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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 

ÊÝÕÑÔ×ÆÙÎÔÓdÔËdÙÍÊdÒÆÑÊdÕØÞÈÍÊpdËÎÓÉÎÓÌdªÆØÙÜÔÔÉ̃ØdÉÎÛÎÉÊÉdÈÍÆ×ÆÈÙÊ×dÙÔdÇÊdÆÓd

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 



Velox: Critical Approaches to Contemporary Film 6 

 

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 

ÙÍÊdÌÊÓ×ỄØdËÔ×ÒÆÙÎÔÓdÜÎÑl open new insights into how 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 

¸ÜÔÕÊdÕ×ÔÕÔØÊØpdÇÊdÙÆÐÊÓdÆØd̆ÆdÕ×ÔÙÔÙÞÕÊdËÔ×dÒÊÙÆÕÍÞØÎÈÆÑdÉÊÙÊÈÙÎÛÊdËÎÈÙÎÔÓpdÆd

genre marked by its use and abuse of the conventions of the classic detective 

sÙÔ×Þ̇d lumrd ¹ÍÎØd ÓÔÛÊÑ˿City of Glass written by Paul Auster in 1984˿is a 

̆Õ×ÔÙÔÙÞÕÊ̇dËÔ×dÆdÙÞÕÊdÔËdËÎÈÙÎÔÓpdÑÆÇÊÑÊÉd̆ÒÊÙÆÕÍÞØÎÈÆÑdÉÊÙÊÈÙÎÛÊdËÎÈÙÎÔÓ̇dÇÞd

¸ÜÔÕÊpdÙÍÆÙdÌ×ÊÜdÔÚÙdÔËdÙÍÊdÒÎÑÎÊÚdÔËdÙÍÊdu}|tØrd¦ÑÙÍÔÚÌÍd¸ÜÔÕỄØdÎÓÛÔÈÆÙÎÔÓ-

blasphemy model (one commonly used by critics working with the novel) is 

ØÔÒÊÜÍÆÙd ØÎÒÕÑÎØÙÎÈd ÎÓd ÑÎÌÍÙd ÔËd ²Ô×ÌÆÓ̃Ød ÎÓÛÔÈÆÙÎÔÓ-blasphemy-hybridization 

ÒÔÉÊÑpdÍÎØdÆÓÆÑÞØÎØdØÙÎÑÑdÚÓÉÊ×ØÈÔ×ÊØdÙÍÊdÓÔÛÊÑ̃ØdÎ××ÊÛÊ×ÊÓÈÊdÆØdÎÙdËÔÑÑÔÜØdÙÍÊd

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 

uÓÉÊ×ØÈÔ×ÊdÙÍÊdËÎÑÒØ̃dÙ×ÊÆÙÒÊÓÙdÔËdÈÑÆØØÎÈdËÎÑÒdÓÔÎ×dÙ×ÔÕÊØdÙÔdÇÊdÓÔÙdÒÊ×ÊÑÞd

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. 

¹ÍÊdÉÆ×ÐdËÎÑÒØdÔËdÙÍÊdu}|tØdÌ×ÔÚÓÉdÙÍÊdÈÔ××ÚÕÙÎÔÓdÔËdÙÍÊdÉÊÙÊÈÙÎÛỄØd

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 

ÎÓÛÊØÙÎÌÆÙÔ×pdÆØdÉÊÒÔÓØÙ×ÆÙÊÉdÇÞdªÆØÙÜÔÔÉ̃ØdÈÍÆ×ÆÈÙÊ×dl§ÑÔÈÐmdÎÓdTightrope. As 

Block struggles with his inner corruption, the red light district around him seems 

to escalate in debauchery˿ÆÓdÊØÈÆÑÆÙÎÔÓdÙÍÆÙdÇÔÙÍdÒÎ××Ô×Ød§ÑÔÈÐ̃ØdÒÎÓÉdÆÓÉd
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ÍÊÑÕØdÙÔdÇ×ÊÆÐdÍÎÒdÉÔÜÓdËÚ×ÙÍÊ×pdÕÚØÍÎÓÌdÍÎÒdÉÔÜÓdÎÓÙÔd̆ÙÍÊdÉÆ×ÐdÓÎÌÍÙdÔËdÙÍÊd

ØÔÚÑ̇dl²Ô×ÌÆÓduv}mrd¹ÍÊdÉÊÙÊÈÙive finds that the setting aggravates his addiction 

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 

ØÆÉÎØÙÎÈdÐÎÑÑÊ×rd§ÑÔÈÐ̃ØdØÚÈÈÚÒÇÎÓÌdÙÔdÙÍÊdØÊÙÙÎÓÌdÌÔÊØdÎÓdÉÎ×ÊÈÙdÔÕÕÔØÎÙÎÔÓdÙÔd

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 

Õ×ÔËÊØØÎÔÓÆÑdÉÎØÙÆÓÈÊ~dÍÊdÎØdÆd̆×ÆÙÎÔÓÆÑdØÚÇÏÊÈÙ̇dÜÍÔdÎØdÆÇÑÊdÙÔdØÊÕÆ×ÆÙÊdÍÎÒØÊÑËd

Ë×ÔÒd̆ÙÍÊdÇÔÉÞdÔËdÊÛÎÉÊÓÈÊ̇dlutmrd¹ÍÊd×ÊÏÊÈÙÎÔÓdÔËdØÚÈÍdÊØÙÆÇÑÎØÍÊÉdÙ×ÔÕÊØpd

however, is not an attempt at ahistorical avant-gardism, but is patterned after 

the American gothic tradition. The flamboyantly reactive setting of Edgar Allen 

µÔỄØd̆ÙÍÊd«ÆÑÑdÔËdÙÍÊd­ÔÚØÊdÔËdºØÍÊ×̇dlÆdÕ×ÔÙÔÙÞÕÎÈÆÑdÙÊÝÙdËÔ×dÙÍÊd¦ÒÊ×ÎÈÆÓd

ÌÔÙÍÎÈmdÎØdÆd×ÊÛÊÆÑÎÓÌdÙÞÕÊdËÔ×dÙÍÊdÌÔÙÍÎÈÆÑÑÞd×ÊËÑÊÈÙÎÛÊdØÊÙÙÎÓÌ~d̆ÒÞdÇ×ÆÎÓd×ÊÊÑÊÉd

as I saw the mighty walls ruØÍÎÓÌdÆØÚÓÉÊ×̇dlxwvm˿µÔỄØdØÊÙÙÎÓÌdÈ×ÚÒÇÑÊØdÆÑÔÓÌd

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 interaction 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 map1 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 

Ë×ÔÒdÙÍÊdÕ×ÔÈÊØØÊØdÔËd¶ÚÎÓÓ̃ØdÒÎÓÉrd¼ÊdÆ×ÊdÙÍÚs pushed away from a character 

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 

ÜÆÑÐØdÙÔdÙÍÊd¸ÙÎÑÑÒÆÓ̃ØdÇÑÔÈÐpdÉÊÕÔØÎÙØdÍÎÒØÊÑËdÎÓdÆdÓÆ××ÔÜdÆÑÑÊÞÜÆÞpdÆÓÉdÇÊÌÎÓØd

to observe the city without sharing his observations with the reader: Quinn has 

×ÊÈÊÉÊÉdÎÓÙÔdÙÍÊdÙÊÝÙpdÆÓÉdÈÔÓÙÎÓÚÊØdÙÔd×ÊÈÊÉÊdÚÓÙÎÑd̆ÙÍÊdØÙÔ×ÞdÌ×ÔÜØdÔÇØÈÚ×Ê̇ 

                                                 
1
 «Ô×dÍÎØdÔÜÓdÉÊËÎÓÎÙÎÔÓØdÔËdÙÔÚ×dÛØrdÒÆÕdÎÓdØÕÆÙÎÆÑdÙÊÝÙØpdØÊÊdÈÍÆÕÙÊ×d®½~d̆¸ÕÆÙÎÆÑd¸ÙÔ×ÎÊØ̇dÔËd

²ÎÈÍÊÑdÉÊd¨Ê×ÙÊÆÚ̃ØdÇÔÔÐpdThe Practice of Everyday Life. 
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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 eleÒÊÓÙØrd§×ÎÆÓd©ÊdµÆÑÒÆ̃ØdBlow Out (the title and plot 

ÇÊÎÓÌd ÆÓd ÎÓÙÊ×ÙÊÝÙÚÆÑd ÍÔÒÆÌÊd ÙÔd ¦ÓÙÔÓÎÔÓÎ̃ØdBlow Up) is ultimately a 

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, 

ØÔÚÓÉd×ÊÈÔ×ÉÎÓÌpdÙÍÊdÊÉÎÙÎÓÌdÕ×ÔÈÊØØrd¯ÔÍÓd¹×ÆÛÔÑÙÆ̃ØdÈÍÆ×ÆÈÙÊ×dl¯ÆÈÐd¹Ê××ÎmdÍÆØd

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. 

¦Ød¶ÚÎÓÓ̃Ød̆ÕÊ×ÎÔÉdÔËdÌ×ÔÜÎÓÌdÉÆ×ÐÓÊØØdÈÔÎÓÈÎÉÊÉdÜÎÙÍdÙÍÊdÉÜÎÓÉÑÎÓÌdÔËdÕÆÌÊØdÎÓd

ÙÍÊd×ÊÉdÓÔÙÊÇÔÔÐ̇dlu}}mpdÆØdÙÍÊdÕÆÌÊØdÔËdCity of Glass run out, their finish also 

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 

ÙÍÊdËÎ×ØÙdÙÎÒÊpdÙÍÊdÕÊ×ØÔÓÆÑdÛÔÎÈÊ~d̆¦ØdËÔ×dÒÊpdÒÞdÙÍÔÚÌÍÙØd×ÊÒÆÎÓdÜÎÙÍd¶ÚÎÓÓ. 

He will be with me always. And wherever he may have disappeared to, I wish 

ÍÎÒdÑÚÈÐ̇dlvtwmrd¦ÚØÙÊ×d×ÊËÚØÊØdÙÔd×ÊÑÎÓÖÚÎØÍdÆÑÑdÈÔÓÙ×ÔÑdÔËdÙÍÊdÇÔÔÐ̃ØdÙÊÝÙpdÆÓÉd

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 

ÈÍÆ×ÆÈÙÊ×pd¦ÚØÙÊ×̃ØdÙÊÝÙsØÊÙÙÎÓÌdÎØdÔÓÊdÙÍÆÙdÆÇØÚ×ÉÑÞdÎÓÙÊ×ÆÈÙØdÜÎÙÍdÆÓÉdÕÚØÍÊØd

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 

ÆÚÉÎÊÓÈÊØdÙÔdÎÉÊÓÙÎËÞdÜÎÙÍdÇÊÈÆÚØÊdÙÍÊÞdÆ×Êd̆ÆÓÙÎÍÊ×ÔÊØ̇dÜÍÔØÊd̆ÒÔÙÎÛÊØdÆ×Êd

ÚØÚÆÑÑÞdÉÎØÍÔÓÔ×ÆÇÑÊ̇dlvt{mrdµÔØtmodernism rejects the cool, flawless 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 ̆ÈÆÚÌÍÙdÔËËdÌÚÆ×É̇dÇÊÈÆÚØÊd̆ÍÊdÜÆØdØÎtting on the toilet, in the act 

ÔËdÊÝÕÊÑÑÎÓÌdÆdÙÚ×É̇dlu{mrd¸ÚÈÍdÍÚÒÆÓÎÙÞdÎÓdÆÑÑdÔËdÎÙØdÛÎØÈÊ×ÆÑdÓÚÆÓÈÊdÎØdÎÓdÐÊÊÕÎÓÌd

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 

¸ÙÎÑÑÒÆÓd¸×rdÑÊÆÛÊØpd¶ÚÎÓÓdËÎÓÉØdÙÍÆÙd̆ÎÙdËÊÑÙdÆØdÙÍÔÚÌÍdÍÊdÍÆÉdÑÔØÙdÍÆÑËdÔËdÍÎÒØÊÑË̇d

luxwmrd¶ÚÎÓÓdÎØdÎÓÈÆÕÆÇÑÊdÔËdÒÆÎÓÙÆÎÓÎÓÌdÙÍÊdØÙÔÑÎÉÑÞdÍÊ×ÔÎÈdÓÆÙÚ×ÊdÔËdÙÍÊd̆ÌÔÔÉd

ÌÚÞ̇dÉÊÙÊÈÙÎÛÊdÎÓdËÎÑÒdÓÔÎ× dÍÊdÎØdÆdÕÔØÙÒÔÉÊ×ÓdÈÍÆ×ÆÈÙÊ×dÜÎÙÍdÆdØÍÆÙÙÊ×Êd notion 

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 

getting ÈÑÔØÊ×dÙÔdÙÍÊdÐÎÑÑÊ×pdªÆØÙÜÔÔÉd×ÊØÕÔÓÉØdØÎÒÕÑÞpd̆ÍÊdÎØdÌÊÙÙÎÓÌdÈÑÔØÊ×dÙÔd

ÒÊṙd¸ÎÒÎÑÆ×ÑÞpdÙÍÊdÆÓÙÎ-hero of Angel Heart ultimately discovers that he is 

literally the suspect, and Terri in Blow Out succumbs to the cold capitalism and 

degradation of his soft-ÕÔ×ÓdÏÔÇdÇÞdÚØÎÓÌdÙÍÊd×ÊÈÔ×ÉÎÓÌdÔËdÍÎØdÑÔÛÊ×̃ØdÉÞÎÓÌd

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 

l·ÔÇÊ×Ùd©Êd³Î×Ômd×ÊÒÎÓÉØdÍÎÒdÙÍÆÙd̆ÓÔdÒÆÙÙÊ×dÍÔÜdÈÑÊÛÊ×ÑÞdÞÔÚ sneak up on a 

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. 

¼ÍÊÓd¸ÙÎÑÑÒÆÓdÉÎØÆÕÕÊÆ×Øpd¶ÚÎÓÓdËÎÓÉØdÙÍÆÙdÍÊdÎØdÆÎÒÑÊØØdÆÓÉdÉÎØÔ×ÎÊÓÙÊÉ~d̆®ÙdËÊÑÙd
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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. 

