, detective. Here we see that the
character is divided along a shattered notion of individuality: he is divided along
categories of his obsession, his job, and his private fantasies. The notion of an
integrated individual is mutually exclusive to the awareness of ideological and
capitalistic fragmentation. Although Auster and 80s film noir borrow from gothic
tropes, they adapt those tropes to reflect their own postmodern moment.

The realistic elements of film noir murders are, in the 1980s noir,
integrated with the gothic uncanny, an integration which reflects the surreal
pastiche of postmodernism. Morgan explores the uncanny within terms of the
EAx Ol UENE@OUErd | EEOxET Ol d UOd 2 Ox1l £0Opd ~ Ui Ed EEA
whereby realistic horror can track into the uncanny and hallucinatory, often
UT Ul OUUd xE@OxUd UOd @U OE xAndel Mearf=Ravdrite Qdres Bigeld | x mr d
into a satanic ritual with a frenzy at a New Years celebration. Blow Ouf ®Burke
murders Sally during the din of fireworks and partying. In Tightrope, Clint
Eastwood tracks the Killer through a warehouse full of Mardi Gras paraphernalia.
The disguises, drunkenness, and music of the carnival create a whirlwind
patchwork of culture where all of modernity seems to converge into a single
moment of festivity. The noir-horror of the 1980s, in tandem with
OOBUOOEExOT Ubpd UPEd OZFAQUT Ei Ed UOd EEEEEUd” ET GE@
xEl UNAExd A£OEd Ox EET E U AQH Eof dGlass (articiétds yirm the
carnivalesque with its patchwork view of the city. We read of beggars and
OExXxEOxOEx@d1T Od TUT OO0~ @di OUxOANpd CUUpd A£@d TUT 00
small part of the vagabond population . . . far more numerous are those with
nothing to do . . . they seem to be everywhere the moment yoUd NOODBPd EOxd Ui E
(167). Now that Quinn views the city in terms of its patchwork vagabond
OOOUNA&EUT O0pd | Ed GEE®@d T Ud £2d ~ i ENNp- d Ul ExEd UI
madness, UOZCNEd UOd EYT Ud Uil Ed UOXxNE dluz{mrd®UdT @d
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Quinn begins his descent into his own madness, the madness of the
carnivalesque.

The hybridization of noir with gothic horror also includes a rejection of
the meaningful clues and linear mysteries of classic noir. Reflecting the
postmodern philosophies of its moment, the 1980s film noir exhibits a basic
suspicion that all the clues that add up to morality and order, a suspicion that
reflects the postmodern distrust of language as an accurate way of establishing
meaning. This growing suspicion is exhibited in Blow Out. Terri knows that
Burke is the killer, and even splices together a movie of the crime, but
authorities will not believe even the hard evidence of the film. Burke then
commences manufacturing a fictitious serial killer by randomly murdering
prostitutes and marking them with a Liberty Bell. Both the authorities and Terri
misread the clues and get lost, but the clues cannot add up, because they have
O00d @11 O1T ET EEpdUI EpPdAxEd @1 OONPd § Ux bRAeddorkx Cl1 Ux A&
Times reviewer of this film anticipates the illogicality of the basic story line and
begins to muse that the movie must be read on a level other than sensical clues
adding up to a linear plot by noting that if viewers were to try and read the film

A A N A —

as a logical progression, ~ T Ud CE E OOE @ of Uhiotel ddé Gatches with
|  £AOCPdumrd” £AOCP~ @d OUEx £ANNdT OOxE@@1 OOd OEd UI Ed
was able to view it from a postmodern suspicion of logical clues. In a similar
complication of logical clues, Angel Heart, Harry Angel is hired by Louis Cyphre
to investigate the disappearance of Johnny Favorite. As Angel gets deeper into
the case, he finds that Ae himself had manufactured all of the murders and clues
in an attempt to distract his conscious self from the real mystery, who Johnny
Favorite and Harry Angel actually are. In The First Deadly Sin, Daniel Blank Kills
with no seeming motive, no links between his clues. As it turns out, there are no
NT Ob @~ drBukd&s mvér&all arbitrary components of ritualistic performances,
just as words are arbitrary components of the social performance that is
language.
In his 80s detective fiction, Auster provides a pictorial representation of
the meaninglessness of clues though graphic representations of Peter Stillman
, Xxr " @pd £AOEd i EOEEd U1 00~ gpd UAOEExT Ol @d Ui xOUI i d
ut zmdl @d AZd U1 gUZANd x EOXxEQEOUAUT OOdOEdCOUI dUI EdE
faith in order and sense. The next chart, however, gives a graphic of

-EdUAOUEEdUI ExEdUOdGCEd £Ad JEOGEdUOd UI EOpd O0Od O AL
detective of Tightropep d T UT OOd1T OOOBEDBd OxEExd|l OxdNAEUpdI Od
unruly cityscape; and like Eastwood, Quinn is ultimately seduced and pulled into
the city through the very act of imposing order on it. The subsequent graphics
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show the order that Quinn imposes on the path through the city, this order
serves to seduce Quinn, the order in the city takes over and completes itself as

spell itself out to be 7Tower of Babel (111). As Quinn desperately seeks to

1 OOOPEd OOEd OxEExd OOd Ui ET xd OEAOT Ol NE@@d UAOE |

dispersed. He arrived in a neverland of fragments a place of wordless things and

Ui 1T Ol NE@@d UOxE®@ dl uuwmrd?® i Ed Elettiviydidd glatedEUUT O]

without coherent order, a place of fragmentation. Quinn forcibly shapes the
cityscape into graphical order for the reader, but this very action reveals the
senselessness of the attempt, and the cityscape ultimately succeeds in
dispersini d TUT 00~ @d UExpbd O OEd 1 OUOd Ad mearfinglEss
signifiers, clues with no mystery.

The cultural trends of the postmodern 1980s shaped a distinct form of film
noir, one which does not simply shatter established tropes, but blends older
ones with newer cultural movements to arrive at a distinctively postmodern way
of viewing the human psyche. This psyche, bound to a hybrid between noir
cityscapes and gothic participatory settings, not only shapes, but is shaped by
the depraved circumstances in its surroundings. Postmodern detective fiction
locates corruption within the antihero, a person who suffers from humanity and
identifies with depraved criminals. This antihero confronts doppelgangers, both
internal and in the form of the criminal, thus experiencing a graphic
representation of his own split or shattered psyche. Postmodern film noir
mirrors such shattered visions of humanity when it jarringly integrates the
surrealness of the carnivalesque with the empiricism of reality. This departure

NAOEd

ExOO®x O&Nd xEANT UP" dl OUOdUI EdgUxxEANd O&UUx £NN b

rejection of the meaningfulness of clues in a mystery, a rejection that reflects
the intellectual and literary debates that flavored the atmosphere of the 1980s.
By marrying current trends with established tropes from an older tradition, the
noir-horror movement exercises self-awareness in matching their forms to the
function of the 80s noir project: the pastiche nature of combining tropes reflects
the project of presenting a patchwork and fragmented view of the human
psyche. This project of the noir-horror hybridization was ultimately an attempt
to underscore what many see as the greater themes of postmodernity. The films
and literature began with a familiar form to vividly represent the possibility of
breaking established notions of right and wrong, good guy and bad, and even
sense and nonsense.
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Arrested Development and the Theatre of the
Absurd

by Lesley Hart-Gunn

®0d, £AOUE N § E E b E U U Wa@théERRGEDHOE Ivedhatich tWeEDP d
characters act out what most people do on a daily basis: wait. It is in the
monotony of the piece that we find the absurdity and the meaning of the story.
Some feel the characters represent those of great faith; some feel it is a tale of
atheism because the bridegroom (Godot) never comes. For others, it is simply an
allegory bringing humor to a human dilemma. We spend our time waiting for life,
and it is in the waiting that life happens. Despite its many possible meanings, the
play EYiIi T ¢T1 U@d ANNd OEdUI EdJEUOE ZAOEOUANJdENEOEOU@d OE
late twentieth-century theatre and drama, characterized by a relatively abstract
setting, and arbitrary and illogical action. It is sometimes said to express the
human conditionT Od £d CA21 EdOxd EYT QU &E489)] InENedtwemty- d | 40 x Ul
first century we were introduced to a new kind of sitcom: one using a character
narrator and an unlocked, hand-held camera, and one without a laugh track. It
followed the story of Michael Bluth and his shamed, pampered family. Using the
three main points mentioned above_an abstract setting, an illogical action, an
expression of the human condition and using examples from Waiting For Godot, |
will reveal how the television series Arrested Developmentis a study in the
form of filmic absurdity. While the elements are not followed exactly due to the
change in medium, there are borrowed philosophies contained within,
outweighing the contradictory evidence showing the parallels in this medium.
What waiting does for Godot, family does for Arrested Development.
In Waiting for Godot, Estragon and Vladimir have only one scenic piece as
written by Beckett: a lone tree. At one point they make the following
OCOExUAEUI O0~d” 2 UExbPUI T Ol "kextt@dE TrE drgddeéiyidl i Ed Ux EE-
their lives is reflected by this image, because they too are alive and serving a
purpose, no matter how common it may be. The scenery/spectacle reflects the
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meaning of the play. In comparison to this, the Bluth family is always attempting
UOdPEEOdUOdUI EdEAT AEEJOEdUI ET xdUEAZNUI PdNT EEQU
upon which they stand is crumbling. The production design of this piece is all

about the lies the Bluth family is built on. The house stands alone in an

unfinished subdivision showing the isolation their newfound poverty has created.