¹ÍÊdØÕÊÑÑdÜÆØdÔÛÊ×pdÆÓÉdÞÊÙdÍÎØdÇÔÉÞdÉÎÉdÓÔÙdÐÓÔÜdÎÙ̇dluxwmrd­Ê×ÊdÜÊdØÊÊdÙÍÆÙdÇÞd

ÑÔØÎÓÌdÍÎØd´ÙÍÊ×pd¶ÚÎÓÓ̃ØdÎÉÊÓÙÎÙÞdÆÓÉdÊÛÊÓdÇÔÉÎÑÞdÊÝÕÊ×ÎÊÓÈÊdÍÆÉdÇÊÊÓdÆÑÙÊ×ÊÉrd

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 ¯ÔÍÓd¹×ÆÛÔÑÙÆ̃ØdÈÍÆ×ÆÈÙÊ×~d¹×ÆÛÔÑÙÆdÍÆØdÙÜÔd
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 

ÈÆ×ÓÎÛÆÑÊØÖÚÊrd ¦ÈÈÔ×ÉÎÓÌd ÙÔd ²Ô×ÌÆÓpd ̆ÙÍÊd ÈÆ×ÓÎÛÆÑÊØÖÚÊd Õ×ÔÛÎÉÊØd Æd ÒÊÆÓØd

whereby realistic horror can track into the uncanny and hallucinatory, often 

ÜÎÙÍÔÚÙd×ÊØÔ×ÙdÙÔdØÚÕÊ×ÓÆÙÚ×ÆÑdÉÊÛÎÈÊØ̇dlxmrd®ÓdAngel Heart, Favorite lures Angel 

into a satanic ritual with a frenzy at a New Years celebration. Blow Out̃Ø 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 

ÕÔØÙÒÔÉÊ×ÓÎÙÞpdÚØÊdÕÆØÙÎÈÍÊdÙÔdÊËËÊÈÙd̆ÉÎØÊØÙÆÇÑÎØÍÒÊÓÙpdÙÍÊdÇ×ÊÆÐÉÔÜÓdÔËdÙÍÊd

×ÊÌÚÑÆ×d ÆÓÉd Õ×ÊÉÎÈÙÆÇÑÊ̇d l²Ô×ÌÆÓd ymrdCity of Glass participates in the 

carnivalesque with its patchwork view of the city. We read of beggars and 

ÕÊ×ËÔ×ÒÊ×ØdÎÓd¶ÚÎÓÓ̃ØdÏÔÚ×ÓÆÑpdÇÚÙpdÆØd¶ÚÎÓÓdÕÔÎÓÙØdÔÚÙpdÙÍÊÞd̆ÒÆÐÊdÚÕdÔÓÑÞdÆd

small part of the vagabond population . . . far more numerous are those with 

nothing to do . . . they seem to be everywhere the moment yoÚdÑÔÔÐdËÔ×dÙÍÊÒ̇d

(167). Now that Quinn views the city in terms of its patchwork vagabond 

ÕÔÕÚÑÆÙÎÔÓpd ÍÊd ØÊÊØd ÎÙd ÆØd ̆ÍÊÑÑṗd ÜÍÊ×Êd ÙÍÊ×Êd Æ×Êd ̆ÔÙÍÊ×Ød ÑÔÈÐÊÉd ÎÓØÎÉÊd

madness˿ÚÓÆÇÑÊdÙÔdÊÝÎÙdÙÍÊdÜÔ×ÑÉ̇dluz{mrd®ÙdÎØdÆÙdÙÍÎØdÕÔÎÓÙdÎÓdÙÍÊdÓÔÛÊÑdÙÍÆÙd
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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 

ÓÔdØÎÌÓÎËÎÊÉpdÙÍÊÞdÆ×ÊdØÎÒÕÑÞd§Ú×ÐỄØdÆ×ÇÎÙ×Æ×ÞdØÎÒÚÑÆÈ×ÆdÔËdÈÑÚÊØrd¹ÍÊdNew York 
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 

as a logical progression, ̆ÎÙd ÇÊÈÔÒÊØd ÙÍÊd ÐÎÓd of movie one watches with 

ÎÓÈ×ÊÆØÎÓÌdÊÝÈÎÙÊÒÊÓÙdÚÓÙÎÑdÔÓÊdÌÊÙØdÙÔdÙÍÊdÊÓÉdÆÓÉdÆØÐØpd̂®ØdÙÍÆÙdÆÑÑdÙÍÊ×ÊdÎØ¤̃̇d

l¨ÆÓÇÞdumrd¨ÆÓÇÞ̃ØdÔÛÊ×ÆÑÑdÎÒÕ×ÊØØÎÔÓdÔËdÙÍÊdËÎÑÒdÜÆØdËÆÛÔ×ÆÇÑÊpdÍÔÜÊÛÊ×pdÆØdÍÊd

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 he 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 

ÑÎÓÐØ~d§ÑÆÓÐ̃Ø murders were 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 

¸×r̃ØpdÆÓÉdÍÊÓÈÊd¶ÚÎÓÓ̃ØpdÜÆÓÉÊ×ÎÓÌØdÙÍ×ÔÚÌÍd³ÊÜd¾Ô×Ðrd¹ÍÊdËÎ×ØÙdÈÍÆ×Ùdl¦ÚØÙÊ×d

utzmdÎØdÆdÛÎØÚÆÑd×ÊÕ×ÊØÊÓÙÆÙÎÔÓdÔËdÇÔÙÍdÙÍÊdÈÎÙÞdÆÓÉpdÒÔ×ÊdÎÒÕÔ×ÙÆÓÙÑÞpdÔËd¶ÚÎÓÓ̃Ød

faith in order and sense. The next chart, however, gives a graphic of 

×ÆÓÉÔÒÓÊØØpd ÔËd ̆ÜÆÓÉÊ×ÎÓÌØ̇d lut{mrd ¶ÚÎÓÓd ÆÙd ËÎ×ØÙd ×ÊËÚØÊØd ÙÔd ÆÈÈÊÕÙd ÙÍÎØd

×ÆÓÉÔÒÓÊØØ~d̆ÍÊdÈÔÓÙÎÓÚÊÉdÙÔdÉÎØÇÊÑÎÊÛÊdÙÍÊdÆ×ÇÎÙ×Æ×ÎÓÊØØdÔËd¸ÙÎÑÑÒÆÓ̃ØdÆÈÙÎÔÓØrd

­ÊdÜÆÓÙÊÉdÙÍÊ×ÊdÙÔdÇÊdÆdØÊÓØÊdÙÔdÙÍÊÒpdÓÔdÒÆÙÙÊ×dÍÔÜdÔÇØÈÚ×Ê̇dlut}mrd±ÎÐÊdÙÍÊ 

detective of Tightropepd¶ÚÎÓÓdÎÒÕÔØÊØdÔ×ÉÊ×dlÔ×dÑÆÜpdÎÓdªÆØÙÜÔÔÉ̃ØdÈÆØÊmdÔÓdÙÍÊd
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 

̆ÙÍÊdÆÓØÜÊ×dØÊÊÒÊÉdÎÓÊØÈÆÕÆÇÑÊṗdÆÓÉdÙÍÊdÕÎÈÙÔ×ÎÆÑdÛÊ×ØÎÔÓdÔËdÙÍÊdÈÎÙÞdØÊÊÒØdÙÔd

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

ÎÒÕÔØÊd ØÔÒÊd Ô×ÉÊ×d ÔÓd ÙÍÊÎ×d ÒÊÆÓÎÓÌÑÊØØd ÜÆÓÉÊ×ÎÓÌØd ÎÓd ÙÍÊd ÈÎÙÞpd ÍÎØd ̆ÒÎÓÉd

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

ÙÍÎÓÌÑÊØØdÜÔ×ÉØ̇dluuwmrd¹ÍÊdÈÎÙÞpdÙÍÊdØÊÙÙÎÓÌdËÔ×d¶ÚÎÓÓ̃ØdÉÊÙectivry, is a place 

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 

dispersinÌd ¶ÚÎÓÓ̃Ød ÛÊ×Þd ÒÎÓÉd ÎÓÙÔd Æd ̆ÓÊÛÊ×ÑÆÓÉd ÔËd Ë×ÆÌÒÊÓÙØ̇˿meaningless 

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 

Ë×ÔÒd̆ÓÔ×ÒÆÑd×ÊÆÑÎÙÞ̇dÎÓÙÔdÙÍÊdØÚ××ÊÆÑdÓÆÙÚ×ÆÑÑÞdÆÓÙÎÈÎÕÆÙÊØdÙÍÊdÕÔØÙÒÔÉÊ×ÓdÓÔÎ×̃Ød

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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Quarterly 42.3 (1989): 23  ˾31. 

First Deadly Sin, the. Dir. Brian G. Hutton. Perf. Frank Sinatra and Faye  

Dunnaway. Artanis Productions, 1980.  

­ÔÑÒÑÚÓÉpd¨Í×ÎØÙÎÓÊrd̆¸ÊÝÚÆÑÎÙÞdÆÓÉdµÔÜÊ×dÎÓd²ÆÑÊd©ÔÕÕÊÑÌÆÓÌÊ×dCinema: The  

¨ÆØÊdÔËd¨ÑÎÓÙdªÆØÙÜÔÔÉkØd̂¹ÎÌÍÙ×ÔÕÊr̃ḋd¨ÎÓÊÒÆd¯ÔÚ×ÓÆÑdvzrudlu}|zm~dwud ˾
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®Ód¸ÆÒÚÊÑd§ÊÈÐÊÙÙ̃ØdÆÇØÚ×ÉÎØÙdÕÑÆÞdWaiting for Godot, we watch two 

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 ÊÝÍÎÇÎÙØdÆÑÑdÔËdÙÍÊdËÚÓÉÆÒÊÓÙÆÑdÊÑÊÒÊÓÙØdÔËdÙÍÊÆÙ×ÊdÔËdÙÍÊdÆÇØÚ×Érd̆¦dÙÞÕÊdÔËd

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 condition ÎÓdÆdÇÆØÎÈdÔ×dÊÝÎØÙÊÓÙÎÆÑdÜÆÞ̇dl¼Ô×ÙÍÊÓ 1489). In the twenty-

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 a˾n abstract setting, an illogical action, an 

expression of the human condition and using examples from Waiting For Godot, I 
will reveal how the television series Arrested Development is 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 

ÔÇØÊ×ÛÆÙÎÔÓ~d̆ªÛÊ×ÞÙÍÎÓÌ̃ØdÉÊÆÉdÇÚÙdÙÍÊdÙ×ÊÊ̇dl§ÊÈkett 60). The drudgery of 

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 

ÙÔdÐÊÊÕdÚÕdÙÍÊdËÆīÆÉÊdÔËdÙÍÊÎ×dÜÊÆÑÙÍÞdÑÎËÊØÙÞÑÊpdÊÛÊÓdÙÍÔÚÌÍdÙÍÊdÛÊ×ÞdËÔÚÓÉÆÙÎÔÓd

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 

ÆÑÑÚÉÊØdÙÔdÙÍÊdËÆīÆÉÊdÆÓÉdØÙÆÙÊdÔËdÙÍÊd§ÑÚÙÍdËÆÒÎÑÞrd¹ÍÊÞdÊÓÌÆÌÊdÎÓdÆÉÔÕÙÎÓÌd

children for appearances or jealousy, questionable paternity, and fraudulent 

mÆ××ÎÆÌÊØpdÙÔdÓÆÒÊdÆdËÊÜdÎØØÚÊØrd²ÎÈÍÆÊÑdÍÎÒØÊÑËdÒÆÐÊØdÙÍÊdÈÔÒÒÊÓÙdÙÍÆÙd̆Æd

§ÑÚÙÍdËÆÒÎÑÞdÕÆ×ÙÞdÎØdÓÔdÕÑÆÈÊdËÔ×dÈÍÎÑÉ×ÊÓ̇dl²Þd²ÔÙÍÊ×pd¹ÍÊd¨Æ×mrd¯ÚØÙdÜÍÊÓd

ÙÍÊÞdÈÔÚÑÉÓ̃ÙdØÎÓÐdÆÓÞdÑÔÜÊ×pdÎÉÊÓÙÎÈÆÑdÍÔÒÊØdÆ×ÊdËÔÚÓÉdÎÓdØÚÇÉÎÛÎØÎÔÓØdÎÓd®×ÆÖpd

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 MÎÈÍÆÊÑ̃Ød×ÊØÕÔÓØÊdÎØd̆Ç×ÊÆÐËÆØÙṙd

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 

ØÑÊÊÕÎÓÌdÇÆÌØdlµÎÑÔÙmrd¦ÓdÊÆ×ÑÞdÉÊËÎÓÎÙÎÔÓdÔËdÆÇØÚ×ÉÎÙÞdÜÆØd̆ÔÚÙdÔËdÍÆ×ÒÔÓÞdÜÎÙÍd

×ÊÆØÔÓpdÎÑÑÔÌÎÈÆÑ̇dl¼Ô×ÙÍÊÓd|{{mrdd®ÙdÎØÓ̃ÙdÑÔÌÎÈÆÑdËÔ×dÆdÒÆÓdÙÔdØÑÊÊÕdÎÓdÙÍÊdÆÙÙÎÈdÔËd

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 

ÉÞØËÚÓÈÙÎÔÓdÆÓÉdÓÊÊÉÎÓÊØØrd²ÎÈÍÆÊÑd§ÑÚÙÍ̃ØdØÚ××ÔÚÓÉÎÓÌØdÇÊÈÔÒÊdÆd×ÊËÑÊÈÙÎÔÓdÔËd

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 

ÒÊÒÇÊ×̃ØdÍÆÓÉpdÆÑÑdÔËdÜÍÎÈÍdÙÊÆ×dÆÙdÙÍÊdËÆÒÎÑÞ̃ØdÆÑ×ÊÆÉÞdØÍÆÐÞdËÔÚÓÉÆÙÎÔÓrdd

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 

ËÆÒÎÑÞdÐÊÊÕÎÓÌdÚÕdÆÕÕÊÆ×ÆÓÈÊØrd̆̌¨ÚÙdÔËËdË×ÔÒdÍÎØd×ÊÑÎÌÎÔÚØpdÒÊÙÆÕÍÞØÎÈÆÑdÆÓÉd

transcendental roots, man is lost; all his actions become senseless, absurd, 

ÚØÊÑÊØØ̇dl§×ÔÈÐÊÙÙdy}umrd¹ÍÊd§ÑÚÙÍØpdÍÆÛÎÓÌdÓÔdÙ×ÆÓØÈÊÓÉÊÓÙÆÑdÇÆØÊpdÍÆÛÊd

nothing to hold on to, so they turn to family in order to rebuild their empire. The 

ÆÇØÚ×ÉÎÙÞdÈÔÒÊØdÆØdÆd×ÊØÚÑÙdÔËdÙÍÎØdÆÇØÊÓÈÊpdÆÓÉdÎØdÊÒÕÍÆØÎßÊÉdÇÞd²ÎÈÍÆÊÑØ̃dÔÜÓd

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 

ÒÔÒÊÓÙØrd­ÊdÙ×ÎÊØdÙÔdÙÆÐÊdÍÎØdÇ×ÔÙÍÊ×̃ØdÌÎ×ÑË×ÎÊÓÉpdl²Æ×ÙÆd¨ÔÒÕÑÊÝmdÚÕØÙÆÌÊdÆd

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 

ÙÊÆÈÍdÍÎØdØÔÓdÙÔdÇÊdÌÔÔÉrd©ÊØÕÎÙÊdÆÑÑdÙÍÊd̆ÔÚÙdÔËdÍÆ×ÒÔÓÞṗdÔ×d̆ÎÑÑÔÌÎÈÆÑ̇dÆÈÙÎÔÓØd

Michael eventually finds the meaning of family in the preservation of hÎØdØÔÓ̃Ød

decency, a decency that comes into qÚÊØÙÎÔÓdÙÍ×ÔÚÌÍd¬ÊÔ×ÌÊd²ÎÈÍÆÊÑ̃Ø feelings 

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 

ÇÑÊÊÉØdÎÓÙÔd²ÎÈÍÆÊÑØ̃d×ÊÑÆÙÎÔÓØÍÎÕdÜÎÙÍd¬ÊÔ×ÌÊd²ÎÈÍÆÊÑdÆØdÍÊdÙÆÐÊØdÔÛÊ×dÙÍÊd

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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¦ÉÆÒdÎÓd²ÎÈÍÊÑÆÓÌÊÑỖØd̆¹ÍÊd¨×ÊÆÙÎÔÓṙdd¼ÍÊÓdÙÍÊdÈÚ×ÙÆÎÓdÌÔÊØdÚÕpd¬ÊÔ×ÌÊd

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, 

ÜÍÎÑÊdÓÊÎÙÍÊ×dÑÔÌÎÈÆÑdÓÔ×dÇÆÑÆÓÈÊÉpdØÊÙdÚÕdÙÍÊdÕ×ÊØÊÓÈÊdÔËdÒÊÆÓÎÓÌdÎÓdÙÍÊdËÆÒÎÑÞ̃Ød

meaninglessness.   