While the home is unremarkable at first, it is eventually exposed as a fraudulent

backdrop. It is an example of the poor workmanship the Bluth Company has

come to represent. Often falling apart, and by the end of the second season,

sinking into its foundation, just as the family is falling in status, the house

becomes the mess the Bluths find themselves in (The Righteous Brothers). The

house sank because the water pipes are not hooked up and the foundation had

flooded. The repair man refers to it as a fake house not fit to live in, which

children for appearances or jealousy, questionable paternity, and fraudulent

mEx x1 £l E@GpdUOdOLAOEdAJEEUdT OQGUE@rd21 EI £ZENdIiI T OO
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as commissioned by Saddam Hussein. Then the family members are not only
crooks, but also traitors to their country. While Estragon and Vladimir are
reminded of their own boring and mundane nature by the tree, the Bluths are
reminded of the emptiness of possessions and the empire they built by the
plastic decorative turkey displayed for show with cereal boxes hidden on the
bottom, the broken railings, secret compartments and weak foundation.
Michael, and his son, George Michael, awaken in an unfinished attic-a
representation of their blossoming relationship. Michael asks George Michael
what the most important thing is, and George Ml Ei £ZEN~ @d xE@OOOBHEIT @d~
Michael replaces the breakfast idea with family and George Michael sheepishly
agrees. They speak about the importance of their family as they roll up their
GNEEOT Ol dC A&l @dl pl NOUmr d! OdEAxNPJdEEET O UT OOdOE
xEA2O0O0pdi NNOITEAN dI %uOxUIi EOQd| { {mrdd®UdT @0~ UdN
his own home, even if it is just a model home. Likewise, a man should not have
to choose between his family and his son, unless one exhibits extreme
EPZEUOEUT OOd ZAOEJd OEEET OE@®@r d21 EI ZENd&§NUUI ~ @d @U
his life, showing this dysfunction. The home starts solidly and then slowly
decays to reveal the empty background, an abstract setting layered to slowly
unveil the heart of the Bluths. Windows break, foundations fail and the
surrounding subdivision is never built. As the home breaks apart, the Bluths
endure a publicists makeover, alcohol intervention, and the loss of a family
OEOCEx"~ @di £Z#OEpd ANNdOEdUI T Ei dUE&Axd AUdUI Ed EZAOT N
Michael handles the maintenance of his home and of his family at the expense of
his son. After three seasons we discover both jobs are not worth the sacrifice.
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The house falls apart and his family continues on their own destructive paths
(Development Arrested). The Bluth family empire continues to crumble, like the
model homes which made them rich and Michael, who originally said family is
the most important thing in life, sheds the failing confines of the model home and
ends up preferring breakfast with his son.
While waiting without end seems illogical, it also brings about the meaning
of the work for Godot. Everything Michael Bluth attempts to do, from hiring a
prostitute he thinks is his sister, (Family Ties) to trying to help his dad catch his
mom on a date with their lawyer, (In God We Trust) is what he thinks is for the
good of his family. Their actions are not those of a family pulling together, but a
EAOT NPdDPEEOT Ol dUOd £AOOE fEx £OEE@r d” " " UUdOEEdEx OO
transcendental roots, man is lost; all his actions become senseless, absurd,
UZENEZ® dl §xOEPEUUdy}umrdti Ed§NUUI gpdi £U0T 01 dO
nothing to hold on to, so they turn to family in order to rebuild their empire. The
ACOUXxET UPdEOOE®d £AFd £Ad x EGUNUJOEdUI T @d £COEOEEDPp d
desire to be good for his son. He brings his son into an environment without
morals and he himself becomes drawn into this valueless state during his lower
preacher in holiness, (Meat the Veals) and scare his son away from drug use
with the theatrics of a one—armed man (Pier Pressure). Throughout three
seasons we watch Michael Bluth hit moral bottom many times while trying to
UEZEI di 1 2d@d00dUOdCEdI OOEr doE@OT UEd ANNd UI Ed™ OU
Michael eventually finds the meaning of family in the preservation of hi @d @00~ @d
decency, a decency that comes into qUE @UT OOd Ui xQUI | d ~féelingd Ed2 1T EI
for his cousin. In the moment of this revelation Michael finds what he has been
looking for (Development Arrested). While earlier he was telling his son he
wished there was a code or set of rules set forth to guide people, as the Ten
Commandments are being lifted over his head and away from the front of a
courthouse, the rules he needs are his own sense of decency and transcendence
(Justice Is Blind). This decency, which had been questioned and ignored by his
family, and sometimes Michael himself, was desperately needed by his son.
The lack of moral presence is tied to the absence of a father, which is
illuminated by George Senior being in jail. The separation of father and son
CNEEE@dT Oubd21EI ZEN@~ dxENAEUT OO@i 1 6OdUT Ui d-EOxI
Bluth Company. Flashbacks of Michael are shown being left behind while his
father takes various women to the cabin on the trip Michael was promised; this
gives way to George Michael being left in a similar position, with his bags
packed and a fishing rod in hand (The Cabin). The lack of a father figure for
George Michael is further exaggerated when Michael posts bail so George
Senior can participate in a living masterpiece pageant. In it people appear as
subjects in live works of visual art. George is to be God and George Michael
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' EAOdT Od21T EIi ENEOI ENO” @d” 1 Ed” xE&AUT OOr " dd¥i EOM
Michael is sitting alone and George Senior is on the run. Michael recognizes the
separation between him and George Senior is now transferring to him and his
son (In God We Trust). This also serves as a symbol of existentialism present in
most absurd pieces, because if life is meaningless, there is no God, which is
what an audience member yells when George Senior is missing. These actions,
Ui T NEdOET Ui ExdNOITEANdOOxdCANAOEEEPdQEUdUOdUI
meaninglessness.
While Arrested Development was critically acclaimed, it was charged by
the Fox Network with not finding an audience. Those who watched it were
EEUOUEEpPd@OdUI PdUEXxEd@OdO&A£OPd OEOONEdOT @@l O1 di
sophisticated audiences of Paris, London and New York was immediately
| x EOEEdCPd £0d AUET EOEEdOEJdEOOUT Bav@whatituOx Ui EOd
meant to wait. Perhaps it was thought by many that Arrested Development and
its portrayal of family dysfunction were too close to home. The family unit being
a questioned and changeable construct in our time rang true for some, possibly
too true for others. Perhaps people did not want to be reminded of the mistakes
OEdUI ET xdOAXxEOU@dUI EPd@UT NNd@UxUI 1 NEdUOdET Ypd
their own children. Those who did respond did so strongly, with much support to
keep the show from cancellation. This is what an expression of the human
EOOET UT OOdT @r d! EUZEOE E E d £GérbtileHesgkedUucdtde O~ Ud GEEd I
hard-knock audience of a prison did, saying that even if Godot did come, he
would only be a disappointment (Worthen 875). Functional families may not have
liked the portrayal of the Bluths, yet a substantial number found a family torn
apart by greed, selfishness, and physical separation intriguing-even humorous.
A displaced father, a jealous brother, a scorned woman, these are the somewhat
modern archetypes we come in contact with so often in art and life. To watch
them and laugh at them may be laughing at our own short-comings. The human
condition of family values has never been so confusing; a study of this confusion
strikes a chord for those living this experience. Humor becomes a mark of how
absurd the construct of family can be; even though a family loves each other,
they may not like each other. In this humor we also find the symbols which lead
U@dUOd £d EEEOE x d O EedQts €ehse dfdhe sedseessidess of the
human condition and the inadequacy of the rational approach by the open
ACAEOEOOOEOUdOEdx £UT OOANJEEUT EEQ&)EMERE] GEUx @1 U
senseless lives of the no longer wealthy Bluths, Michael finds the meaning: his
son. George Michael becomes his salvation as he chooses to leave absurdity
behind for the sake of the next generation of Bluths. Likewise, Godot deals with
the human condition in its basic absurdity, the moments in between the
meaningful, and the meaning found within. With its circular dialogue and
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repetitive conversations, the play itself handles drama with little attention to
actual plot or drama.

®0d ANNd Ui Ed@POCONT gOdOEdUI EdEAOT NP~ gdEOUOE
message, which is inherent in absurdism; when the lack of an element is
addressed, its opposite is also present. For Michael Bluth, the meaninglessness
of family and lack of transcendence is shown so the audience and the characters
will be forced to confront the opposite, that family does matter. When Michael
leaves his family, the absurdist elements end and Michael is able to start anew
with George Michael. While Vladimir and Estragon are waiting, life happens.
While Michael struggles to hold his family together, he ends up wanting to get
away from them to be with his son. Using the elements of the absurd can
highlight a social issue, whether on a recent sitcom, or a twentieth-century
stage. Michael Bluth and Estragon are both waiting and searching for meaning in
what seems to be a meaningless world. It is in their absurd actions that they find
the meaning and it is up to the audience to search for a similar catharsis to
discover the meaning of their own human existence.
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The Subtle Varieties of Pain Engineered into
" EET Nd 8§ r d&asoh &bl Belilahd1949)

by Anton Karl Kozlovic

DeMille: Master of the American Biblical Epic

Producer-director® Cecil B. DeMille? (1881-1959), affectionately known
as CB to close friends was a co-founder of Hollywood, a progenitor of
Paramount studios and an unsung auteur who helped turn an obscure Californian
orange grove into a major movie centre that became the synonym for
commercial filmmaking worldwide (Birchard; DeMille and Hayne; Edwards;
Essoe and Lee; Higashi Guide, Culture;, Higham; Koury; Louvish; Noerdlinger;
- ONNPUOOE" d | pA& NT £d uv mpau€ud ofd autbdrsdd Db BEERxT Ol ¢
became the master of the American biblical epic with such indelible classics as
The Ten Commandments (silent), The King of Kings, Samson and Delilah and
The Ten Commandments (sound). Not surprisingly, he was subsequently tagged
7101 d OEd Uil Ed EOT Ed 81 ¢CNT EANd GOEEUAEUNAXx" d | «1C

amongst many other honors, titles and awards (see Essoe and Lee 245-247).