 While Arrested Development was critically acclaimed, it was charged by 

the Fox Network with not finding an audience. Those who watched it were 

ÉÊÛÔÙÊÉpdØÔdÜÍÞdÜÊ×ÊdØÔdÒÆÓÞdÕÊÔÕÑÊdÒÎØØÎÓÌdÎÙ¤d̆¼ÍÆÙdÍÆÉdÇÊÜÎÑÉÊ×ÊÉdÙÍÊd

sophisticated audiences of Paris, London and New York was immediately 

Ì×ÆØÕÊÉdÇÞdÆÓdÆÚÉÎÊÓÈÊdÔËdÈÔÓÛÎÈÙØ̇dl¼Ô×ÙÍÊÓd|{ymrd¹ÍÊÞdÚÓÉÊ×Øtood what it 

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 

ÔËdÙÍÊÎ×dÕÆ×ÊÓÙØdÙÍÊÞdØÙÎÑÑdØÙ×ÚÌÌÑÊdÙÔdËÎÝpdÔ×dÙÍÊdÒÎØÙÆÐÊØdÙÍÊÞ̃×ÊdÒÆÐÎÓÌdÜÎÙÍd

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 

ÈÔÓÉÎÙÎÔÓdÎØrd¦ÉÛÆÓÈÊÉdÆÚÉÎÊÓÈÊØdÉÎÉÓ̃ÙdØÊÊdÎÙdËÔ×dGodot, the less educated, 

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 

ÚØdÙÔdÆdÉÊÊÕÊ×dÒÊÆÓÎÓÌrdd̆¹ÔdÊÝÕress its sense of the senselessness of the 

human condition and the inadequacy of the rational approach by the open 

ÆÇÆÓÉÔÓÒÊÓÙdÔËd×ÆÙÎÔÓÆÑdÉÊÛÎÈÊØdÆÓÉdÉÎØÈÚ×ØÎÛÊdÙÍÔÚÌÍÙ̇dlªØØÑÎÓ 6).  In the 

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.  

 ®ÓdÆÑÑdÙÍÊdØÞÒÇÔÑÎØÒdÔËdÙÍÊdËÆÒÎÑÞ̃ØdÉÔÜÓËÆÑÑdÙÍÊ×ÊdÎØdÆÓdÚÓÉÊ×ÑÞÎÓÌd

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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̆²Þd²ÔÙÍÊ×pd¹ÍÊd¨Æ×ṙ  Arrested Development. Dir. Jay Chandrasekhar.  

Twentieth Century Fox Television. December 21, 2003. 
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̆µÎÑÔÙṙddArrested Development.  Dir. Anthony Russo and Joe Russo.  

Twentieth Century Fox Television.  November 2, 2003. 
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DeMille: Master of the American Biblical Epic 

 

Producer-director1 Cecil B. DeMille2 (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; 

´××ÎØÔÓ d·ÎÓÌÌÔÑÉdÆÓÉd§ÔÉÊÊÓmrd³ÔÙdÔÓÑÞdÉÎÉd©Ê²ÎÑÑÊdÍÊÑÕdÎÓØÙÎÙÚÙÊd̆ÙÍÊd¦ÌÊdÔËd

­ÔÑÑÞÜÔÔÉ̇d lµÆÌÑÎÆd uvmpd ÇÚÙd ÙÍÎØd ÕÎÔÓÊÊ×ÎÓÌd ̆auteur of auteurṡd l»ÎÉÆÑ 303) 

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 

°̆ÎÓÌd ÔËd ÙÍÊd ÊÕÎÈd §ÎÇÑÎÈÆÑd ØÕÊÈÙÆÈÚÑÆ×̇d l«ÎÓÑÊ×d wvmpd ÙÍÊd ̆ÍÎÌÍd Õ×ÎÊØÙd ÔËd ÙÍÊd

×ÊÑÎÌÎÔÚØdÌÊÓ×Ê̇dl­ÔÑÑÔÜÆÞdvzmdÆÓÉdÙÍÊd̆Æ×ÈÍdÆÕÔØÙÑÊdÔËdØÕÊÈÙÆÈÑÊ̇dl¨ÑÆÕÍÆÒdvumd

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

                                                 
1
 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. 
 
2
 ²ÆÓÞdØÈÍÔÑÆ×ØdÍÆÛÊdØÕÊÑÑÊÉd¨ÊÈÎÑ̃ØdØÚ×ÓÆÒÊdÆØd̆©Êd²ÎÑÑÊ̇dÔ×d̆ÉÊd²ÎÑÑÊ̇dÔ×d̆ÉÊ²ÎÑÑÊ̇dÍÔÜÊÛÊ×pd
ÙÍÊdÈÔ××ÊÈÙdÕ×ÔËÊØØÎÔÓÆÑdØÕÊÑÑÎÓÌdÎØd̆©Ê²ÎÑÑÊ̇dl©Ê²ÎÑÑÊdÆÓÉd­ÆÞÓÊdzmpdÜÍÎÈÍdÜÎÑÑdÇÊdÚØÊÉdÍÊ×ÊÎÓd

as appropriate. 
 



Velox: Critical Approaches to Contemporary Film 22 

 

DeMille deserved these critical, artistic and industry accolades, especially 

for his page-to-projector adaptation of the Samson saga based upon Judges 13-

16.3 This Technicolor testament ÜÆØdÈÔÓØÎÉÊ×ÊÉdÆd̆ÜÆÙÊ×ØÍÊÉdËÎÑÒ̇dl¸ÈÍÆÙßdw}xmd
ÙÍÆÙdÍÆÉd̆ØÊÙdÙÍÊdÕÆÙÙÊ×ÓdËÔ×dÙÍÊdÕÔØÙ-ÜÆ×dÈÞÈÑÊ̇ (Eldridge 145) and triggered 

the 1950-60s rash of Hollywood Bible films that reinvigorated the disparaged 

beard-and-ÇÆÙÍ×ÔÇÊd ÌÊÓ×Êrd ³ÔÜÆÉÆÞØpd ̆ÙÊÑÊÛÎØÊÉd ©Ê²ÎÑÑÊd ÎØd ÊØØÊÓÙÎÆÑÑÞd ÙÍÊd

§ÎÇÑÊdËÔ×dÙÍÊd¹»dÌÊÓÊ×ÆÙÎÔÓ̇dl§×ÔÉÊdz|mdÜÍÎÑØÙdSamson and Delilah̃Ød×ÊÕÚÙÆÙion 

ÍÆØd̆stabilized ÎÓÙÔdÔÓÊdÔËdÈÆÒÕd×ÊØÕÊÈÙÆÇÎÑÎÙÞ̇dl²Ú×ÕÍÞdut}-110). 

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 

ªÝÚÒdÈÑÆÎÒÊÉdÙÍÆÙdÎÙ~d̆ÔËËÊ×ØdÆdÌÔÔÉdÊÝÆÒÕÑÊdÔËdÈÎÓÊÒÆÙÎÈdÎÒÕÆÈÙdÔÓdÙÍÊdÈÚÑÙÚ×Êd

ÆÙdÑÆ×ÌÊ̌ÆÓÉdÙÍ×ÔÚÌÍd×ÊÕÊÆÙÊÉdÙÊÑÊÛÎØÎÔÓdØÍÔÜÎÓÌØdÎÙdÈÔÓÙÎÓÚÊØdÙÔdÇÊdÎÓËÑÚÊÓÙÎÆÑd

ÎÓd ËÔ×ÒÎÓÌd ÕÊÔÕÑỄØd ÔÕÎÓÎÔÓØd ÆÇÔÚÙd ÙÍÊd ÇÎÇÑÎcal story. For all its hokeyness 

Samson and Delilah ÎØd Æd Ç×ÎÑÑÎÆÓÙd ËÎÑÒ̇d lPlotted 13). Biblicist David Jasper 

likewise claimed: 

 

®ÓdÙÍÊd­ÔÑÑÞÜÔÔÉdÙ×ÆÉÎÙÎÔÓdÔËd´ÑÉd¹ÊØÙÆÒÊÓÙdÊÕÎÈØ̌ÙÍÊdÈÎÓÊÒÆdÍÆØd

occasionally contributed in a significant way to the history of 

ÇÎÇÑÎÈÆÑdÎÓÙÊ×Õ×ÊÙÆÙÎÔÓØ̌ÒÔØÙdÓÔÙÆÇÑÞdÎÓdÙÍÊdËÎÌÚ×ÊdÔËd¨ÊÈÎÑd§rd©Êd

Mille in films like Samson and Delilah (1949) and The Ten 
Commandments lu}yzm̌À©Ê²ÎÑÑÊÂd×Ê-reads the text of the Book of 

Judges midraschically as a love story which shifts the coherent and 

ÉÊÍÚÒÆÓÎßÎÓÌdÇÎÇÑÎÈÆÑdÕÊ×ØÕÊÈÙÎÛÊdÔËd®Ø×ÆÊÑ̃ØdØÆÑÛÆÙÎÔÓdÍÎØÙÔ×ÞdÆÓÉd

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 

mainstrÊÆÒd ÇÎÇÑÎÈÆÑd ØÈÍÔÑÆ×ØÍÎÕd ÇÊÈÆÚØÊd ©Ê²ÎÑÑÊd ÍÆÉd ̆×ÊÆÉd ÙÍÊd §ÎÇÑÊd ÆÓÉd

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 

ÆØØÚÒÕÙÎÔÓØdÙÍÆÙdÔËÙÊÓdÚÓÉÊ×ÑÎÊdÔÚ×d×ÊÆÉÎÓÌdÔËd¸È×ÎÕÙÚ×ÊdÆÓÉdÙÍÊd§ÎÇÑÊṙ 

DeMille, the self-confessed pop culture professional (DeMille and Hayne 

u}ymdÍÆÉdÊÓÌÆÌÊÉdÎÓdÜÍÆÙdÙÔÉÆÞ̃ØdÙÍÊÔÑÔÌÎÆÓØdÜÔÚÑÉdÈÆÑÑdÆd̆ÍÊ×ÒÊÓÊÚÙÎc of 

ÎÒÆÌÎÓÆÙÎÔÓ̇dl«ÎÔ×ÊÓßÆdu|umdÜÎÙÍdÍÎØdÈÎÓÊÒÆÙÎÈd×ÊÓÉÎÙÎÔÓØdÔËd­ÔÑÞd¼×ÎÙdËÔ×dÒÆØØd

                                                 
3
 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, 

Õ×ÆÞÊ×dÆÓÉd×ÎÙÚÆÑdÙÔdÈ×ÊÆÙÊdÆd̆ÉÎËËÊ×ÊÓÙ̇d×ÊÑÎÌÎÔÚØdÎÒÆÌÎÓÆÙÎÔÓrd´ÓÑÞd©Ê²ÎÑÑÊ-the-

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 DelilahpdÎÙd̆ÎØdÇÆØÎÈÆÑÑÞdÆdØÊÝdØÙÔ×Þdand when you 

ÌÊÙdÔÓÊdÎÓdÇÎÇÑÎÈÆÑdÌÆ×ÇdÆÕÕÆ×ÊÓÙÑÞdÞÔÚdÈÆÓdÔÕÊÓdÞÔÚ×dÔÜÓdÒÎÓÙ̇dl¬ÚØØÔÜd|umr 

 

DeMille: The Artistically Unappreciated and Derided Filmmaker 

 

As a leading cinematic lay preacher who utilized the silver screen as his 

sermonizing tool, DeMille is ËÔ×ÒÎÉÆÇÑÊpdÎÒÕÔ×ÙÆÓÙpdÇÚÙdØÙÎÑÑd­ÔÑÑÞÜÔÔÉ̃ØdÇÊØÙ-

known, unknown. The breadth, depth, range and sheer inventiveness of his 

artistic prowess from 1913-1959 is still unappreciated to date, although this is 

ØÑÔÜÑÞdÈÍÆÓÌÎÓÌdÆØd×ÊÈÊÓÙÑÞdÈÔÓËÊØØÊÉdÇÞd©Ê²ÎÑÑỄØddirectorial peer, George 

Cukor: 

 

A long time ago I thought what he [DeMille] did was a big joke, just 

Õ×ÊÕÔØÙÊ×ÔÚØpdÆÓÉd®dÈÔÚÑÉÓ̃ÙdÚÓÉÊ×ØÙÆÓÉdÜÍÞdÙÍÊdÆÚÉÎÊÓÈÊdÜÊÓÙdËÔ×d

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 I saw The Ten Commandments Àu}yzÂ̌ÎÙdÜÆØdÕ×ÊÕÔØÙÊ×ÔÚØd

from the word go but I 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 

ÜÊ×Êd×ÎÛÊÙÊÉdÙÔdÞÔÚ×dØÊÆÙrd¹ÍÆÙ̃ØdÊÝÆÈÙÑÞdÜÍÆÙdÍÊdÜÆØ~dÆdÌ×ÊÆÙpd

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

and froth but the man did tell a storyrd¹ÍÆÙdÜÆØd©Êd²ÎÑÑỄØdÌ×ÊÆÙd
talent and the secret behind his popular success. (Long 27) 