' There is not one DeMille but many DeMille personas. His career was so long, complex and
multi-faceted that to describe, let alone justify each aspect would be prohibitive. Therefore,
hyphenated compound terms will be used herein to disentangle his various roles and avoid
needless repetition, redundancy or reader boredom.
”””””” ET N~ @d@Ux OLOEd £8d” ©Ed21 N
(e I

E
Ul EdJEOxxEEUd OxOEE®@T OOANd gOENNT O1 d7T @d” ©E2 1T NNE" dI ©E2 1T NK

as appropriate.
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DeMille deserved these critical, artistic and industry accolades, especially
for his page-to-projector adaptation of the Samson saga based upon Judges 13-
16.2 This Technicolor testament U £8d EOO@T EExEEd £&d° UAUEx @i EEd E]
Ui £ZUd | £Ed~ @EUd Ui Ed GUEB-UE K lofdl SERye d453) dad tEgyered
the 1950-60s rash of Hollywood Bible films that reinvigorated the disparaged
8§81 CNEdEOxdUI Ed?! »d | EOE x £84nBdd and| D&/Haly BEZddxzEAmHUMEU N ¢
i AasthbilizedT OUOd OOEJdOEJdEAO0Od xE@OEHIMWOECT NT Ub" dI 2 Ux(
Furthermore, this epic film is increasingly admired today by biblical
scholars as a significant cine-text that changed popular perceptions of the Bible,
their profession and American culture in general. For example, biblicist J. Cheryl
a YUOdENAI OEEdUI £AUdT U~d~ OEEEx@d £d1 OOEdEY £ZO0ONE

~N A A A~ o~ A

Samson and Delilah 1 @d Ad Cx 1 N NP/eEED 13)E BillidistdDavid Jasper
likewise claimed:

®0d Ui Ed- ONNPUOOEd Ux £ET UT OOd OEd” " NEd! EQU/
occasionally contributed in a significant way to the history of

CT ¢NTEANdT OUExOxEUAEUT 00" 00gUd OOUACKNP I
Mille in films like Samson and Delilah (1949) and The Ten
Commandments| u} y z m A ©E >fedtlSl the\ text &f the Book of

Judges midraschically as a love story which shifts the coherent and

EEI UOA&AOT BT 01 d Ccli ¢NT EANd OEx@OEEUT UEd OEd ®¢f
replaces it with a countercoherence of a Delilah following her heart

and remaining true to Samson. (51)

Jasper (51-52) also considered Samson and Delilah to be a real service to

mainstrE £0d CT ¢NT EZANd GEI ONAx @i 1 Od CEEZAUQGEd ©E21 NNE

unpicked its historical and theological consistencies which have defined how

religious orthodoxy has read it, and offered a countercoherence in terms of

other priorities (in this case filmic melodrama) which may expose the dangerous

AddU0O0OUT 00@dUI AUdOEUEOdUOGEExNT EdOUxdxEZET Ol dO
DeMille, the self-confessed pop culture professional (DeMille and Hayne

u}ymdi £ZEd EOI &£ EEd 1T Od Ui £Ud UOE AP~ @d Ul E®RNOI 1
TOAITOAEUT OO0 dIl «T OXEORAdu| umdUT Ul di 1T @ddET OEOAUI

% The Authorized King James Version of the Bible (KJV aka AV) will be used herein as it was
frequently employed by DeMille (Higashi Culture 180), and because most of the biblical phrases
that are embedded in our culture are from the King James Version, which is still one of the most
widely used English translations today (Taylor ix, 71).
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consumption. This hermeneutic aims to retell biblical stories, re-shape religious
visions and celebrate those who have brought about change by going beyond
literary, historical and ideological-critical methods and employing methods of
storytelling, role-playing, Midrash, bibliodrama, pictorial arts, meditation, dance,
Ox FPExd £AOEd x1T UUANdUOJEXEAZUEd £d~ ET EEE xthe®dU" d x EN
Hollywood-storyteller created his different religious imagination using
commercial feature films as his creative palette. In that process, he had set the
standard for the American biblical epic, shaped the next generation of offerings
in that holy genre, and established filmmaking precedents that other directors
desperately tried to imitate, subvert or appropriate to duplicate his box office
success (Kozlovic Vidor). As fellow movie mogul Darryl F. Zanuck enviously
claimed regarding Samson and Delilahp d 1 Ud~ 1 @d C/AQD1 EamNWherdy@d GE Y d @
l EUdOOEdT OdCl CNT EANdI A&xCd £O0O0AXxEOUNPdPOUdEEAOdOD

DeMille: The Artistically Unappreciated and Derided Filmmaker

As a leading cinematic lay preacher who utilized the silver screen as his
sermonizing tool, DeMille is EOx OT EACNEpd T O0OOxUAOUpd cUUd @UI
known, unknown. The breadth, depth, range and sheer inventiveness of his
artistic prowess from 1913-1959 is still unappreciated to date, although this is

Cukor:

~ A s~ 2 z

it in such a big way. There were always all sorts of orgies with

belly dancers, veils and all the trappings. The eroticism was a joke.

Then | saw The Ten Commandments Au} yz A~ 1 Ud U£2d OxEOO®
from the word go but | suddenly saw something new there,

something which had escaped me before: the story telling was

wonderful. The way that man could tell a story was fascinating, you

great story teller. It was often ridiculous with all those excesses

and froth but the man did tel/l a storyr d * | £FUd UADd ©Ed 21 NNE"~
talent and the secret behind his popular success. (Long 27)

2 OxEOUExpd OOEd OEd Ui Ed OZFZOPd Ux AZEEd GEEXEU@d C
telling prowess that underpinned his creative brilliance (and helped establish his
distinctive auteur signature) was his subtle variations upon a particularly theme.
This was usually done discreetly and thus frequently overlooked by critics,
especially those not disposed to treating DeMille as a great cinematic artist.
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However, DeMille was forced to address this issue directly regarding Yul

§ x b O O Eortragad & Pharaoh Rameses in his second The Ten Commandments

AOEd Ul Ed ZEEU@AUT O00d Ui £UdT Ud UZAZd £ANOOQ@Ud Ui Ed @ A&l
of Siam in The King and I. DeMille defended Brynner as follows:

I advise them [critics] to look again. Let them see The King and |
and The Ten Commandments in quick succession, and they will see
the subtle differences in characterization between the barbaric,
puzzled, arrogantly defensive King of Siam and the no less arrogant
but sophisticated, self-assured Pharaoh of The Ten
Commandments. There are similarities in the two performances, for
Yul Brynner, after all, is only one man; but it is the subtle
differences which show his great artistic competence. (DeMille and
Hayne 381) [my emphasis]

Bx POOE x~ @d @U C UfdrtmdnicexwhE & farcctibE of his acting skill and
"EET N~ @d1 OUEOQGEd EOZEI T 01 d UOd Ul Ed OO1T 6ud Ui ExEd
ONEExdO&AO” @d O1 OEd £AOEdCEI £01 OUx" dI - OCCI 6@dy} mr
was itself a function of his auteur desire to shape his actors and film to reflect
his OEx OO ANT Ubd £A#OEd Ox OEUEEd™ Ul £AUd 9OEET £Nd ©E2 1 KN
he became indelibly infamous and turned into an enduring Hollywood brand.
Samson and Delilah was constructed no less deliberately or artfully.

NoUud OONPd | £#8d ©E2 1 NNE~ @d EOI 1 OEEx1 Ol d OEd gUC
ignored, but the cognoscenti, literati and aesthete often accused him of many
AEQUI EUT Ed ExT OE@rd «Oxd EYZOONEpd T Ud UFZd ENAI O
graduations of character in Cecil B. ©E2 T NNE~ gd UOxNE" d1 § 00/&dyy md
© AEdUI OxOUI i NPdOEEE@UxT £AOdET xEEUOXx dI| prale@UOOd ,
purveyor of historically distorted, paper-E ONNd EOT E@ d | t xEOQUd u{ vn
"1 EOEx ZNNPd QUOExET ET £ANd £0E~ Weknak &3). OéMille a1 d UOd E
AN@Od AEEUQEEd OEd CET Ol d £/&d~ @i OUOAOd x £UI Exd Ul £O0
©00dOAxUT EUNAEXxdUANEOUrd- EdTI 0201 xEEdOOdT OET Ul E
S 001 x £UT OOANNPd £0Ed 1 O&I 1 O&UT UENPPp ds'agdd UA£Dd @
characters were, almost without exception, unintelligent, unintuitive, and
OopbpEiI ONOI T EANNPd ZEONEQGEEOU d I 3 Ox O&Od-wigeNd -EEE