 

²Ô×ÊÔÛÊ×pdÔÓÊdÔËdÙÍÊdÒÆÓÞdÙ×ÆÉÊdØÊÈ×ÊÙØdÇÊÍÎÓÉd©Ê²ÎÑÑỄØdÌ×ÊÆÙdØÙÔ×Þ-

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 

§×ÞÓÓÊ×̃ØdÕortrayal of Pharaoh Rameses in his second The Ten Commandments 

ÆÓÉdÙÍÊdÆÈÈÚØÆÙÎÔÓdÙÍÆÙdÎÙdÜÆØdÆÑÒÔØÙdÙÍÊdØÆÒÊdÕÊ×ËÔ×ÒÆÓÈÊdÆØd§×ÞÓÓÊ×̃Ød°ÎÓÌd

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 I 
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] 

 

B×ÞÓÓÊ×̃ØdØÚÇÙÑÞdÌ×ÆÉÊÉdÕÊ×formance was a function of his acting skill and 

¨ÊÈÎÑ̃ØdÎÓÙÊÓØÊdÈÔÆÈÍÎÓÌdÙÔdÙÍÊdÕÔÎÓÙdÜÍÊ×Êd¾ÚÑd̆ÇÊÈÆÒÊdÆÓdÊÝÙÊÓØÎÔÓdÔËdÙÍÊd

ÔÑÉÊ×dÒÆÓ̃ØdÒÎÓÉdÆÓÉdÇÊÍÆÛÎÔÚ×̇dl·ÔÇÇÎÓØdy}mrd¼ÍÎÑØÙd©Ê²ÎÑÑỄØdÎÓÙÊÓØÊdÈÔÆÈÍÎÓÌd

was itself a function of his auteur desire to shape his actors and film to reflect 

his ÕÊ×ØÔÓÆÑÎÙÞdÆÓÉdÕ×ÔÉÚÈÊd̆ÙÍÆÙdØÕÊÈÎÆÑd©Ê²ÎÑÑÊdÙÔÚÈÍ̇dlµÎÈÐÆ×Éd|tmdËÔ×dÜÍÎÈÍd

he became indelibly infamous and turned into an enduring Hollywood brand. 

Samson and Delilah was constructed no less deliberately or artfully. 

NoÙdÔÓÑÞdÍÆØd©Ê²ÎÑÑỄØdÊÓÌÎÓÊÊ×ÎÓÌdÔËdØÚÇÙÑÊdÛÆ×ÎÆÙÎÔÓdÇÊÊÓdË×ÊÖÚÊÓÙÑÞd

ignored, but the cognoscenti, literati and aesthete often accused him of many 

ÆÊØÙÍÊÙÎÈd È×ÎÒÊØrd «Ô×d ÊÝÆÒÕÑÊpd ÎÙd ÜÆØd ÈÑÆÎÒÊÉd ÙÍÆÙd ÙÍÊ×Êd ̆ÜÊ×Êd ÓÊÛÊ×d ÆÓÞd

graduations of character in Cecil B. ©Ê²ÎÑÑỄØdÜÔ×ÑÉ̇dl§ÔÓÆdyymdÇÊÈÆÚØÊdÍÊdÜÆØd

̆ÆdÙÍÔ×ÔÚÌÍÑÞdÕÊÉÊØÙ×ÎÆÓdÉÎ×ÊÈÙÔ×̇dlµ×ÊØÙÔÓd¸ÙÚ×ÌÊØdÎÓd¯ÆÈÔÇØdu|tmpd̆ÆdÙÍÎ×É-rate 

purveyor of historically distorted, paper-ÉÔÑÑd ÊÕÎÈØ̇d l¹×ÊÓÙd u{vmd ÙÍÆÙd ÜÊ×Êd

̆ÌÊÓÊ×ÆÑÑÞdØÚÕÊ×ËÎÈÎÆÑdÆÓÉ̌ÆÉÉÊÉdÓÔÙÍÎÓÌdÙÔdËÎÑÒdÆ×Ù̇dlWexman 83). DeMille was 

ÆÑØÔdÆÈÈÚØÊÉdÔËdÇÊÎÓÌdÆd̆ØÍÔÜÒÆÓd×ÆÙÍÊ×dÙÍÆÓdÆdÉÎ×ÊÈÙÔ×̇dlªÞÑÊØdxymdÜÍÔdÍÆÉd

̆ÓÔdÕÆ×ÙÎÈÚÑÆ×dÙÆÑÊÓÙrd­ÊdÎÓØÕÎ×ÊÉdÓÔdÎÓÉÎÛÎÉÚÆÑdÕÊ×ËÔ×ÒÊ×̇dl²ÆÓÈÍÊÑdx{mdÇÊÈÆÚØÊ~d

̆®ÓØÕÎ×ÆÙÎÔÓÆÑÑÞdÆÓÉdÎÒÆÌÎÓÆÙÎÛÊÑÞpd¨§dÜÆØdØÙÊ×ÎÑÊrd­ÎØdØÙÔ×ÎÊØpdØÎÙÚÆÙÎÔÓs and 

characters were, almost without exception, unintelligent, unintuitive, and 

ÕØÞÈÍÔÑÔÌÎÈÆÑÑÞdÆÉÔÑÊØÈÊÓÙ̇dl³Ô×ÒÆÓd§ÊÑd¬ÊÉÉÊØdÎÓd¬×ÊÊÓdu}umrd¬ÊÓ×Ê-wise, 

©Ê²ÎÑÑÊdÜÆØdÈÔÓØÎÉÊ×ÊÉd̆ØÎÑÑÎÊØÙdÎÓdÍÎØdÇÎÇÑÎÈÆÑdÆÓÉd·ÔÒÆÓdËÎÑÒØ̇dl¹ÍÔÒØÔÓdu|vmd

with Samson and Delilah ÇÊÎÓÌd̆ÈÊ×ÙÆÎÓÑÞdÙÍÊdÜÔ×ØÙdÆÓÉdÒÔØÙdÆÇØÚ×ÉdÔËdÆÑÑdÍÎØd

ËÎÑÒØdÎÓdÙÍÆÙdÌÊÓ×Ê̇dl³Ô×ÒÆÓdu|vmpdÆÓÉdØÔdÔÛÊ×ÆÑÑ~d̆®ÙdÎØdÓÔdÑÔÓÌÊ×dËÆØÍÎÔÓÆÇÑÊdÙÔd

ÆÉÒÎ×Êd©Êd²ÎÑÑÊ̇dl¬ÎÆÓÓÊÙÙÎdÆÓÉdªÞÒÆÓdxtmrd¹ÍÊØÊdÉÊ×ÔÌÆÙÔ×ÞdÈÑÆÎÒØdÆ×ÊdËÎ×ÒÑÞd

rejected because they are seriously mistaken and in need of urgent correction. 

©ÊØÕÎÙÊd ©Ê²ÎÑÑỄØd ÑÊÌÊÓÉÆ×Þd ÉÎ×ÊÈÙÔ×d ×ÊÕÚÙÆÙÎÔÓpd ÎÈÔÓÎÈd ØÙÆÙÚØd ÆÓÉd

professional longevity during the Golden Age of Hollywood, serious film 
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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 ÎØdÓÊÊÉdÇÊËÔ×Êd¨ÊÈÎÑ̃ØdÆÊØÙÍÊÙÎÈdÙÆÑÊÓÙØdÈÆÓdÇÊd

fully revealed and appreciated, just as Henry Wilcoxon had predicted decades 

ÆÌÔdÜÍÊÓdÍÊdØÆÎÉ~d̆¹×ÚÊd×ÊÈÔÌÓÎÙÎÔÓdËÔ×d©Ê²ÎÑÑỄØdÌ×ÊÆÙÓÊØØdÜÎÑÑdÈÔÒÊdÒÆÓÞd

ÞÊÆ×ØdÆËÙÊ×dÍÎØdÉÊÆÙÍ̇dlªØØÔÊdÆÓÉd±ÊÊdv{zmr 

 

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 

¨ÊÈÎÑ̃s Samson saga utilizing humanist film criticism as the guiding analytical 

lens (i.e., examining the textual world inside the frame, but not the world outside 

the frame˿ØÊÊd §ÞÜÆÙÊ×d ÆÓÉd ¸ÔÇÈÍÆÈÐmrd ¹ÍÊd ÊÝÕÑÎÈÆÙÎÔÓd ÔËd ©Ê²ÎÑÑỄØd ÒÆÓÞd

varieties of pain engineereÉdÎÓÙÔdÙÍÎØdÆÓÈÎÊÓÙd̆ØÙÔ×ÞdÔËdØÊÝÞdØÙÔ×ÎÊØ̇dl¼Ú×ÙßÊÑd

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 

ÎÙdÙÔdÇÊd̆©Ê²ÎÑÑỄØdÌ×ÆÓÉÊØÙdÇÎÇÑÎÈÆÑdÊÕÎÈ̇dl²ÔØÊØdxuumpd̆ÆdÒÆØÙÊ×ÕÎÊÈÊdÔËdÇÎÇÑÎÈÆÑd

ËÎÑÒd ÒÆÐÎÓÌ̇d lªÝÚÒpdLethal vyymd ÆÓÉd ÔÓÊd ÔËd ̆ÙÍÊd ÒÔØÙd ×ÊÕ×ÊØÊÓÙÆÙÎÛe and 

ÎÈÔÓÔÌ×ÆÕÍÎÈÆÑd´ÑÉd¹ÊØÙÆÒÊÓÙdÉÊÕÎÈÙÎÔÓØdÔËdÙÍÊdÙÜÊÓÙÎÊÙÍdÈÊÓÙÚ×Þ̇dl¸ÔÑÔÒÔÓd

175). 

¹ÍÊdÊÝÙÊÓÙdÔËd©Ê²ÎÑÑỄØdËÎÑÒÒÆÐÎÓÌdØÐÎÑÑËÚÑÓÊØØdÎØdÊÛÊÓdÒÔ×Êd×ÊÒÆ×ÐÆÇÑÊd

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 

©Ê²ÎÑÑỄØdËÎÑÒÒÆÐÎÓÌdØÔÑÚÙÎÔÓØdÙÔdÙÍÊdÉÎËËÎÈÚÑÙÎÊØmdÎØdÈÔÒÕÑÊÝpdÎÓÙÊ×ÊØÙÎÓÌdÆÓÉd

worthy of many articles, but beyond the scope of this research. 

Nevertheless, one significant feature that impacts biblical filmmakers is 

ÙÍÆÙdØÆÈ×ÊÉdÙÊÝÙØdÆ×ÊdÕ×ÎÒÆ×ÎÑÞd̆ÈÔÒÕÔØÊÉdÔËdÊÛÊÓÙØdÆÓÉdÎÓÙÊ×ÆÈÙÎÔÓØpdÓÔÙdÔËd

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 

ÇÊÎÓÌØ̇dl²Ê×ÎÉÊÙÍd{tmpdÊØÕÊÈÎÆÑÑÞdÙÍÊdÎÓËÆÒÔÚØdfemme fatale Delilah (Judg. 16:4-

vtmrd ¼ÍÆÙÊÛÊ×d ©ÊÑÎÑÆÍ̃Ød ̆Ù×ÚÊ̇d ØÈ×ÎÕÙÚ×ÆÑd ×ÔÑÊpd ÕÔÑÎÙÎÈÆÑd ØÙÆÙÚØd Ô×d ÊÒÔÙÎÔÓÆÑd

ÆÑÑÊÌÎÆÓÈÊØpd̆ÒÔÉÊ×Ód×ÊÆÉÊ×ØdÜÆÓÙdÙÔdÚÓÉÊ×ØÙÆÓÉdÍÊ×dÒÔÙÎÛÆÙÎÔÓØdÕÊ×ÍÆps more 

ÙÍÆÓd ÆÓÈÎÊÓÙd ×ÊÆÉÊ×Ød ÉÎÉ̇d l§ÊÑÑÎØd uvzm d ÓÔ×d ÉÎÉd ©Ê²ÎÑÑÊ-the-popular-pleaser 

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 

ÈÍÆ×ÆÈÙÊ×ØpdÓÆÒÊÑÞ~dlumd­ÆßÊÑ̌pdlvmd­ÎØÍÆÒpdlwmd¸ÊÒÆÉÆ×pdlxmdÙÍÊd­Æ×ÑÔÙdÔËd¬ÆßÆpd

(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.4 

 

1.  Hazel (played by Fay Holden) 
 

¸ÆÒØÔÓ̃ØdÒÔÙÍÊ×dlÆÐÆd²ÆÓÔÆÍ̃ØdÜÎËÊmdËÊÑÙdÙÍÊ pain of disappointment and 

the pain of frustration ÔÛÊ×d¸ÆÒØÔÓ̃ØdÈÍÔÎÈÊdÔËdÆdµÍÎÑÎØÙÎÓÊdÒÆ××ÎÆÌÊdÕÆ×ÙÓÊ×d
instead of an Israelite woman (Judg. 14:3), and especially for rejecting her 

ÈÍÔÎÈÊdÔËd²Î×ÎÆÒdl´ÑÎÛÊd©ÊÊ×ÎÓÌmdËÔ×d¸ÆÒØÔÓ̃ØdÜÎËÊdÆÈÈÔ×ÉÎÓÌdÙÔd©Ê²ÎÑÑÊrd¦Ød

Hazel... (the truncated onscreen name for Hazeleponit) frustratingly complained 

ÙÔdÍÊ×dØÔÓ~d̆´ÍÍÍd¸ÆÒØÔÓpdÜÍÆÙdÜÎÑÑdÈÔÒÊdÙÔdÞÔÚdÔÓdÙÍÊd×ÔÆÉdÞÔÚ̃×ÊdÙ×ÆÛÊÑÎÓÌ¤̇d

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 ÉÚÊdÙÔd¸ÆÒØÔÓ̃ØdÈÆÕÙÚ×Êdl¯ÚÉÌrduz~vumdÆÓÉdØÚÎÈÎÉÆÑd

death (Judg. 16:30), whilst the Bible made this holy mother suffer a textual death 

ËÔÑÑÔÜÎÓÌd ¸ÆÒØÔÓ̃Ød ÆÇÔ×ÙÊÉd ÒÆ××ÎÆÌÊd ÙÔd ÙÍÊd µÍÎÑÎØÙÎÓÊd ÜÔÒÆÓd ÔËd ¹ÎÒÓÆÙÍd

(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 

ÙÍÊdÑÔÛÎÓÌdØÙÊ×ÊÔÙÞÕÎÈdÙ×ÆÎÙdÔËdÆÓdÎÉÊÆÑdÒÚÒmrd¬ÎÛÊÓd­ÆßÊÑrrr̃ØdÇÑÊÆÐdËÚÙÚ×ÊpdÙÍÎØd

                                                 
4
 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 

and hence under-appreciate DeMillẽØdÆÊØÙÍÊÙÎÈdØÐÎÑÑËÚÑÓÊØØdÎÓdÉÔÎÓÌdØÔpdÜÍÎÈÍdÎØdÙÍÊdÕ×ÎÒÆ×Þd

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. 
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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). 