©E2 T NNEdUAZGdEOOQGI EExEEd” @1 NNT E@UdT O0di 1 @dcCcl ¢NIi
with Samson and Delilah CET Ol d~ EExUZI ONbd Ui EdUOx@Ud £OEd O
ET NO@d1l OdUi £Ud] EOxE" dI 3 OxO0O&Odu| vmpd £Z0Ed @0d OUE
AEOT xEdO©Ed21T NNE dI -1 £00EUUT d AOEd2 POAOd xt mrd i

rejected because they are seriously mistaken and in need of urgent correction.
©OE@OI UEd ©E21 NNE~ @d NEI EOEAxbd EI xEEUOxd xEC(
professional longevity during the Golden Age of Hollywood, serious film



Velox: Critical Approaches to Contemporary Film 25

scholarship has only just begun to scratch the surface of DeMille studies

(Higashi Culture), and even less academic effort has been devoted to revealing

all the cinematic secrets of Samson and Delilah, although this is slowly changing

(Kozlovic Babylon, Lamarr, Martyr, Manoah, Wicked, John, Strength).
Nevertheless, much more work T @d OEEEd CEEOxEd " EET N~ @d AEQUI E
fully revealed and appreciated, just as Henry Wilcoxon had predicted decades

Al Od Ui EOd i Ed @&l E~d” t xUEd xEEOI O1 Ul OOd EOxd ©E2 1]
PEAxQPBd AEUExdi 1 QdEEAUI " dl 2 g@OEd AOEd+EEdv { z mr

DeMille: The Hollywood Pain Coach

Consequently, the critical DeMille, film and religion literature was
selectively reviewed and integrated into the text to enhance narrative coherence
(albeit, with a strong reportage flavor) followed by a close examination of
" E Ed $amson saga utilizing humanist film criticism as the guiding analytical
lens (i.e., examining the textual world /nside the frame, but not the world outside
the frame, PEEd §pPULAUExd £OEd , OCEi ZEDPmr d * i Ed EYONT E /
38) was chosen to reveal the skillfulness and subtlety of DeMille-the-auteur in
his onscreen role as a Hollywood pain coach. This research will also help
showcase why Samson and Delilah deserves to be considered exceptional, as
passionately attested by film, biblical and archaeological scholars who consider
T UdUOdGCEd” ©E2 1 NNE~ @dil x £#OEE@UdCI ¢NT EANJdEOT E* d|
ET NOd O&DPT Ol Lethd/ ¥ Y Yy @pd dEOEd OOEd OEd ° Ui Ed &n®@Ud x E
1T EOOOI x&£O0i T EANd " NEd t EQUAOEOUd EEOT EUT 00@d OEd L
175).
considering that Holy Writ suffers serious storytelling deficiencies that need to
be compensated for by modern-day narrative filmmakers. After all, books tell
stories by conjuring up mental pictures with words, whilst films tell their stories
packaged in words, pictures (static and dynamic) and sounds (spoken and sung
dialogue, music and special audio effects). Films are also better than books in
expressing physical action, speed and audiovisual complexity (e.g., mise en
scene and montage do not exist within books), and they are generally easier to
understand, especially spatial locations and the pronunciation of names.
Examining the many inherent features of books-versus-movies (including
©E21 NNE~ @d ET NOOA&ADPT 01 d gONUUT O0@d uUOd Ui Ed ET EET E
worthy of many articles, but beyond the scope of this research.
Nevertheless, one significant feature that impacts biblical filmmakers is
Ui £AUd 9EZEXxEEd UEYUQ@d AxEd Ox1 O&x1 Npd~ EOOOO@EEd OE
feelings and inner psychological dramas. The reader must infer a great deal if



Velox: Critical Approaches to Contemporary Film 26

she wishes to fill out the characters into complex, feeling, motivated human
CET Ol @ dl 2 Ex]T EEUI d{t mp deattadeoniloh Quiy. Bet4-OE £0OU
vt mrd % EFZUEUExd ©ENT NAI " @d~ UxUE d GExT OUUx £Nd x
Ui £0d £OET EOUd xEZAEEx@d ET E° d | §td-Nip@at-pleagem d OO x
disappoint his audiences (Kozlovic Babylon, Lamarr, Wicked).

Understandably, within any tragic story, pain is one of the most powerful
emotions underpinning its narrative core, which DeMille understood and deftly
engineered into Samson and Delilah. Given his clear filmic focus upon palpable
characters and their associated motivations for audience satisfaction reasons,
DeMille creatively crafted these negative emotions within the following eight
Ei £Ax FEUEx@pd OEOENP~d|l umd- AREN” pdl vmd-1 @i £Opd|
(5) Delilah, (6) Miriam, (7) Samson, and (8) the Israelite/Hebrew nation. The
following is a brief explication of each of them and their associated pain states.*

1. Hazel (played by Fay Holden)

L EFOBOO0” @d OOUI Exd | /D /Ed 2 A & disgppoihtmeértt end EE NUd U
the pain of frustration OUE xd ., £FOBO0O~ @d Ei O1T EEd OEd Ad pi 1 NT @l
instead of an Israelite woman (Judg. 14:3), and especially for rejecting her
Ei OTEEd OEd 21 x1 £0d | ~ NT UEd ©EExT Ol md EOxd , £#0800~
Hazel... (the truncated onscreen name for Hazeleponit) frustratingly complained
UOdIi Exd@00~d” " i iild, £#08600pd Ui £UdUT NNdEOOEdUOd P
DeMille subsequently made Hazel... widowed, chained by the Philistines, and
reduced to fretful tears desperately crying out for Samson in her agony (albeit,
verbally described, not visually depicted). DeMille subsequently left her paining,
unavenged and abandoned EUEd UOd , £#0800~ @d EAOUUxEd | ~UEI rd
death (Judg. 16:30), whilst the Bible made this holy mother suffer a textual death
EONNOUT 01 d , #0800~ @d ACOxUEEd O&xx1 £ Ed UOd Uil Ed
(Reinhartz). At least DeMille remembered this special mother and her aching
need for her biological son no matter how much of a bad-boy Samson was (itself
Ui EdNOUT Ol d UEXEOUPOT EdUx &I Ud OEd £0d 1T EEANd OUO1

* These eight characters and their multiple pain states could have been organized by listing the
various pain states and giving selected examples of each per character where appropriate.
However, this organizational principle was deemed less satisfactory for three reasons. Firstly, it
would have severely under-represented the number and layering of pain states per character
purpose of this research. Secondly, a concrete character and situation is easier to identify and
comprehend than an abstract pain state followed by a character and situation, especially in
popular entertainment. Thirdly, it avoids having to devise an a priori system of logical
progression between the various pain states and any subsequent transitions within.



Velox: Critical Approaches to Contemporary Film 27

also says something very disturbing about the fate of good mothers and the
chosen vessels of God (Kozlovic Manoah).

2. Hisham (played by Julia Faye)

DeMille portrayed this elderly woman as a combination of de facto mother,
girlfriend and Philistine servant to Delilah (Hedy Lamarr). Hisham had deeply
empathized with the /intense emotional pain of Delilah as this playful girl-turned-
worldly-woman watched her home burn to the ground and her future turn to
ashes, accompanied by the painful knowledge about the horrible death of her
sister, Semadar (Angela Lansbury) and her father, Tubal (William Farnum).
emotionally draining U1 OEd Ul £Ud U&AZd EOOQONEEd OONbPd Chd -1 @
her subsequent display of Aurt-felt anger Ui EOd @i Ed xEOEAUEEd- £0800"
UOOI UE" d aNAOEExd £COUUd ©ENT N&I r d ®0d EOT 01 d @0p d
empathetic female emotional bonding through shared misery, but she had
thus causing her mistress further misery by remembrance.

Dramaturgically speaking, this scene reinforced the anti-Samson theme
AOEd OxOUT EEEd Ui Ed EOOUT OO0 pEisidhate ledde dstéatesyd ©
Al £l OgUd , £0800 d ANOOI d UT Ui d -1 @i £0~ @d EUN
complicity. Later, Hisham felt the pain of intense fright when Samson physically
attacked her when he mistook her for a Philistine soldier stalking him in the
oasis reed bed. Hisham suffered a filmic death when she avoided physical death
at the Dagon temple-toppling event simply by not being there. Although DeMille
gave no indication of her future fate, one can image it being wncertain and
stressful given her age, lack of physical beauty and loss of support given the
death of her mistress, friend and confidant, Delilah. In effect, Hisham is the
ui T NT gul OEd EOUT UANEOUd OEd Ui Ed - ECxEUd - £ZREN" d
appearance, domestic service, loyalty, friendship, suffering and future fate.
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3. Semadar (played by Angela Lansbury)

DeMille had Delilah pressure Ahtur (Henry Wilcoxon) to pressure the
Philistine Semadar with the pain of ethnic ostracism and localized pain of non-
belongingl Ed @1 EdET EdOOUdEYUx £ZEUd , A0 OO~ @dx1 EENEd @
Philistine kinsmen. As agitated wedding guests, these Philistines desperately
wanted to best Samson, their ethnic, political and religious rival. Semadar also
experienced the fear of physical harm and the anxiety of financial loss when
another of the agitated Philistine wedding guests threatened a fiery demise for
| Exd £ZOEd I Exd | OUGEI ONEd @i OUNEd Ui Epd NO@GEd , £0Q
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14:15), thus prompting her even more intense coerced complicity. Later,

Semadar felt the pain of wrath and the pain of hateful rejection by Samson when

his riddle secret was manipulatively extracted by her and given to her Philistine

kinsmen who then publicly repeated it causing Samson to lose his bet and

suffering intense public humiliatiom d ' Ud Ul £ZUd UExbd O&I OEUNd OO0OC

, FO@OOd £0I x1 Npd &1 Ed UOd , EEdEEEX & U E ZBUOG IETT EdED O @
This emotionally charged DeMillean phrase was full of negative sexual

1 OO0OxUd EOxd Ui EdUOxEd” Ei EEAU d1 @dUxZET UT OOANNP

reference to alley cats | @dd EOEEd EOxd~ £d OxO@UT UUUEpd E@OEET

the night [or . . .] £O0bd OEx@00d Ui Od1 @d NOOGEd T Od GEYU /AN «

much so that brothels are sometimes known as cat houses (Goldenson and

Anderson 38). Later, Semadar felt the pain of fear and reprisal when Samson

caught her with Ahtur in the bridal chamber and a rage-filled battle ensued

between her two lovers according to DeMille, which in turn caused her the pain

of anxiety over the potentially disastrous outcome. Semadar was subsequently

killed (via a DeMillean-inspired rogue Philistine spear) and presumably her body

UEddl OOONAUEEdCPdOUUx £ EEduli T NT gUl OE@d Ui EOGd: U

15:6), thus Semadar had also experienced the horrible pain of physical death.