©ÊÑÎÑÆÍ̃Ød ÔÜÓd ÎÒÕÑÎÊÉd ÉÊØÙÎÙÚÙÎÔÓd ÆÓÉd ÚÓÈÊ×ÙÆÎÓd ËÚÙÚ×Êd ÜÆØd ÆÓdanxious and 
emotionally draining ÙÎÒÊdÙÍÆÙdÜÆØdÈÔÓØÔÑÊÉdÔÓÑÞdÇÞd­ÎØÍÆÒ̃ØdÑÔÛÊdËÔ×dÍÊ×dÆÓÉd

her subsequent display of hurt-felt anger ÜÍÊÓdØÍÊd×ÊÕÊÆÙÊÉd¸ÆÒØÔÓ̃Ød̆ËÔ×ÐÊd-

ÙÔÓÌÚÊ̇dØÑÆÓÉÊ×dÆÇÔÚÙd©ÊÑÎÑÆÍrd®ÓdÉÔÎÓÌdØÔpdÓÔÙdÔÓÑÞdÍÆÉd­ÎØÍÆÒdÉÊÒÔÓØÙ×ÆÙÊÉd

empathetic female emotional bonding through shared misery, but she had 

ÚÓÎÓÙÊÓÙÎÔÓÆÑÑÞd×ÚÇÇÊÉdÙÍÎØdÕÆÎÓËÚÑd×ÊÒÎÓÉÊ×dÎÓÙÔd©ÊÑÎÑÆÍ̃ØdÊÒÔÙÎÔÓÆÑdØÔ×ÊdØÕÔÙpd

thus causing her mistress further misery by remembrance. 

Dramaturgically speaking, this scene reinforced the anti-Samson theme 

ÆÓÉdÕ×ÔÛÎÉÊÉdÙÍÊdÊÒÔÙÎÔÓÆÑdÕ×ÊÒÎØÊdËÔ×d©ÊÑÎÑÆÍ̃Ødpassionate revenge strategy 

ÆÌÆÎÓØÙd ¸ÆÒØÔÓ d ÆÑÔÓÌd ÜÎÙÍd ­ÎØÍÆÒ̃Ød ËÚÑÑd ÊÒÔÙÎÔÓÆÑd ØÚÕÕÔ×Ùd ÆÓÉd Õ×ÆÈÙÎÈÆÑd

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 uncertain 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 

µÍÎÑÎØÙÎÓÊd ÊÖÚÎÛÆÑÊÓÙd ÔËd ÙÍÊd ­ÊÇ×ÊÜd ­ÆßÊÑ̌d ×ÊÌÆ×ÉÎÓÌd ÕÍÞØÎÈÆÑd ØÎßÊpd ÆÌÊpd

appearance, domestic service, loyalty, friendship, suffering and future fate. 

 

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-
belonging ÎËdØÍÊdÉÎÉdÓÔÙdÊÝÙ×ÆÈÙd¸ÆÒØÔÓ̃Ød×ÎÉÉÑÊdØÊÈ×ÊÙdÆÓÉdÌÎÛÊdÎÙdÙÔdÍÎÒdÆÓÉdÍÊ×d

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 

ÍÊ×d ÆÓÉd ÍÊ×d ÍÔÚØÊÍÔÑÉd ØÍÔÚÑÉd ÙÍÊÞd ÑÔØÊd ¸ÆÒØÔÓ̃Ød ×ÎÉÉÑÊd ÈÔÒÕÊÙÎÙÎÔÓd l¯ÚÉÌrd
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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 humiliationrd ¦Ùd ÙÍÆÙd ÛÊ×Þd ÕÆÎÓËÚÑd ÒÔÒÊÓÙpd ©Ê²ÎÑÑỄØd
¸ÆÒØÔÓdÆÓÌ×ÎÑÞdØÆÎÉdÙÔd¸ÊÒÆÉÆ×~d̆¾ÔÚdÈÍÊÆÙdÇÊËÔ×ÊdÔÚ×dÜÊÉÉÎÓÌ̃ØdÉÔÓÊrd¹ÍÊd

ÈÆÙØdË×ÔÒdÙÍÊd¹ÎÒÓÆÙÍdÆÑÑÎÊØdÈÔÚÑÉdÑÊÆ×ÓdÒÚÈÍdË×ÔÒdÞÔÚṙ 

This emotionally charged DeMillean phrase was full of negative sexual 

ÎÒÕÔ×ÙdËÔ×dÙÍÊdÜÔ×Éd̆ÈÍÊÆÙ̇dÎØdÙ×ÆÉÎÙÎÔÓÆÑÑÞdÆdÈÔÉÊdÜÔ×ÉdËÔ×dÎÓËÎÉÊÑÎÙÞrd¼ÍÎÑØÙd

reference to alley cats ÎØdÈÔÉÊdËÔ×d̆ÆdÕ×ÔØÙÎÙÚÙÊpdÊØÕÊÈÎÆÑÑÞdÔÓÊdÜÍÔdÕ×ÔÜÑØdÎÓd

the night [or . . .] ÆÓÞdÕÊ×ØÔÓdÜÍÔdÎØdÑÔÔØÊdÎÓdØÊÝÚÆÑdÒÆÙÙÊ×Ø̇dl¸ÕÊÆ×ØdzmpdØÔd

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 

ÜÆØdÎÒÒÔÑÆÙÊÉdÇÞdÔÚÙ×ÆÌÊÉdµÍÎÑÎØÙÎÓÊØdÜÍÊÓd¹ÚÇÆÑ̃ØdÍÔÚØÊdÜÆØdÉÊØÙ×ÔÞÊÉdl¯ÚÉÌrd

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

ÈÔÓØÚÒÊÉdÆËÙÊ×d¸ÊÒÆÉÆ×̃ØdÔÜÓdËÎÊ×Þ consumption. 

 

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 

ÙÍÊdÙ×ÆÎÙÔ×dÜÍÔdÆÑÊ×ÙÊÉdÙÍÊdµÍÎÑÎØÙÎÓÊØdÙÔd¸ÆÒØÔÓ̃ØdÕ×ÊØÊÓÈÊdÎÓd¬ÆßÆdl§ÆÑdx} d

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, 

̆ËÔ×ÊÎÌÓdÕ×ÔØÙÎÙÚÙÊØd×ÊÕ×ÊØÊÓÙØdÔÓdÔÓÊdÕÆÙ×ÎÆ×Èhal level the densest accumulation 

of nÊÌÆÙÎÛÊdÖÚÆÑÎÙÎÊØdÎÒÆÌÎÓÆÇÑÊ̇dl¨ÆÒÕduvtmr 
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¦Ød Æd ÕÊ×ËÚÓÈÙÔ×Þd ØÊÝd ÔÇÏÊÈÙpd ÆØd ÎÒÕÑÎÊÉd ÇÞd ÍÊ×d ̆ÍÆ×ÑÔÙ̇d l¯ÚÉÌrd uz~umd

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 

ÛÊ×ÇÆÑÑÞd×ÊËÊ×ÊÓÈÊØdÙÔd¸ÆÒØÔÓ̃ØdÜÍÔ×ÎÓÌdÜÆÞØr When a defensive young Saul 

(Russell Tamblyn) had championed Samson at the Zorah water well, an 

ÎÓÈ×ÊÉÚÑÔÚØdµÍÎÑÎØÙÎÓÊdØÔÑÉÎÊ×d×ÊØÕÔÓÉÊÉ~d̆¸ÆÒØÔÓeě­ÊdØÆÛÊØdÍÎØdØÙ×ÊÓÌÙÍdËÔ×d

ÙÍÊdÜÊÓÈÍÊØėd©Ê²ÎÑÑỄØd×ÊËÊ×ÊÓÈÊdÙÔd̆ÜÊÓÈÍÊØ̇dÜÆØdÆÕÙdËÔ×dÙÍÎØdÎØdÆÓdÆ×ÈÍÆÎÈd

namÊd ËÔ×d ̆Æd Õ×ÔØÙÎÙÚÙÊ̇d Ô×d ̆ÙÔd Ë×ÊÖÚÊÓÙd ÙÍÊd ÈÔÒÕÆÓÞd ÔËd Õ×ÔØÙÎÙÚÙÊØ̇d ËÔ×d

promiscuous sex (Hanks et alrduzxzmrd¹ÍÊdÙÊ×Òd̆ÜÊÓÈÍÊØ̇dÎØdÈÊ×ÙÆÎÓÑÞdÑÊØØd
ÔËËÊÓØÎÛÊd ÙÔÉÆÞd ÙÍÆÓd ̆ÍÆ×ÑÔÙṗd ÊØÕÊÈÎÆÑÑÞd ËÔ×d Æd ÈÔÒÒÊ×ÈÎÆÑd ËÊÆÙÚ×Êd ËÎÑÒd ÙÍÆÙd

DeMille hoped would be seen by the whole family and be recommended by 

church leaders everywhere. 

©Ê²ÎÑÑÊdÆÑØÔdÆÛÔÎÉÊÉdÚØÎÓÌdÙÍÊdÙÊ×Òd̆ÍÆ×ÑÔÙ̇dÙÔd×ÊÉÚÈÊdÙÍÊdbeliever pain of 

those who saw Samson as a holy man rather than a frequenter of prostitutes, in 

ÆÉÉÎÙÎÔÓdÙÔdÍÎØdÔÛÊ×ÑÔÔÐÊÉd×ÔÑÊdÆØdÆd̆ÙÊ××Ô×ÎØÙdÍÎÙÒÆÓ̇dl¼ÎÈÐÊ×dxvmdÆÓÉdÙÍÊd̆¨ÍÊd

¬ÚÊÛÆ×ÆdÔËdÙÍÊd¸ÎÓÆÎdµÊÓÎÓØÚÑÆ̇dl¼Ú×ÙßÊÑdx{m. Consequently, DeMille had re-

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-ÆÕÔÑÔÌÎØÙ̃ØdÈ×ÆËÙÎÓÌdÔËd¸ÆÒØÔÓdÆØdÆdÍÊ×Ô-figure in keeping with his 

inclusion in the New TeØÙÆÒÊÓÙdÑÎØÙdÔËd¬ÔÉ̃ØdËÆÎÙÍËÚÑdl­ÊÇrduu~wvmpdÆÓÉdÆÑØÔdÜÎÙÍd

©Ê²ÎÑÑỄØdsubtextual 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 pain of family loss when her sister, father and 

comfortable home were consumed by the Philistine flames (Judg. 15:6). Later, 

©Ê²ÎÑÑỄØd©ÊÑÎÑÆÍdËÊÑÙdempathic pain and remorseful pain ÔÛÊ×d¸ÆÒØÔÓ̃ØdÇÊÙ×ÆÞÆÑpd

capture, physical blinding (Judg. 16:21), his prison house humiliation (Judg. 

uz~vumdÆÓÉdÍÎØdØÚÇØÊÖÚÊÓÙdÙÆÚÓÙÎÓÌdÎÓd©ÆÌÔÓ̃ØdÙÊÒÕÑÊdl¯ÚÉÌrduz~vymrd¦ÓÉdÔf 

course, Delilah felt the physical pain of her own crushing death during the 
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ÉÊØÙ×ÚÈÙÎÔÓdÔËd©ÆÌÔÓ̃ØdÙÊÒÕÑÊdl¯ÚÉÌrduz~v}-30) according to DeMille. This pagan 

ÙÊÒÕÑÊdÜÆØdÕÍÞØÎÈÆÑÑÞdÙÔÕÕÑÊÉdÇÞd¸ÆÒØÔÓpdÙÍÊdÎÓÉÎ×ÊÈÙdÆÌÊÓÙdÔËd©ÊÑÎÑÆÍ̃ØdÉÊÆÙÍpd

and with typical DeMillean irony, exactly the outcome Samson had previously 

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

¦Ød¦ÓÆÇÑÊd¹ÍÔÒÆØdÕÊ×ÈÊÕÙÎÛÊÑÞdÓÔÙÊÉ~d̆¹ÍÊ×ÊdÎØdÆdÈÊ×ÙÆÎÓdÊÑÊÒÊÓÙdÔËdØÆÉÔ-

ÒÆØÔÈÍÎØÒdÙÔdÙÍÊdØÙÔ×ÞdÔËd¸ÆÒØÔÓ̇dlwvumpdÜhich DeMille skillfully evoked in his 

cinematic rendition. 

¹ÍÊd§ÎÇÑÊdÉÔÊØdÓÔÙdÕÑÆÈÊd©ÊÑÎÑÆÍdÆÙd©ÆÌÔÓ̃ØdÙÊÒÕÑÊdÇÊÈÆÚØÊdØÍÊdØÚËËÊ×ØdÆd

ÙÊÝÙÚÆÑdÉÊÆÙÍdÆËÙÊ×d×ÊÈÊÎÛÎÓÌdÍÊ×d×ÊÜÆ×ÉdÔËdØÎÑÛÊ×dËÔ×d¸ÆÒØÔÓ̃ØdÈÆÕÙÚ×Êdl¯ÚÉÌrd

16:18-20), and yet, it is still a very plausible DeMillean extrapolation. As 

ÇÎÇÑÎÈÎØÙd¬ÎÊÓd°Æ×ØØÊÓdÆ×ÌÚÊÉ~d̆µ×ÔÇÆÇÑÞdÊÛÊÓd©ÊÑÎÑÆÍdÜÆØdÙÍÊ×ÊpdËÔ×dÍÔÜdÈÔÚÑÉd

ÙÍÊÞd ÈÊÑÊÇ×ÆÙÊd ØÚÈÍd ÆÓd ÊÓÔ×ÒÔÚØd ËÊÆØÙd ÜÎÙÍÔÚÙd ÙÍÊÎ×d ÍÊ×ÔÎÓÊ¤̇d lutxmd ÆÓÉd

̆ÙÍ×ÔÚÌÍdÜÍÎÈÍdØÍÊdÕ×ÔÇÆÇÑÞdÑÔØÙdÍÊ×dÑÎËÊ̇dlutymrd®ÓÙÊ×ÊØÙÎÓÌÑÞpdÉÎ×ÊÈÙÔ× Lee 

µÍÎÑÎÕØ̃Ødu}|xdSamson and Delilah placed his Delilah (Belinda Bauer) at the 

pagan temple, but she fortuitously survived the micro-Holocaust, found 

¸ÆÒØÔÓ̃ØdÉÊÆÉdÇÔÉÞpdÜÊÕÙdÔÛÊ×dÎÙpdÙÆÑÐÊÉdÙÔdÎÙpd×ÊÙ×ÎÊÛÊÉdÎÙdË×ÔÒdÙÍÊd×ÚÇÇÑÊpdÆÓÉd

then accompanied by a stately retinue of slaves, delivered the venerated body to 

ÍÎØd ÔÜÓd ÕÊÔÕÑÊd ÎÓd Æd ØÔÑÊÒÓd ËÚÓÊ×ÆÑd ËÆØÍÎÔÓrd ©Î×ÊÈÙÔ×d ³ÎÈÔÑÆØd ·ÔÊÌ̃Ød u}}z 
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 

¸ÆÒØÔÓ̃ØdÍÆÓÉÎÓÌdÔÛÊ×dÙÔdÙÍÊdµÍÎÑÎØÙÎÓÊØdÇÞdÍÊ×dÔÜÓdÕÊÔÕÑÊdl¯ÚÉÌrduy~ut-13). 

Furthermore, Miriam experienced the emotionally numbing pain of witnessing 

ÙÍÊdÇÑÎÓÉd¸ÆÒØÔÓ̃ØdÍÚÒÎÑÎÆÙÎÔÓdÇÞdÙÍÊdØÕÔ×ÙÎÓÌdµÍÎÑÎØÙÎÓÊØdÎÓd©ÆÌÔÓ̃ØdÙÊÒÕÑÊd

(Judg. 16:25). She also felt the pain of anguish and the pain of humiliation as she 

×ÊÕÊÆÙÊÉÑÞdÕÑÊÆÉÊÉdËÔ×d¸ÆÒØÔÓ̃ØdÑÎËÊdÇÊËÔ×ÊdÙhe Saran of Gaza and Delilah in 

©ÆÌÔÓ̃ØdÙÊÒÕÑÊpdËÔÑÑÔÜÊÉdÇÞdÙÍÊdintense pain of despair ÆÙd¸ÆÒØÔÓ̃ØdÈ×ÚØÍÎÓÌd
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 



Velox: Critical Approaches to Contemporary Film 31 

 

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 

ÉÊËÊÆÙÎÓÌd ÙÍÊd ¸Æ×ÆÓ̃Ød ÌÎÆÓÙ-wrestler Garmiskar (William Davis) according to 

©Ê²ÎÑÑÊrd©ÊØÕÎÙÊdÊÓÌÎÓÊÊ×ÎÓÌdÙÍÊdÔÓØÈ×ÊÊÓdÇ×ÆÛÆÉÔdÔËd©Ê²ÎÑÑỄØd¸ÆÒØÔÓpdÎÓd×ÊÆÑd

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 

ËÆÒÔÚØdÒÔÒÊÓÙpdÍÊdÆÓÌ×ÎÑÞdÆÈÈÚØÊÉd²ÆÙÚ×ÊdÔËdÇÊÎÓÌd̆uttdÕÊ×dÈÊÓÙdÞÊÑÑÔÜ̇d

(Higham 287). 

 

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

(DeMiÑÑỄØd¸ÊÒÆÉÆ×mdÕÊÙÚÑÆÓÙÑÞdÈ×ÞÎÓÌdÉÚ×ÎÓÌdÙÍÊÎ×dÜÊÉÉÎÓÌdÕÆ×ÙÞdÜÍÎÑØÙdØÍÊdÙ×ÎÊÉd

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: 

̆¸ÊÒÆÉÆ×pdÉÔÓ̃ÙdÈ×Þpd®dÈÆÓ̃ÙdØÙÆÓÉdÙÊÆ×Ø̇dÙÍÚØdÖÚÎÈÐÑÞdÙÚ×ÓÎÓÌdÙÍÎØdÇÎÇÑÎÈÆÑdÇÆÉ-

ÇÔÞd ÎÓÙÔd Æd ØÚ××ÊÓÉÊ×ÎÓÌd ØÔËÙÎÊrd §Þd ÌÎÛÎÓÌd ÎÓÙÔd ÍÎØd ËÊÒÎÓÎÓÊd ØÎÉÊpd ©Ê²ÎÑÑỄØd

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 

¸ÆÒØÔÓ̃ØdËÆÙÍÊ×-in-ÑÆÜdl©Ê²ÎÑÑỄØd¹ÚÇÆÑmdÌÆÛÊdÍÎØd¹ÎÒÓÆÙÍdÉÆÚÌÍÙÊ×dl©Ê²ÎÑÑỄØd

¸ÊÒÆÉÆ×mdÙÔd¸ÆÒØÔÓ̃ØdÈÔÒÕÆÓÎÔÓdl¯ÚÉÌrdux~vtmpd©Ê²ÎÑÑỄØd¦ÍÙÚ×r In turn, Ahtur 

ÊÒÔÙÎÔÓÆÑÑÞd ×ÚÇÇÊÉd ÎÓd ¸ÆÒØÔÓ̃Ød ÍÚÒÎÑÎÆÙÎÔÓ and later he physically fought 

¸ÆÒØÔÓd ÎÓd ¸ÊÒÆÉÆ×̃Ød Ç×ÎÉÆÑd ÈÍÆÒÇÊ×d ÆÈÈÔ×ÉÎÓÌd ÙÔd ©Ê²ÎÑÑÊd ÈÆÚØÎÓÌdphysical 
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 killed 

(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 Israelite/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), 

ÇÚÙd ÜÍÎÈÍd ©Ê²ÎÑÑÊd ÉÎÉd ÓÔÙd ËÎÑÒpd Õ×ÊØÚÒÆÇÑÞd ÙÔd Õ×ÊØÊ×ÛÊd ¸ÆÒØÔÓ̃Ød ÈÆ×ÊËÚÑÑÞd

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 

¸ÆÒØÔÓ̃ØdÊÝÕÊÓØÊdÆÈÈÔ×ÉÎÓÌdÙÔd©ÊMille. 

 

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 

that he had fulfÎÑÑÊÉdÍÎØdÕ×ÎØÔÓÊ×dÔÇÑÎÌÆÙÎÔÓØdÆÈÈÔ×ÉÎÓÌdÙÔdÍÎØdÐÎÓØÒÊÓ̃ØdÍÆÓÉÎÓÌ-

over agreement. When his capturers confirmed the fulfillment of the hand-over 

ÉÊÆÑpdÎÙdÎÓÉÎ×ÊÈÙÑÞdÙ×ÎÌÌÊ×ÊÉd¸ÆÒØÔÓ̃ØdµÍÎÑÎØÙÎÓÊdÒÆØØÆÈ×Êdl¯ÚÉÌrduy~ux-15), and 

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{mrd©Ê²ÎÑÑỄØd¸ÆÒØÔÓdÆÑØÔdÙÎÕÕÊÉdÔÛÊ×d¦ÍÙÚ×̃Ød

chariot and uprooted a tree, which was biblically unscriptural but a legitimate 

ÕÆ×ÙdÔËd¸ÆÒØÔÓdËÔÑÐÑÔ×ÊdÇÊÈÆÚØÊd̆ÆdÙ×ÆÉÎÙÎÔÓdØÚ×ÛÎÛÎÓÌdÎÓdÈÊÓÙ×ÆÑdªÚ×ÔÕÊdÎÓdÙÍÊd

12th ÈÊÓÙÚ×ÞdÐÓÔÜØd¸ÆÒØÔÓdÆØdÙÍÊdÒÞÙÍÎÈÆÑdÚÕ×ÔÔÙÊ×dÔËdÙ×ÊÊØ̇dl²Æ×ÌÆÑÎÙÍdzy-

66). 

 



Velox: Critical Approaches to Contemporary Film 33 

 

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 ÈÆÚØÊÉdÇÞd©ÊÑÎÑÆÍ̃ØdÙ×ÊÆÈÍÊ×ÞdlÙÍÊd

emotional re-×ÚÓdÔËd¸ÊÒÆÉÆ×̃ØdÊÆ×ÑÎÊ×dÙ×ÊÆÈÍÊ×ÞmdÜÍÊÓdØÍÊd×ÊÛÊÆÑÊÉd¸ÆÒØÔÓ̃Ød

hair-based secret to his Philistine enemies (Judg. 16:18). As Ahtur said about 

©ÊÑÎÑÆÍd ÙÔd ÙÍÊd ÇÔÚÓÉd ¸ÆÒØÔÓ~d ̆¸ÆÙÆÓd ÍÎÒØÊÑËd ÙÆÚÌÍÙd ÍÊ×d ÆÑÑd ÙÍÊd Æ×ÙØd ÔËd

ÉÊÈÊÕÙÎÔÓṙd¹ÍÎØdÎÓÙÎÒÆÙÊdÕÊ×ØÔÓÆÑdÇÊÙ×ÆÞÆÑdÑÊÆÉdÙÔd¸ÆÒØÔÓ̃ØdÈÆÕÙÚ×ÊpdÕÊ×ÒÆÓÊÓÙd

ÕÍÞØÎÈÆÑdÇÑÎÓÉÎÓÌdÆÓÉdØÔÈÎÆÑdÍÚÒÎÑÎÆÙÎÔÓpdÔ×dÆØd©Ê²ÎÑÑỄs Samson angrily said to 

©ÊÑÎÑÆÍ~d̆¾ÔÚ×dÆ×ÒØdÜÊ×ÊdÖÚÎÈÐdØÆÓÉpdÞÔÚ×dÐÎØØdÜÆØdÉÊÆÙÍṙd¸ÔÒÊÜÍÆÙdÈÍÊÊÐÎÑÞpd

ÓÔÛÊÑÎØÙd«ÆÞd¼ÊÑÉÔÓdØÚÌÌÊØÙÊÉdÙÍÆÙ~d̆¸ÆÒØÔÓdÇÊÈÔÒÊØdÙÍÊdÆ×ÈÍÊÙÞÕÊdËÔ×dÒÆÑÊd

fear of women -- ÙÍÔÚÌÍdÕÊ×ØÔÓÆÑÑÞd®dÙÍÎÓÐdÍÊdÏÚØÙdÉÎÉÓ̃ÙdÜÆÓÙdÍÎØdÍÆÎ×dÈÚÙd

beÈÆÚØÊdÍÎØdÒÔÙÍÊ×dÙÔÑÉdÍÎÒdÓÔÙdÙÔ̇dl{}mr 

 

7.14 ©Ê²ÎÑÑỄØd¸ÆÒØÔÓdÊÝÕÊ×ÎÊÓÈÊÉdintense anticipatory fear when 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 ÜÍÊÓdÙÍÊd¸Æ×ÆÓdÔËd¬ÆßÆ̃Ød

menacing dwarfs sported with him using pointed weapons and naked fire in 

©ÆÌÔÓ̃ØdÙÊÒÕÑÊdl¯ÚÉÌrduz~vympdÈÔÚÕÑÊÉdÜÎÙÍdËÚ×ÙÍÊ×dµÍÎÑistine crowd taunts as 

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 

ÚÓØÈ×ÎÕÙÚ×ÆÑÑÞdÑÆÒÊÓÙÊÉdÙÔdÞÔÚÓÌd¸ÆÚÑ~d̆¹ÍÊ×ỄØdÓÔdÍÔÒÊdËÔ×dÆdÑÊÆÉÊ×dÜÍÔdËÆÎÑØd

ÍÎØdÕÊÔÕÑÊṙd̆®̃ÛÊdÑÊÉdÙÍÊÒdÆdÈ×ÔÔÐÊÉdÕÆÙÍrd¦dÇÑÎÓÉdÒÆn cannot travel by the 

ØÙÆ×Øṙd¹ÍÊd¸È×ÎÕÙÚ×ÊØdÆ×ÊdØÎÑÊÓÙdÔÓdÙÍÎØdÕÎÛÔÙÆÑdÊÒÔÙÎÔÓÆÑdÕÔÎÓÙpdÇÚÙdÎÙdÎØdÆd

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-ÍÊ×ÔdÜÍÔdÜÆØdÙ×ÚÑÞdÜÔ×ÙÍÞdÔËdÍÎØdÎÓÈÑÚØÎÔÓdÆØdÔÓÊdÔËd¬ÔÉ̃Ød

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-ËÎÌÚ×ÊdÙÔdÒÎÓÎÒÎßÊd¸ÆÒØÔÓ̃ØdØÈ×ÎÕÙÚ×ÆÑdØÙÆÙÚØdÆØd

a looser par excellence (Kozlovic Martyr). 
 