Scripturally speaking, there was palpable irony in Semadar being burned at death

trying to avoid a burning death by her Philistine kinsmen by being disloyal to her

new lIsraelite husband who had a burning passion for her, which itself was

EOOQUOEEd AEUE x d, E O¢BEs@nptichd OUOd ET Ex b

4. The Harlot of Gaza (unseen)

Within the Holy Scriptures (Judg. 16:1-3), this scandalous woman has no
personal name, no speaking parts, no identification of her nationality, no record
of her physical features and no accounting of her deeds other than implied by
her salacious profession, although some biblical scholars assumed that she was
Ui EdUx & UOxd Ui Od ZAZNExUEEd Ui Ed pi T NT @gUl OE@d UOd ,
Harris, Brown and Moore 254). Of course, pro-Philistine supporters would not
call her a traitor. They are more likely to honor her for being loyal to the
Philistines (even if not a Philistine herself) by trying to ensnare Samson-the-
troublemaking-outlaw via her warning, delaying tactics, and strength-sapping
sexual services for the strongest man in the world (Kozlovic Strength).
Textually speaking, she is essentially a non-person with a very pronounced
cipher quality, coupled with a bad social reputation, in fact, for the Israelites,
“EOxET 1 OdOxO@UI UUUE @d x Endlteliad thedde@dsOa@cu@aionO £U x T /E
ofnEl £UT UEdOUANT UT E@dT O&I 1 OACNE dI "~ £#0O0duvt mr
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' @d £d OEXxEUOEUOxbd GEYd OCI EEUpd Z£@d 1 OONT EEd
description, she is representative of the pain of dehumanization and a strong
source of the /inflamed pain of the righteous who oppose prostitution, evil women
and foreigners. DeMille did not physically depict or directly name this biblical
character in Samson and Delilah, although she was referred to indirectly via
UExCANNPd xEEEXEOEE®@d UOd , W@ & deTelbive) yolng iSaul d U £Ep @
(Russell Tamblyn) had championed Samson at the Zorah water well, an

A L s o~ A s ~ A 2z 2 A oz

T OExEEUNOU@d pi 1T NT guUl OEd dONET Exd xE@OOOEEE~d” £
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Ul EdUEOEI Ee d ©E21 NNE~ @d xEEEXEOEEd UOd” UEOEI Ec¢
namEd EOxd ~ £d OxO@UT UUUE d Oxd ~ UOd ExEOUEOUd Ui E
promiscuous sex (Hanks et at d uzxzmr d i Ed UExOd” UEOEI E@ d 1
OEEEOQI UEd UOEAZAbd Ui £0d " | AxNOUp  d E®GOEET £ANNbd EC(
DeMille hoped would be seen by the whole family and be recommended by
church leaders everywhere.

©E21 NNEd £AEN@Od £UOT EEEd U@1 Ol d Ui belieikEpa df | A£x NO
those who saw Samson as a holy man rather than a frequenter of prostitutes, in
AEET UT 00dUOdi 1 o2d OUExNO®DP@EBd kDNE £&Dd AT DBE xd x v
~UEU&Ex £d OEd Ul Ed , 1T OA&l d p EChséagiehtiyEDeMillesbad WeR-E Nd x { m
emphasized the inconsequentialness of the harlot of Gaza by her onscreen
physical absence, in much the same way that biblical women are linguistically
devalued by not personally naming them. It was also a deliberate Samson
sanitizing act because her onscreen elimination jibbed with DeMille-the-
Christian-£00NOI T @U~ @d Ex £ZEUT Ol d-fgérd in Aceg@ityOnithE@ds Ad | E x
inclusion in the New Te@dU £A0E OUd NT gUd OEd -OE~ @d EA&Al Ul EUNd | -
©E 2 1 N Subtedehl construction of Samson as a Christ-figure to further
upgrade his less-than savory reputation (Kozlovic Martyr). These positive
screen construction tactics also avoided potential censorship problems and other
complaints from American Church women circa 1950s social mores and sexual

morality.
5. Delilah (played by Hedy Lamarr)

According to DeMille, Delilah felt the pain of jealousy regarding her
romantic-cum-sexual rivals, Semadar and Miriam. She also felt the pain of
rejection when Samson publicly overlooked her as his substitute consolation
bride (Judg. 15:2), and she felt the parin of family loss when her sister, father and
comfortable home were consumed by the Philistine flames (Judg. 15:6). Later,
©E21 NNE~ @d celmphthis faimabdEr&nbdseful pain OUE xd |, £0@0 O~ @d GE U x
capture, physical blinding (Judg. 16:21), his prison house humiliation (Judg.

uz~vumd £OEd i 1 dd QUCGEOUEOUd UEAUOUT Ol d 1 Od ©&l 00~
course, Delilah felt the physical pain of her own crushing death during the
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UEOONEd UZ£2d Oi Po@1 EANNPd UOOONEEdCbd , ﬁEOQOOpd Ui Ed
and with typical DeMillean irony, exactly the outcome Samson had previously

desired during the dark days of his humiliating captivity and desires for revenge.

' @d ! OLACNEd 1 O0O&£&2d OExEEOQOUIT UENPd OOUEE~d -t i ExEd
OFDBOEI 1 20d UOd UI Ed @U O x bhicld BeiillE<ififOIy evoked inthimp d U
cinematic rendition.

1 Ed8T CNEdEOE®d OOUd ONZAEEJd ©ENT N&I d ZAUd © &I 00~
UEYUUAZANd EEAUI d ZEUExd xEEET U1 Ol di Exd xEUZLExEd OEd
16:18-20), and yet, it is still a very plausible DeMillean extrapolation. As
CI CNT ET @Ud -1 EOd° AxQODBEOd £xI UEE~d” uxOCACNPd EUEC
Ui EpPd EENECx ZUEd QUEI d £#0d EOOxOOU@d EEAGUd UT Ui C
Ul xOUI T dUITEI d @il Ed OxOCACNPd NO@GUd | Exdedl EE" d
ui T NT 0@~ samsar} 4nct Pelilah placed his Delilah (Belinda Bauer) at the
pagan temple, but she fortuitously survived the micro-Holocaust, found
L EFOPOO0" A EEAEd COEPPpdUEOUd OUExdT Upd UZANDPEEdUOdI
then accompanied by a stately retinue of slaves, delivered the venerated body to
i T@dd OUOd OEOONEd 1 Od £/d ONEOOd EUOEx £Nd EAZi 1 OO
Samson and Delilah placed his Delilah (Elizabeth Hurley) at the pagan temple,
but she died there crushed to death along with the Philistine hierarchy, just as
DeMille had done almost half-a-century before him. In fact, all three films about
Samson and Delilah found it difficult to dispose of their heroine/anti-heroine in
this quick, straightforward biblical fashion, probably fearing the pain of financial

loss for such a curt plot decision.

6. Miriam (played by Olive Deering)

This fictional DeMillean Israelite kinswoman felt the pain of unrequited
love concerning Samson, who admired her but was not romantically interested in
her. She also experienced the stinging pain of gentle rejection when Samson
bypassed her as his potential future wife, followed by the pain of betrayal at
, FO@OO~ @d i A£OET Ol d OUExd UOd Ui Edui 1T NT U1 E@d CPd
Furthermore, Miriam experienced the emotionally numbing pain of witnessing
Ui Ed ¢NT OEd , £0800~ @d | UOT NT £UT 00d ¢Cbkbd Ui Ed 200X U1
(Judg. 16:25). She also felt the pain of anguish and the pain of humiliation as she
xEOEAUEENPd ONEZAEEEd E Ox dne Zated OfOGazadaitl Deldah ¢hE E O x E d
©&I 00" @d UEOONE p d Eniekdé QairE & dieimi B0 & d FOFOO0™ @d Ex U]
death (Judg. 16:30). At films end, a devastated Miriam was left with the pain of
heartache, lost love and regret which she would remember, agonize over and
re-experience for the rest of her life when she reflected upon her
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unconsummated love and missed romantic-cum-parental opportunities with
Samson.