7.21 Finally, Samson experienced the physical pain of death as he brought 

©ÆÌÔÓ̃ØdÙÊÒÕÑÊdÈ×ÆØÍÎÓÌdÉÔÜÓdÚÕÔÓdÙÍÊdµÍÎÑÎØÙÎÓÊØdÆÓÉdÍÎmself in his God-

sanctioned suicide (Judg. 16:30). Scholars have called this self-sacrifice a 

̆ÉÎÛÎÓÊÑÞdÊÓÆÇÑÊÉdÉÊÆÙÍ̇dlµ×ÊØØÑÊ×dvt}mdÜÍÎÑØÙd¸ÆÒØÔÓdÜÆØdÆÈÙÎÓÌdÆØdÆd̆ÙÞÕÊdÔËd

deliver [. . .] ÆdÐÎÓÉdÔËd­ÊÇ×ÊÜd­Ê×ÈÚÑÊØ̇dl¦ÒÎÙd|ympdÜÍÎÈÍdÎÙØÊÑËd×ÊØÔÓÆÙÊÉdÜÎÙÍd

JÊØÚØ̃dØÊÑË-sacrifice for humanity (Gal. 1:4). Not only does Yhwh accept Samson 

̆ÆØdÆÓdÎÓØÙ×ÚÒÊÓÙdÙÍ×ÔÚÌÍdÜÍÎÈÍdÙÔdÈÆ××ÞdÔÚÙdÙÍÊdÉÎÛÎÓÊdÕÑÆÓ̇dlªÝÚÒpdSaga 42) 

ÇÚÙd¸ÆÒØÔÓdÎØdÆÑØÔd̆ÙÍÊdÑÊÌÎÙÎÒÆÙÊdÆÌÊÓÙdÔËd¾ÍÜÍ̃ØdÕÚÓÎØÍÒÊÓÙ̇dlªÝÚÒpdSaga 42) 
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upon the Philistine ÓÆÙÎÔÓrd®ÓdÊËËÊÈÙpd¸ÆÒØÔÓdÎØd¬ÔÉ̃ØdÍÆÒÒÊ×dÜÍÔdÕ×ÔÛÊÉdÙÍÆÙd

ÊÛÊÓd̆ÇÆÉ̇dÕÊÔÕÑÊdÈÔÚÑÉdÇÊdÚØÊÉdÇÞd¬ÔÉdËÔ×d̆ÌÔÔÉ̇dÙÍÎÓÌØpdÆÓÉdÇÊdØÕÎ×ÎÙÚÆÑÑÞd

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) 
 

¸ÆÒØÔÓ̃ØdÉÊÆÙÍdÈÆÚØÊÉdÍÎØdÕÊÔÕÑÊdÆÓÉdÓÆÙÎÔÓdÒÚÈÍdpersonal and national 
pain when they had to prematurely bury a judge of Israel (Judg. 16:31), 

ÊØÕÊÈÎÆÑÑÞdÈÔÓØÎÉÊ×ÎÓÌd¸ÆÒØÔÓ̃Ødde facto status aØd̆ÆdÖÚÆØÎ-priest (indeed, a 

ÍÎÌÍdÕ×ÎÊØÙeṁdl¨ÆÒÕduxtmrd«Ô×dÊÝÆÒÕÑÊpdÍÊdÜÆØd̆ÙÍÊdÔÓÑÞdÏÚÉÌÊdÙÔdÉÎÊdÎÓdÇÆÙÙÑÊd

ÜÎÙÍdÙÍÊdÊÓÊÒÞ̇dl¸ÈÍÓÊÎÉÊ×dvvzmdÍÆÛÎÓÌdÇÊÊÓd̆ÍÆÓÉ-picked by the deity prior to 

his birth, apparently because there was no longer anyone whom the deity could 

ÕÊ×ØÚÆÉÊd ÙÔd ËÎÌÍÙd ÔÓd ÇÊÍÆÑËd ÔËd ®Ø×ÆÊÑ̇d l¸ÈÍÓÊÎÉÊ×d vvzmrd ®Ód ØÚÇØÊÖÚÊÓÙd

ÌÊÓÊ×ÆÙÎÔÓØpdÙÍÊd̆ÆÓÈÎÊÓÙd·ÆÇÇÎØdÛÎÊÜÊÉdSamson [as . . .] ÙÍÊd̆ÑÊÆØÙdÜÔ×ÙÍÞd

ÏÚÉÌÊ̇̇d lµ×ÊØØÑÊ×d vvxmpd ÜÍÎÑÊd ÍÎØd ÇÆÈÍÊÑÔ×d ÜÆÞØd ÜÆØd ÆÓÔÙÍÊ×d ØÔÚ×ÈÊd ÔËd

procreational pain for his natÎÔÓd ÇÊÈÆÚØÊ~d ̆¸ÆÒØÔÓd ÓÊÛÊ×d ÊØÙÆÇÑÎØÍÊØd Æd

ÍÔÚØÊÍÔÑÉd ÔËd ÍÎØd ÔÜÓ d ËÔ×d ÜÍÎÈÍd ËÆÎÑÚ×Êd ÙÍÊd ×ÆÇÇÎØd È×ÎÙÎÈÎßÊd ÍÎÒd ×ÔÚÓÉÑÞ̇d

l§×ÔÓÓÊ×d}wmrd«Ô×dÙÍÊdÐÓÔÜÑÊÉÌÊÆÇÑÊdÈ×ÎÙÎÈpd̆¸ÆÒØÔÓdÜÆØdÓÔÙdÆdÕÆ×ÆÉÎÌÒdËÔ×dÆd

ÑÊÆÉÊ×dÔËd®Ø×ÆÊÑ̇dl¸ÈÍÓÊÎÉÊ×dvv{mdÆÓÉdÙÍÎØd̆Æ××ÔÌÆÓÙpdÉÚÕÑÎÈÎÙÔÚs, womanizing 

Ù×ÎÈÐØÙÊ×dÎØdÍÆ×ÉÑÞdÆÓdÊÝÊÒÕÑÆ×ÞdÒÔÉÊÑdÔËdÇÎÇÑÎÈÆÑdÒÔ×ÆÑÎÙÞ̇dl­Æ××ÎØpd§×ÔÜÓdÆÓÉd

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 claÎÒdÙÍÆÙ~d̆¹ÍÊ×ÊdÜÊ×ÊdÓÊÛÊ×dÆÓÞd

Ì×ÆÉÚÆÙÎÔÓØd ÔËd ÈÍÆ×ÆÈÙÊ×d ÎÓd ¨ÊÈÎÑd §rd ©Ê²ÎÑÑỄØd ÜÔ×ÑÉ̇d l§ÔÓÆd yymrd ­Êd ÜÆØd

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 

ÑÊÆØÙd©Ê²ÎÑÑỄØdØÚÕÊ×ÎÔ×ØdÐÓÊÜdÍÎØdÙ×ÚÊdÜÔ×ÙÍdËÔ×dÆØdÒÔÛÎÊdÒÔÌÚÑd©ÆÛÎÉd´rd

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 an instant ÍÎØdÀ©Ê²ÎÑÑỄØÂdÚÓÕÆ×ÆÑÑÊÑÊÉdØÐÎÑÑd
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] 

 

©Ê²ÎÑÑỄØd ÆÊØÙÍÊÙÎÈd ÊÓÌÎÓÊÊ×ÎÓÌd ÒÆÉÊd ÍÎØd §ÎÇÑÊd ËÎÑÒØd ÚÓÎÖÚÊd ÆÓÉd

ÈÔÒÕÊÑÑÎÓÌpdÆØdÈÔÓËÎ×ÒÊÉdÇÞd²Æ×ÙÎÓd¸ÈÔ×ØÊØÊrd­ÊdÍÆÉdØÊÊÓd©Ê²ÎÑÑỄØdSamson and 
Delilah and The Ten Commandments (sound) countless times because they 

̆Õ×ÊØÊÓÙÊÉdØÚÈÍdÆdØÚÒÕÙÚÔÚØdËÆÓÙÆØÞdÙÍÆÙdÎËdÞÔÚdØÆÜdÍÎØdÒÔÛÎÊØdÆØdÆdÈÍÎÑÉpdÙÍÊÞd

stuck with you for lifÊ̇dl¸ÈÔ×ØÊØÊdÆÓÉd¼ÎÑØÔÓd{ymrd´Óe can only agree with him. 

A closer, more sympathetic examination of ©Ê²ÎÑÑỄØdÊÓÙÎ×ÊdËÎÑÒÎÈdoeuvre (52 

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. 
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©Î×ÊÈÙÔ×d¹ÎÒd§Ú×ÙÔÓdÊÝÕÑÆÎÓØpd̆¹ÍÊdÙÍÎÓÌd®dÑÔÛÊdÆÇÔÚÙdËÎÑÒ~dÜÍÊn you can 

show things that are hard to put into words; that can sometimes be something 

ÙÍÆÙdÎØdÛÊ×ÞdÎÓÙ×ÎÌÚÎÓÌdÙÔdÙ×ÞdÙÔdÉÔ̇dlBig Fishpd̆¹ÎÒd§Ú×ÙÔÓ~d¸ÙÔ×ÞÙÊÑÑÊ×̇mr6 In one 

intriguing film Burton directs, Big Fish, he intricately weaves myth and reality, 

past and present, youth and age, revealing fascinating themes. Burton further 

ÊÝÕÑÆÎÓØpd̆¹ÍÎÓÌØdÆ×ÊÓ̃ÙdÏÚØÙdÇÑÆÈÐdÆÓÉdÜÍÎÙÊ dÙÍÊ×ÊdÈÆÓdÇÊdØÔÒÊdÙÍÎÓÌØdÙÍÆÙdÆ×Êd

×ÊÆÑdÆÓÉdÚÓ×ÊÆÑdÆÙdÙÍÊdØÆÒÊdÙÎÒÊ̇dlBig Fishpd̆¹ÎÒd§Ú×ÙÔÓ~d¸ÙÔ×ÞÙÊÑÑÊ×̇mrd¹ÍÎØd
theatrical exploration of the real and unreal I investigate here, showing that the 

ËÎÑÒdËÚ×ÙÍÊ×ØdÙÍÊdÙÍÊÒÊØdÆÓÉdÈÔÓÈÊ×ÓØdÔËd¼ÆÑÙÊ×d§ÊÓÏÆÒÎÓ̃ØdÊØØÆÞd̆¹ÍÊd

¸ÙÔ×ÞÙÊÑÑÊ×~d·ÊËÑÊÈÙÎÔÓØdÔÓdÙÍÊd¼Ô×ÐØdÔËd³ÎÐÔÑÆÎd±ÊØÐÔÛṗdÜÍÎÈÍdÎØdÕ×ÎÒÆ×ÎÑÞd

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 

§ÑÔÔÒpdÙÔd̆ØÍÔÜdÙÍÎÓÌØdÙÍÆÙdÆ×ÊdÍÆ×ÉdÙÔdÕÚÙdÎÓÙÔdÜÔ×ÉØ̇~dÙÍÊdÎÓÙ×ÎÈÆÙÊdÆÓÉdË×ÆÌÎÑÊd

relationship between father and son, the importance of communication and 

listening in a world of information, and the truths of death and immortality. 

§ÊÓÏÆÒÎÓ̃ØdÊØØÆÞdËÔÈÚØÊØdÔÓdÙÍÊdÑÔØØdÔËdØÙÔ×ÞÙÊÑÑÎÓÌpdÙ×ÚÙÍpdÆÓÉdÊÝÕÊ×ÎÊÓÈÊd

ÆÓÉdÙÍÊdØÔÑÚÙÎÔÓdËÔÚÓÉdÎÓdÆdØÙÔ×ÞÙÊÑÑÊ×̃ØdÈ×ÆËÙdl|wmrd¹ÍÊdÊØØÆÞdÔ×ÎÌÎÓÆÑÑÞdÆÕÕÊÆ×ÊÉd

as a Õ×ÊËÆÈÊdÙÔdÆdÈÔÑÑÊÈÙÎÔÓdÔËd±ÊØÐÔÛ̃ØdØÙÔ×ÎÊØpdÆÓÉdÆØdÍÊdÉÊØÈ×ÎÇÊØdÙÍÊdÜÔ×ÐØd

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 distancÊdÙÍÆÙdÍÆØdÇÊÊÓdÈ×ÊÆÙÊÉdÇÊÙÜÊÊÓd̆ÚØ̇dÆÓÉdÙÍÊd

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 

                                                 
6
 Quotes transcribed from the film and punctuated by the author. 
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ÑÆÒÊÓÙØpd̆ÑÊØØdÆÓÉdÑÊØØdË×ÊÖÚÊÓÙÑÞdÉÔdÜÊdÊÓÈÔÚÓÙÊ×dÕÊÔÕÑÊdÜÎÙÍdÙÍÊdÆÇÎÑÎÙÞdÙÔdÙÊÑÑd

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 

ÊÝÕÊ×ÎÊÓÈÊØ̇dl|wmrd§ÊÓÏÆÒÎÓdÇÑÆÒÊØd¼Ô×ÑÉd¼Æ×d®dËÔ×dÙÍÊdÉÊÈÑÎÓÊdÔËdØÙÔ×ÞÙÊÑÑÎÓÌd

ÇÊÈÆÚØÊd̆ÆdÌÊÓÊ×ÆÙÎÔÓdÙÍÆÙdÍÆÉdÌÔÓÊdÙÔdØÈÍÔÔÑdÔÓdÆdÍÔ×ØÊ-drawn streetcar now 

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 

ÙÔ××ÊÓÙØdÆÓÉdÊÝÕÑÔØÎÔÓØpdÜÆØdÙÍÊdÙÎÓÞpdË×ÆÌÎÑÊdÍÚÒÆÓdÇÔÉÞ̇dl|w|˾xmrd¼Æ×dÉÎÉÓ̃Ùd

bring men home, proud and boastful of their military accomplishments and 

experiences, as it had in the past; ÎÓØÙÊÆÉpdÎÙdÇ×ÔÚÌÍÙdÙÍÊÒd̆Ë×ÔÒdÙÍÊdÇÆÙÙÑÊËÎÊÑÉd

Ì×ÔÜÓdØÎÑÊÓÙ̇dl§ÊÓÏÆÒÎÓd|xmrd¸ÎÑÊÓÈÊdÎØdÙÍÊdÔÕÕÔØÎÙÊdÔËdØÙÔ×ÞÙÊÑÑÎÓÌdËÔ×d§ÊÓÏÆÒÎÓ~d

̆ÊÝÕÊ×ÎÊÓÈÊdÜÍÎÈÍdÎØdÕÆØØÊÉdÉÔÜÓdË×ÔÒdÒÔÚÙÍdÙÔdÒÔÚÙÍdÎØdÙÍÊdØÔÚ×ÈÊdË×ÔÒd

ÜÍÎÈÍdÆÑÑdØÙÔ×ÞÙÊÑÑÊ×ØdÍÆÛÊdÉ×ÆÜÓ̇dl|xmrd 

§ÊÓÏÆÒÎÓ̃ØdÈoncerns and critique of storytelling are further developed in 

Big Fishrd¹ÍÊdËÎÑÒdÎØdÆÓdÎÓÙ×ÎÈÆÙÊdÜÊÆÛÎÓÌdÔËdªÉÜÆ×Éd§ÑÔÔÒ̃ØdÑÎËÊdÙÔÑÉdÙÍ×ÔÚÌÍd
̆ËÑÆØÍÇÆÈÐØ̇dÔËdÍÎØdÙÆÑÑ-taled, mythic life (narrated 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 

ËÆÈÙdË×ÔÒdÍÎØdËÆÙÍÊ×dÆÇÔÚÙdÍÎØdËÆÙÍÊ×̃Ød̆×ÊÆÑ̇dÑÎËÊrd¹ÍÎØdlÆÑÒÔØÙdÓÔÓÊÝÎØÙÊÓÙmd

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.  

¸ÎÑÊÓÈÊdÎØdÉÊÙ×ÎÒÊÓÙÆÑdÇÔÙÍdÙÔd§ÊÓÏÆÒÎÓ̃ØdÙÍÊÔ×ÞdÔËdØÙÔ×ÞÙÊÑÑÎÓÌdÆÓÉdÙÍÊd

relationship between a father and son. Silence separates generations for 

Benjamin, and because of World War I, 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. 