7. Samson (played by Victor Mature)

Samson was the chosen of God (Judg. 13:3, 5, 24) and the strongest man
on Earth who was repeatedly pained on multiple occasions and in multiple ways
through Samson and Delilah. For example, Samson experienced:

7.1 The physical pain of combat coupled with the exhilarating mental stress of
fighting and defeating a young lion (Judg. 14:5-6), and then battling and
EEEEAUT Ol d Ul E dwréskleE@amdhiskhrl (Midlidm Davis) according to
©E2 1T NNEr d ©oE@OT UEdEOI 1 OEExT Ol dUi EdOOGEXEEOd Cx A
life, Victor Mature was a de facto coward who repeatedly baulked at anything
looking remotely dangerous, which so upset the macho DeMille that at one

N A X oA oz~

(Higham 287).

7.2 Samson felt the emotional pain of hearing his Timnath wife-to-be

to wheedle the secret riddle answer out of him for her Philistine kinsmen (Judg.

14:16-17). DeMille had the emotionally blackmailed Samson painfully say:

" ,EOELEAXxpd EO®" Wdl BUPEOERUEAXx @ d Ui U@d OUT EBNPd UU
CObpd 1T OUOd Ad GUxxEOEEx1T Ol d OEUT Erd §bd 1 TUTOId I
Samson suffered a major masculine defeat, and reinforced the misogynistic

notion that you cannot trust women and their emotionally manipulating ways.

7.3 Samson felt the pain of treachery when Semadar revealed the secret of
his unbeatable honey-and-lion riddle answer to the Philistine wedding guests,
thus causing Samson to lose his bet, his personal pride (Judg. 14:17-18) and
eventually his wife-to-be (Judg. 15:2, 6).

7.4 Samson felt the pain of public humiliation for being cuckolded when

, FOPO0O0" odr=MEBU EX©E2 T NNE~™ @dt UCANmMd I AUEdi T @dt 1 00
L, EOZEAxmd UOd , £0800~ @d EOOOAOT O00d | IniuEn, Adun x ~v t mg
EOOUT OOANNPd xUGCCEEd I Od andE@e© B¢ ghysically Aotigh#eU 7 O O

, FO@OO0d 1 Od , EOEFEAx" @d Cx1 EANd Ei £ZOCE xghyEiedt Ox ET Ol
stress and anxiety to all of them.
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7.5 Samson felt the pain of unfulfilled sexual desire as Samson was denied a
wedding bride (Judg. 15:1-2) and his normal sexual consummation, physical
release, procreation and other conjugal rights and responsibilities as a husband.

7.6 Samson felt the pain of permanent parting when Semadar was Kkilled
(scripturally true) by the rogue spear thrown by an outraged Philistine wedding
guest (scripturally unknown), and then her home was burned to the ground with
her and her father in it (Judg. 15:6).

7.7 Samson felt the pain of lost loyalty and the pain of tribal betrayal when his
own lIsraelite/Hebrew/Danite people bound and handed him over to the
Philistines (Judg. 15:12-13), which DeMille filmicly referred to during the
passionate deliberations between Miriam, her grandfather and Lesh Lakish (John
Miljan).

7.8 The betrayed Samson felt the fear of his own injury and/or murder
prompting his negotiations with the men of Judah to avoid it (Judg. 15:12-13),

CUUd Ui TEid ©E2T NNEd ET Ed O0OUd ET NOpd OxE@UOACNP
crafted macho hero status.

7.9 Samson felt the physical pain and humiliation of being captured, bound and
roughly dragged by the Philistine soldiers through the Lehi pass towards Gaza
(Judg. 15:13-14), coupled with plausible Philistine taunting and cruel humor at

A s o~ A z

7.10 Samson felt the fear of potential failure as a tribal leader and acting

honorably by being docile and cooperative once captured by the Philistines.

Whilst stopped at the Lehi pass, DeMille had Samson check with Ahtur to ensure

over agreement. When his capturers confirmed the fulfillment of the hand-over
EEZANpdiT UdT OET xEEUNPdUxT 11 ExEEd, £200A6Y), &hd pi 1 NT ¢
proved once again that it is always the quiet ones to watch out for.

7.11 Samson felt the physical stress of personal battle and the fear of potential
death as he fought with and killed a thousand Philistine soldiers with the
jawbone of an ass (Judg. 15:14-u { mr d ©E2 1 NNE~ 0D OEEC D OOE AN @ O d Uix
chariot and uprooted a tree, which was biblically unscriptural but a legitimate
OFxUd OEd , £FO0O0Od EONPNOXxEd CEEAUQ@Ed” Ad Ux £ET UT 00«

66).
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7.12 The now infatuated Samson firmly in love with Delilah at the oasis love-
nest felt /intense filial pain upon hearing from Miriam about his chained, whipped
and tormented mother, plus the stoning of his father, Manoah, presumably now
dead (Judg. 16:31), thus leaving his mother widowed and suffering even more
personal pain.

7.13 Samson felt intense emotional pain E AUPBEEd Chbd ©ENT NA&El ~ @d UxE
emotional re-x UOd OEd , EOZFE/Ex"~ @d EAxNT Exd UxEZEI Exbmd Ui
hair-based secret to his Philistine enemies (Judg. 16:18). As Ahtur said about
©ENT N& d UOd Ui Ed COUOEd , £#0000~d ~ , AUAOd i 1 OGENI
EEEEOUT OOr dti1@di OUT OFLUEd OEx@OOANd CEUx £pb £Nd N
Oi p@1 EANd ¢CNT OET Oi d £0Ed @OE|1 AfsdmsahGhgkilly Aud t& Op d O x ¢
©ENT NA&El ~d” %0Uxd A& OPBdUExEdOUT EPdBAOEpdpPOUxdbDI &
OOUENT @oUd « APd UENEOOd @UI | EQGUEEd Ui £AU~d~ |, £0800d ¢
fear of women —- Ui OUI i d OEx@OOANNPd ®d Ui 1 ObPd i Ed 1T UguUd
beE £EUZEdIi 1 2d OOUI ExdUONEdI T OdOOUdUO dI {} mr
714 ©E2 1 NNE~ @d ., £0 @ 0 Gidtdnse Gbticipdfod)E fedf avhen his eyes
were about to be destroyed by a red hot poker wielded by his Philistine
enemies, and then he experienced intense physical pain (which DeMille did not
graphically depict but strongly implied) when his eyes were totally destroyed
(Judg. 16:21), thus turning him in a pitiful shadow of his former self. DeMille
depicted his Samson as angry, remorseful and agonized by these cruel events,
which was very plausible even though the Bible is silent on these emotional

points (but which is necessary for a popular dramatic film).

7.15 The blinded Samson felt further physical pain, discomfort and humiliation
as he was forced to work like a beast-of-burden at the gristmill in the Gaza
prison house (Judg. 16:21). DeMille depicted Samson desperately thirsting for
water in the scriptural tradition of Judges 15:18-19, although this particular
water miracle in the wilderness was not filmed by DeMille. Why not? Presumably
to downgrade the mystical dimensions of this rustic love story and avoid
potential incredulity problems when audiences might have wondered why
another God-caused miracle did not occur in deus ex machina fashion and save
Samson during his other pressing moments.

7.16 Samson felt emotional anguish as he contemplated the mistakes and
regrets of his life during his days of humiliation, servitude and darkness as a
blind Philistine prisoner. Quite reasonably, DeMille had him praying to God for
release and forgiveness whilst chained in the prison mill, even if the Scriptures
are silent on this specific point during his period of incarceration. This was
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another plausible emotional gap-filling service that DeMille provided his
audiences when the Bible was silent.

7.17 Whilst working in the Gaza prison mill, Samson felt torment and public
humiliation as the gawking Philistine citizenry taunted him through the prison
window, and then he felt physical pain when the prison overseers caused him to
physically stumble and denied him drinking water according to DeMille.

7.18 Samson experienced even more physical pain Ui EOd Ui Ed |, £x £0d OEd -
menacing dwarfs sported with him using pointed weapons and naked fire in
©FI OO0 @d UEOONEd | “"UEI r d uz~vy rispire EOWIOBUEEE adasUT Uil d E
Samson stumbled blindly around the arena feeling the emotional pain of being

bothered, betrayed, lost, helpless and humiliated.

7.19 DeMille had his Samson experience the personal pain of regret for his
failure as a leader of his people as he contemplated his poor performance as a
judge of the Danites (i.e., charismatic leader). As Samson plausibly, if

N\ A oz N A A
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plausible DeMillean extrapolation that resonated with the Samson saga themes

of destiny, journeying and guidance from above.

7.20 The scriptural Samson experienced the pain of regret and the pain of

anger as he ended his own life whilst killing the Philistines as an act of revenge

for his lost eye sight (Judg. 16:28). DeMille also had his Samson being regretful

before death, but he exhibited far more nobility in the Christian tradition of
Samson-as-Christic-i Ex Od Ui Od UZA@d Ux UNPdUOx Ui PdOEdIi T @dT C
faithful according to the New Testament (Heb. 11:32). This was DeMille-the-
pop-culture-professional merging with DeMille-the-Christian-apologist to

construct Samson-as-a-Christ-E1T | Ux Ed UOd OT O1 O1T REd, £#0@0O0~ @d @
a looser par excellence (Kozlovic Martyr).

721 Finally, Samson experienced the physica/ pain of a’eaz‘h as he brought
sanctioned suicide (Judg. 16:30). Scholars have called this self-sacrifice a
“ET U1 OENPdEOACNEEJdEEAUI  dIl pxE@@NExdvt}mdUIT Ng
deliver [. . .] £/d b1 OEd OEd- ECxEUd- EXxEUNE@ dlI | OT Ud| ympd
JE @ U @~ -dadiifiseEfor humanity (Gal. 1:4). Not only does Yhwh accept Samson

Y E2d £O0d 1T OQUXxUOEOUd Ul xOUIT I dUITEI dUO®sén#EaY bd OU U«
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upon the Philistine O &ZUT OOr d ®Od EEEEEUpd , £0000d 1 @d - 0OE~ @d
EUEOd” CAZE d OEOONEd EOUNEd CEd UZGEEd Cbd ~-OEd EOxd~
and culturally redeemed in the process. After all, who remembers Samson as an

uncontrollably violent, whoremongering looser?

8. The Israelite/Hebrew Nation (as background character)

L, FOPOO0" GdEEAUI dEAUGEEd I T @ pé&rsotuDand datitdd d O FUT (
pain when they had to prematurely bury a judge of Israel (Judg. 16:31),
EGOEET £ANNpPd EOCOQI| HE fatt® $tatus 4243 0ABd peE(indeed, a
iT1 1T dO0xT E@Uem dlI " £0O0duxt mrd«OxdEYZOONEpdIi Ed U/
UT Ui dUil EdJEOEOP dI , Ei OET E E xpmckad bynttid daityipiadr tbCE E Od~
his birth, apparently because there was no longer anyone whom the deity could
OExQUEEEd UOd ET 11 Ud 600d CEl £ZNEd OEd ®@@x £EN d | |
I EOEx £UT O00@pd Ui Ed - A£OBhnsanU[ds-. £QQU i @dd U TREEIEAHd U O x |
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procreational pain for his natt 0O0d CEEAUQGE~d ~ , £F0O0O0Od OEUE«xd
i OUZEI ONEd OEd i T@d OUO d EOxd UiTEIdEA NUxEd UI |
| §xO00Exd}wmrd«OxdUI EdDOOUNEEI EACNEdExT Ul Epd~
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Moore 238). Thus making Samson a source of /immoral pain for his people and to
those Christian scholars who must face his dirty deeds directly, honestly and
beyond Sunday school levels of white-washed interpretation and misplaced

religious awe.
Conclusion

These many varieties of pain engineered into Samson and Delilah grew
out of authentic biblical character traits and legitimate readings of the Bible,
which DeMille sought to filmicly emulate in his own midraschic,
countercoherence and hermeneutic of creative imagination fashion. They also
clearly demonstrate that DeMille had gone to great pains to ensure subtlety and
emotional authenticity, thereby belying the clal Od Ui £AU~d~ t | Ex Ed
I x FEUEAUT OO0@d OEd Ei /Ex ZFEUExd 1 Od " EET Nd §r d
certainly a much more skilful popular communicator than has been critically
acknowledged to date, whilst simultaneously making it entertaining for the
public, profitable for Paramount and pleasing for the religion professions. At
NEZoUd ©E2 1T NNE~ @d QUOEx1T Ox@d POEUd i T @dd UxUEd UOx L
Selznick confessed to fellow movie mogul Louis B. Mayer:
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it would be very silly of me, as a producer of commercial motion

pictures, to demean for aninstant / 7/ @d A©E2 ] NNE~ GAd UOO/AEx A

as a maker of mass entertainment, or the knowing and sure hand

with which he manufactures his successful assaults upon a world

audience that is increasingly indifferent if not immune to the work of

his inferiors [. . .] it is impossible to believe that the blatancy of his

style is due to anything but a most artful and deliberate and knowing

technique of appeal to the common denominator of public taste. He

must be saluted by any but hypocritical or envious members of the

picture business. (Behlmer 400) [my emphasis]

©E2 1 NNE~ @d ZAEQ@UI EUT Ed EOI T OEExT Ol d OZEEd i1 ¢

EOOOENNT Ol pd £dEOOET xOEEdCbd?2 £x Ul Gdmsen@nddE DE r d
Delilah and The Ten Commandments (sound) countless times because they
" OxEQ@EOUEEd@QUEI d £/Zd UOOUUOUQGd EAOUAGPd UI AUdT Ed b
stuck with you for lifE" d1 , EOx @E @E d A0 Ealddi dhly @gdek withrhind = O
A closer, more sympathetic examination of ©E2 1 NNE~ @d E évre 5@ E 1
silent, 18 sound) will wield many more insights unappreciated to date. Additional
research into biblical epics and the emerging interdisciplinary field of religion-
and-film (aka celluloid religion, cinematic theology, sacred cinema, theo-film,
holy film, film-and-faith, film-faith dialogue) is certainly warranted and highly
recommended, whether as studies in film, religion, culture or communication.

NOT E
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Walter Benjamin and Big Fish (2003) on
Obtaining Immortality through Storytelling

by Kellyanne Ure
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show things that are hard to put into words; that can sometimes be something
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intriguing film Burton directs, Big Fish, he intricately weaves myth and reality,
past and present, youth and age, revealing fascinating themes. Burton further
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theatrical exploration of the real and unreal | investigate here, showing that the
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concerned with describing the art and craft of a storyteller. Within the genre of

storytelling through film, Tim Burton uses his characters, Edward and William
§NOOOpdUOd” @i OUdUI T Ol dUI AUd AxEdI AxEdUOdOUUdI
relationship between father and son, the importance of communication and

listening in a world of information, and the truths of death and immortality.
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of Leskov, he develops a distinct theory of what storytelling is, why it is
growing ever more distant, and why that loss is detrimental to humanity.

Benjamin focuses on the distancEd Ul AUd | Ad CEEOJdEXEAZUEEdCEUUEE
storyteller, and because storytelling is primarily an oral enterprise, the distance
does not allow for the transmission of the art of storytelling. Storytelling offers

us the ability to exchange and transmit experience; however, as Benjamin

el
el

® Quotes transcribed from the film and punctuated by the author.
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a tale properly. . . . It is as if something that seemed inalienable to us, the

securest among our possessions, were taken from us: the ability to exchange
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stood under the open sky in a countryside in which nothing remained unchanged

but the clouds, and beneath these clouds, in a field of force of destructive

UOxxEOU@d £OEdEYONO@T OO0@pdUADd U||ExdntidSmsgxddeexi A2 G~ N
bring men home, proud and boastful of their military accomplishments and

experiences, as it had inthepast T O@UEﬁEEpdT udcxOUuUli i ud Ui EOd" EXC
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§ EOT A0 broérms duisl critique of storytelling are further developed in
BigFism dt 1 EdJET NOdT @d £0dT OUx1T EAUEdUE £01 01 dOEd2 EU
“ ENEZI C/£EE b @-tadd fythic ifd (aEfted as stories by Edward) and the
very real present, where his son William waits at his deathbed. Edward refuses
to tell anything but constructed tales of his life, from the man-eating giant he
befriended, to the witch who showed him his death in her glass eye. William
does not feel like he knows his father because he claims he has never heard a
EAEUJExOOdIi 1 @dEAUI Exd £ACOUUdI 1 BdEAUI Ex~ @d” x E£EN
relationship with between father and son, instigated by many of the things that
destroy experience for Benjamin, can only be resolved by the wisdom that is
transmitted through the words of a storyteller, from one generation to the next.
LI NEOEEdTI GdEEUxT OEOUANdCOUIi dUOd§gEOI £01 0~ @d U
relationship between a father and son. Silence separates generations for
Benjamin, and because of World War |, one generation was redefined by a new
type of warfare, and the next generation did not understand the world before
war that their fathers lived in. In a similar fashion, the silence in the film
between Edward and William is generational and has to do With communication
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story, not anymore. | know every punch line; | could tell it as well as you caOr ~ d

a EUAXxEd £ZO0ONOI 1 RE@pd” ® 0d@O0OxxbPdUOdEOCAEx x £8Bd b O
EOCAxx £0@1 Ol dPOUXxBENEPdOLAEPdPOUdI UBUdEOO~ Ud QE
each other and part (Big Fish™ , UAx U mrdd!* i1 @dCEI T O@d AJdUEx x1 C
separates father and son for three years. What William does not understand and

refuses to see is that the stories are how his father has experienced his life; the
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stories are the true experience and wisdom that a father leaves his son when he
is gone. William passes his father” @d dUOx1 E@d OEEd AGd EOC £Ex x AGDOE
ONEd” ExZAERP dOAOJdUENN®@r d- OUEUExpda EUAEXEdEOE®@dO
embarrassments. In fact, he points out clearly in the scene above that
embarrassment is only felt by the person embarrassed; it is not something thrust
upon him, as William seems to think. Yet, it is this embarrassment that creates
the devastating silence.

Silence prevents truth and wisdom from being passed down from generation
to generation. However, William thinks a storyteller is supposedto UE NNd~ Ul Ed
UxUUI p° dCUUd2 EUAEAXEJdOEEEx@di 1 2d@00dOOxEdUI £0d U
§EOT £01 OJEEET OE@dQ@UOxPUENNEx@d £A8d Ui OGEd Ui Od~ U
presentation of the circumstances in which they themselves have learned what
is to follow, WONE@@d Ui Ebpd @1 OONPd OA2@dil Ud OEPA)ADd UI ET xd
Edward exemplifies this idea: his stories, to him, are what actually happened,
even if they may just be things he heard when he was abroad or just stories to
enliven his life. In one scene, William comes to his father and starts speaking
about icebergs, describing how one can only see the top 10%, the rest being
hidden. He tells his father that their relationship is likewise emblematic: William
only sees 10% of his father; the 90% is hidden beneath what he sees as his
EAUI Ex” @dE&E AZEEr dwl NNT £#OdUENN@dIi T Opd” ®di £AUEd O
OEUExdUONEdOEd A£d @1 Ol NEdJEZAEUr d2EUAEXxEdxEONT E@p
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tell a five-year-old at bedtime, not elaborate mythologies you keep when your
son is a man. . . . | believed your stories. | believed them longer than | should
i £AUEr " d° %l AUJdEOdPOUdUAOUdOEdUOdCE® d2a BUAx Ed £2
xEONT E@r d} OEd2 EUAXEJdOEEEx@dOOEdOEdUI EdPDEPANT O
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the stories he tells, for they reveal his character and motivations in life, but
William refuses to listen to his father and refuses to see the experience and
truth his father offers him through his stories. William believes that what is real
EAO0OOUd CEd OWRWiIADED g B@ d CEEAUQ@Ed Ul £AUdT @d x E £ANd I
tries to teach his son that reality is more than what can be seen or heard or
touched, and this is part of the wisdom he offers his son.
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his son was born. The story is about Edward, and that is one of the reasons
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Edward caught symbolizes his marriage with his wife. The uncatchable fish is a

recurring image in the film; the fish often becomes a woman, who saves Edward
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from death and gives him hope throughout his adventures. The opening scene of
Ui EdET NOdxEUEAN@dUI £AUdUI EJdET @i d1 2ad@pPOCONT EdOE
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have for a woman that she would allow himUOd~ EAZUEI " di Exd Ul Ui d &AdUE
and begin a family. This family story creates a memory, and it is the memory of
the /dea of the event, not the event itself that is most important. William,
however, will not allow himself to listen to his father nor see the wisdom of his
stories.

Storytelling is dying out, says Benjamin, because there are no longer any
real listeners. Mental relaxation is a state in which assimilation of stories
i £FOOEO@pd AOEd” COXxEEOQOOdT @dUi Ed £001 EEdOEd OEOU AN
dream bird that hatches the egg of experience. . . . Storytelling is always the art
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stories is because of boredom. Early in the film, William, as a young man, is
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particularly interesting scene shows Edward relating one of his famous tales to a
group of boys around a campfire. The camera pans over wide-eyed boys
watching Edward with anticipation, and William staring dully into the fire; he is
UOT OUEXEQUEEdT Odi 1 gdEAUI Ex” 8d@UOxbPdCEEAUGEdI
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captivated by the information he presents and the way he tells the stories.
William, however, does not appreciate them because he does not like the
boredom that comes with listening.
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disseminated through media, which leads him to fail to communicate with his
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communicated through truth as told in stories, and this communication has been
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T OEOx O&AUT OO lem withrirdorna@osh & xhat it reports information
closest to people, whether it be important or not, rather than the most important
information, which comes from afar. Information must sound plausible in order
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storytelling. If the art of storytelling has become rare, the dissemination of

1 OEOxOA&UT OOdi £A@di £ZEd AdEEET @1 UEd @i £AxEd1 OdUI T @d
Storytelling is the passing of the most important information, the information that

continues life. Another problem with information is that:
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the value of information does not survive the moment in which it
was new. It lives only at that moment; it has to surrender to it
completely and explain itself to it without losing any time. A story is
different. It does not expend itself. It preserves and concentrates its
strength and is capable of releasing it even after a long time.
(Benjamin 90)

Information, much like the headlines running across popular news stations at the
bottom of TV screens across the world, is momentary; the headlines run away
from the eyes, and when the words are gone so is what the words represent.
Storytelling, however, is remembered long after the words are uttered, because
these words transcend generations.

William Bloom is a newspaper reporter. His career is centered on
information that must be factually correct and must be more and more
sensational and interesting to keep an audience interested enough to buy. In
fact, William takes a reporter-NT PEd AUUT UUEEdUOUAEXxE@dIi T @d E £UI
investigates his father through interrogating his father, questioning his mother
AOEdEEAOI NPdEOEUOxpd@OOOOT O1 dUi xOUI i di T @dEAUI E
seeking out and finding a woman his father almost had an affair with and asking
her about the truth (looking for the sensational). However, what William
El JEOQOUEx@dl @dUI AUdUI EdUxUUI pdUIi EdT OEOx O&EUT OO0 A
father or to him. The truth is in the stories his father tells.

The stories have truth, but William refuses to see it because he wants
information. He must first realize that the truth is only found in the wisdom the
stories provide. Further, William must understand, and he does as his father lies,
dying, that the informaUl OOpdUI EdEAEUGd £COUUdI T @d NT EEd £OE
UOd %l NNT £0~d~ %OUxdEAUI ExdEUExdUENNdPOUd £ACOUUd
came in about three in the afternoon. The neighbor brought her in. It was a
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exciting is it? If | had to choose between that and a version about an uncatchable
fish and a golden ring, | would take the fancy ver@l OOr ~ d %l NNT £O0pd1 Odi 1 ¢
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remember. That is not the story that relates the truth Edward wishes to
communicate to his son.

What is this truth that Edward Bloom offers his son? One of the main
themes of the film is how to deal with death and immortality. Edward Bloom
offers this truth through his stories: the stories create immortality. Benjamin
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Edward Bloom counsels his son that his death is not really a death if his stories
remain. Benjamin further comments that the storyteller:

has counsel, not for a few situations, as the proverb does, but for many,
like the sage. For it is granted to him to reach back to a whole lifetime (a
life, incidentally, that comprises not only his own experience but no little
of the experience of others; what the storyteller knows from hearsay is
added to his own). His gift is the ability to relate his life; his distinction,
to be able to tell his entire life. The storyteller: he is the man who could
let the wick of his life be consumed completely by the gentle flame of his
story. (109)

Edward Bloom let his entire life be consumed by the flame of storytelling, and he
knows the stories will make him immortal; indeed, they already have.

Throughout the film, Edward Bloom is seen as an immortal, mythic figure.
He is very positive in all his doiO1 @d £0Ed” UZAZDP@r d-1 ddOUUNOODd O
AOEdI EOExOUQ@r d2 EUAXEd8ENOOOd” CAUUNE®@ dAEAOEJEOOO
friend. He enters a deep, dark forest and a town called Spectre that seems to
represent the afterlife, or the ideal. Edward also meets a witch, making a friend,
and sees in her glass eye, his death. Because he sees his death, he is never
afraid of life or what it might bring. He knows that his death will bring
immortality, through his stories, so he does not worry about his life. Benjamin
EOOOEOU@dUI £Ud” Ulsk th&)faigyBateUalight madKind in olden
times, and teaches children to this day, is to meet the forces of the mythical
UOxNEdUT Ui dEUOOT Ol d ZEOEdUT Ui diTTT1d@aOl xT U@ dlI ut
mythical world and life, with cunning and high spirits.

In the end, Edward enters death with high spirits, though his task is
difficult: to convince his son thathe /isi T @d @UOx1T E@pd £ZOEdT O0OO0Ox UANT L
his son will tell the stories to successive generations. The ending scene of the
film shows Edward Bloom in a hospital bed and William sitting next to him
reading him a book. Edward wakes from a deathlike sleep and asks William to
finish his story. William says that he never told him that one, but Edward insists,
soWilNT A#OdUE AUE@d Ad UZANEpd AZd CEAUUT EUNdUAENEpPpdUI £U
all the characters in the stories that Edward ever told. In the story, William takes
his father to a lake where his friends are all waiting for him. William carries
Edward to the lake and lets him loose into the lake, a giant catfish. Then William
UOEExQGUAOCEZG~d | dOAOJdUENN@G@dI T 2d@dUOx1 E®d@0Od OEOP
1T EPdNT UEdOOd ZEUExdi 1 Ord! OEdT Od Biy Aeshd U ElEpd | Ed C
- T UExd, UOx b’ merehte linbmb@alit® thfoég® darrying on the lives of
those who have passed on in the form of stories. The end of the film shows
William, a few years later, with his own son, to whom he has told the stories of
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Edward Bloom to (Big Fish™ « UOE x /£Nd E O)xId g wasy ] BeelEd becomes
Adl xEAUdQBUOXxPUERNNEx~dOOEdOEdUI OGEdUI Od” | £ZUEdT
they move up and down the rungs of their experience as on a ladder. A ladder
extending downward to the interior of the earth and disappearing into the clouds
is the image for a collective experience to which even the deepest shock of
EUExpdi OET UT EUANDdEYOExT EOEEpdEEAUI pdEOOQUIT UUU
(Benjamin 109). Indeed, Edward Bloom transcends the ultimate collective
experience, death, to become an immortal figure.
The immortal figure, the storyteller, is the solution to the problems in the
film: the father/son silence, information vs. communication, and overcoming
death. The rift between father and son, partly generational and partly because of
boredom, the problems William encounters while attempting to gain information
ACOUUdI T gdEAUI Ex~ @dNT EEpd £ZOEdUI EdNOOOT Ol dEE £U
storylines of the film, all illustrate the importance of storytelling and passing on
the stories. This is where the theories of Walter Benjamin best inform Tim

§UxUOO" gdET NOpdOExi £#0GdCEQUd BUOOAXxT REEdT OdUI E

1 OE&APd” | £01 Ol dEOUOQEN" d1 g-dastidndd@ify, O1 d UOd
this is because the communicability of experience is decreasing. In
consequence we have no counsel either for ourselves or for others.

After all, counsel is less an answer to a question than a proposal

concerning the continuation of a story which is just unfolding. To

seek this counsel one would first have to be able toteNNd Ul Ed @UOx b~
(Benjamin 86).

In the end William finally is able to tell the story, notjust a@UOx bp d OEd i T @d E AL
life: his immortality brought to him through the delicate art of storytelling.
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