®ÓdËÆÈÙpd¼ÎÑÑÎÆÒdÇÊÈÔÒÊØdÙÎ×ÊÉdÔËdÍÊÆ×ÎÓÌdÍÎØdËÆÙÍÊ×̃ØdØÙÔ×ÎÊØdÆÑÑdÙÍÊdÙÎÒÊpdÆÓÉpdÔÓd

ÍÎØdÜÊÉÉÎÓÌdÉÆÞpdÍÊdÍÆØdÍÆÉdÊÓÔÚÌÍrd­ÊdÙÊÑÑØdÍÎØdËÆÙÍÊ×pd̆®̃ÒdÆdËÔÔÙÓÔÙÊdÎÓdÙÍÆÙd

ØÙÔ×ÞdÉÆÉ d®̃ÒdÙÍÊdÈÔÓÙÊÝÙdËÔ×dÞÔÚ×dÌ×ÊÆÙdÆÉÛÊÓÙÚ×ÊdÜÍÎÈÍdnever happened, 

ÎÓÈÎÉÊÓÙÆÑÑÞrd¾ÔÚdÜÊ×ÊdØÊÑÑÎÓÌdÓÔÛÊÑÙÞdÕ×ÔÉÚÈÙØdÎÓd¼ÎÈÍÎÙÆdÙÍÊdÉÆÞd®dÜÆØdÇÔ×Óṙd

ªÉÜÆ×Éd×ÊÕÑÎÊØpd̆ªÛÊ×ÞÔÓÊdÑÔÛÊØdÙÍÆÙdØÙÔ×Þėd¼ÎÑÑÎÆÒdÈÔÚÓÙÊ×Ø~d̆®dÉÔÓ̃ÙdÑÔÛÊdÙÍÆÙd

story, not anymore. I know every punch line; I could tell it as well as you caÓṙd

ªÉÜÆ×ÉdÆÕÔÑÔÌÎßÊØpd̆®̃ÒdØÔ××ÞdÙÔdÊÒÇÆ××ÆØØdÞÔÚpdØÔÓṙd¼ÎÑÑÎÆÒdØÆÞØpd̆¾ÔÚ̃×Êd

ÊÒÇÆ××ÆØØÎÓÌdÞÔÚ×ØÊÑËpd©ÆÉpdÞÔÚdÏÚØÙdÉÔÓ̃ÙdØÊÊdÎÙṙd­Ê×ÊdÙÍÊdÙÜÔdÒÊÓdÌÑÆ×ÊdÆÙd

each other and part (Big Fish ̆¸ÙÆ×Ù̇mrdd¹ÍÎØdÇÊÌÎÓØdÆdÙÊ××ÎÇÑÊdØÎÑÊÓÈÊdÙÍÆÙd

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 father̃ØdØÙÔ×ÎÊØdÔËËdÆØdÊÒÇÆ××ÆØØÒÊÓÙØpdÙÆÑÑdÙÆÑÊØdÆÓd

ÔÑÉd̆È×ÆßÞ̇dÒÆÓdÙÊÑÑØrd­ÔÜÊÛÊ×pdªÉÜÆ×ÉdÉÔÊØdÓÔÙdØÊÊdÍÎØdØÙÔ×ÎÊØdÆØd

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 supposed to ÙÊÑÑd̆ÙÍÊd

Ù×ÚÙÍṗdÇÚÙdªÉÜÆ×ÉdÔËËÊ×ØdÍÎØdØÔÓdÒÔ×ÊdÙÍÆÓdÙÍÆÙ~dÜÎØÉÔÒdË×ÔÒdÍÎØdÔÜÓdÑÎËÊrd

§ÊÓÏÆÒÎÓdÉÊËÎÓÊØdØÙÔ×ÞÙÊÑÑÊ×ØdÆØdÙÍÔØÊdÜÍÔd̆ÙÊÓÉdÙÔdÇÊÌÎÓdÙÍÊÎ×dØÙÔ×ÞdÜÎÙÍdÆd

presentation of the circumstances in which they themselves have learned what 

is to follow, uÓÑÊØØdÙÍÊÞdØÎÒÕÑÞdÕÆØØdÎÙdÔËËdÆØdÙÍÊÎ×dÔÜÓdÊÝÕÊ×ÎÊÓÈÊ̇dl}u9˾2). 

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 

ËÆÙÍÊ×̃ØdËÆīÆÉÊrd¼ÎÑÑÎÆÒdÙÊÑÑØdÍÎÒpd̆®dÍÆÛÊdÓÔdÎÉÊÆdÜÍÔdÞÔÚdÆ×ÊdÇÊÈÆÚØÊdÞÔÚdÍÆÛÊd

ÓÊÛÊ×dÙÔÑÉdÒÊdÆdØÎÓÌÑÊdËÆÈÙṙdªÉÜÆ×Éd×ÊÕÑÎÊØpd̆®dÍÆÛÊdÙÔÑÉdÞÔÚdÆdÙÍÔÚØÆÓÉdËÆÈÙØdrdrd

. ®dÙÊÑÑdØÙÔ×ÎÊØṙd¼ÎÑÑÎÆÒdÎÓØÎØÙØpd̆¾ÔÚdÙÊÑÑdÑÎÊØpdÆÒÚØÎÓÌdÑÎÊØrdStories are what you 

tell a five-year-old at bedtime, not elaborate mythologies you keep when your 

son is a man. . . . I believed your stories. I believed them longer than I should 

ÍÆÛÊṙd̆¼ÍÆÙdÉÔdÞÔÚdÜÆÓÙdÒÊdÙÔdÇÊ¤̇dªÉÜÆ×ÉdÆØÐØrd̆¯ÚØÙdÇÊdÞÔÚ×ØÊÑËṗdÍÎØdØÔn 

×ÊÕÑÎÊØrd¦ÓÉdªÉÜÆ×ÉdÔËËÊ×ØdÔÓÊdÔËdÙÍÊdÐÊÞdÑÎÓÊØdÔËdÙÍÊdËÎÑÒ~d̆®̃ÛÊdÇÊÊÓdÓÔÙÍÎÓÌd

ÇÚÙdÒÞØÊÑËdØÎÓÈÊdÙÍÊdÉÆÞd®dÜÆØdÇÔ×ÓdÆÓÉdÎËdÞÔÚdÈÆÓ̃ÙdØÊÊdÙÍÆÙdÎÙ̃ØdÞÔÚ×dËÆÎÑÎÓÌdÓÔÙd

ÒÎÓÊ̇dlBig Fish ̆®ÈÊÇÊ×Ìd²ÊÙÆÕÍÔ×̇mrdµÆ×ÙdÔËdÙÍÊdÙ×ÚÙÍdÔËdÜÍÆÙdªÉÜÆ×ÉdÎØdÑÎÊØdÎÓd

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 

ÈÆÓÓÔÙdÇÊdÔÚÙÑÆÓÉÎØÍd̆ÒÞÙÍÔÑÔÌÎÊØ̇dÇÊÈÆÚØÊdÜÍÆÙdÎØd×ÊÆÑdÎØdÓÔÙdÚÓÚØÚÆÑrdªÉÜÆ×Éd

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.  

²Ô×ÊdÙÍÆÓdÙÍÎØpdÍÔÜÊÛÊ×pdªÉÜÆ×É̃ØdÜÎØÉÔÒdÎÓÈÑÚÉÊØdÙÍÊdÒÊÒÔ×ÎÊs of life, 

¼ÎÑÑÎÆÒ̃ØdÑÎËÊrdªÉÜÆ×ÉdÈÆÚÌÍÙdÆÓdÚÓÈÆÙÈÍÆÇÑÊdËÎØÍdÜÎÙÍdÍÎØdÜÊÉÉÎÓÌd×ÎÓÌdÙÍÊdÉÆÞd

his son was born. The story is about Edward, and that is one of the reasons 

¼ÎÑÑÎÆÒdÉÎØÑÎÐÊØdÎÙdØÔdÒÚÈÍpdÇÊÈÆÚØÊd¼ÎÑÑÎÆÒdÎØdÔÓÑÞdÆd̆ËÔÔÙÓÔÙÊ̇dlÆØdÒÊÓÙÎÔÓd

above). But it represents the truth ÔËdÙÍÊdÒÔÒÊÓÙdÔËd¼ÎÑÑÎÆÒ̃ØdÇÎ×ÙÍ~dÙÍÊdËÎØÍdÙÍÆÙd
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 

ÙÍÊdËÎÑÒd×ÊÛÊÆÑØdÙÍÆÙdÙÍÊdËÎØÍdÎØdØÞÒÇÔÑÎÈdÔËdªÉÜÆ×É̃ØdÜÎËÊrd¹ÍÚØpdªÉÜÆ×É̃ØdØÙÔ×Þd

ÔËd¼ÎÑÑÎÆÒ̃ØdÇÎ×ÙÍd×ÊÕ×ÊØÊÓÙØdÙÍÊdÚÓÎÙÞdÔËdËÆÒÎÑÞdÆÓÉdÙÍÊdÑÔÛÊdÙÍÆÙdÆdÒÆÓdÜÔÚÑÉd

have for a woman that she would allow him ÙÔd̆ÈÆÙÈÍ̇dÍÊ×dÜÎÙÍdÆdÜÊÉÉÎÓÌd×ÎÓÌd

and begin a family. This family story creates a memory, and it is the memory of 

the idea 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 

ÍÆÕÕÊÓØpdÆÓÉd̆ÇÔ×ÊÉÔÒdÎØdÙÍÊdÆÕÔÌÊÊdÔËdÒÊÓÙÆÑd×ÊÑÆÝÆÙÎÔÓrd§Ô×ÊÉÔÒdÎØdÙÍÊd

dream bird that hatches the egg of experience. . . . Storytelling is always the art 

ÔËd×ÊÕÊÆÙÎÓÌdØÙÔ×ÎÊØpdÆÓÉdÙÍÎØdÆ×ÙdÎØdÑÔØÙdÜÍÊÓdÙÍÊdØÙÔ×ÎÊØdÆ×ÊdÓÔdÑÔÓÌÊ×d×ÊÙÆÎÓÊÉ̇d

l§ÊÓÏÆÒÎÓd}wmrdµÊ×ÍÆÕØdÕÆ×ÙdÔËdÙÍÊd×ÊÆØÔÓdÜÍÞd¼ÎÑÑÎÆÒdÉÎØÑÎÐÊØdÍÎØdËÆÙÍÊ×̃Ød

stories is because of boredom. Early in the film, William, as a young man, is 

ØÍÔÜÓdÍÆÓÌÎÓÌdÔÓdÍÎØdËÆÙÍÊ×̃ØdÊÛÊ×ÞdÜÔ×ÉdÆØdÍÊdÙÊÑÑØdÍÎØdØÙÔ×ÎÊØ dÍÔÜÊÛÊ×pdÆd

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 

ÚÓÎÓÙÊ×ÊØÙÊÉdÎÓdÍÎØdËÆÙÍÊ×̃ØdØÙÔ×ÞdÇÊÈÆÚØÊdÍÊdËÊÊÑØdÙÍÊÒdÆdÜÆØÙÊdÔËdÙÎÒÊrd¹ÍÚØpd

ÊÛÊ×ÞÔÓÊdÎÓdÙÍÊdËÎÑÒpdÊÝÈÊÕÙd¼ÎÑÑÎÆÒpdÑÔÛÊØdÙÔdÍÊÆ×dªÉÜÆ×É̃Ø stories. Everyone is 

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. 

§ÊÓÏÆÒÎÓdËÎÓÉØdËÆÚÑÙdÜÎÙÍd̆ÎÓËÔ×ÒÆÙÎÔÓṗdÆØdÊÝÕÑÆÎÓed below, and it is 

¼ÎÑÑÎÆÒ̃ØdÔÇØÊØØÎÔÓdÜÎÙÍdÎÓËÔ×ÒÆÙÎÔÓpdÊØÕÊÈÎÆÑÑÞdØÊÓØÆÙÎÔÓÆÑdÎÓËÔ×ÒÆÙÎÔÓpdÆØd

disseminated through media, which leads him to fail to communicate with his 

ËÆÙÍÊ×rd²ÔØÙdÎÒÕÔ×ÙÆÓÙÑÞdËÔ×d§ÊÓÏÆÒÎÓpd̆ÙÍÊdÆ×ÙdÔËdØÙÔ×ÞÙÊÑÑÎÓÌdÎØd×ÊÆÈÍÎÓÌdÎÙØdÊÓÉ 

ÇÊÈÆÚØÊdÙÍÊdÊÕÎÈdØÎÉÊdÔËdÙ×ÚÙÍpdÜÎØÉÔÒpdÎØdÉÞÎÓÌdÔÚÙ̇dl|z8˾7). Wisdom is 

communicated through truth as told in stories, and this communication has been 

×ÊÕÑÆÈÊÉdÆÑÙÔÌÊÙÍÊ×~d§ÊÓÏÆÒÎÓdÑÆÒÊÓÙØdÙÍÆÙd̆ÙÍÊdÓÊÜdËÔ×ÒdÔËdÈÔÒÒÚÓÎÈÆÙÎÔÓdÎØd

ÎÓËÔ×ÒÆÙÎÔÓ̇dl||mrd­ÎØdÕ×Ôblem with information is that 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 

ËÔ×dÕÊÔÕÑÊdÙÔdÇÊÑÎÊÛÊdÎÙpd̆ÇÊÈÆÚØÊdÔËdÙÍÎØdit proves incompatible with the spirit of 

storytelling. If the art of storytelling has become rare, the dissemination of 

ÎÓËÔ×ÒÆÙÎÔÓdÍÆØdÍÆÉdÆdÉÊÈÎØÎÛÊdØÍÆ×ÊdÎÓdÙÍÎØdØÙÆÙÊdÔËdÆËËÆÎ×Ø̇dl§ÊÓÏÆÒÎÓd|}mrd

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-ÑÎÐÊdÆÙÙÎÙÚÉÊdÙÔÜÆ×ÉØdÍÎØdËÆÙÍÊ×̃ØdØÙÔ×ÎÊØrd­Êd

investigates his father through interrogating his father, questioning his mother 

ÆÓÉdËÆÒÎÑÞdÉÔÈÙÔ×pdØÓÔÔÕÎÓÌdÙÍ×ÔÚÌÍdÍÎØdËÆÙÍÊ×̃ØdÕÊ×ØÔÓÆÑdÕÆÕÊ×ØpdÆÓÉdÊÛÊÓd

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 

ÉÎØÈÔÛÊ×ØdÎØdÙÍÆÙdÙÍÊdÙ×ÚÙÍpdÙÍÊdÎÓËÔ×ÒÆÙÎÔÓÆÑdÙ×ÚÙÍpdÎØÓ̃ÙdÜÍÆÙdÎØdÎÒÕÔ×ÙÆÓÙdÙÔdÍÎØd

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 informaÙÎÔÓpdÙÍÊdËÆÈÙØdÆÇÔÚÙdÍÎØdÑÎËÊdÆÓÉdÍÎØdËÆÙÍÊ×̃ØpdÎØdÓÔÙdÙÍÆÙd

ØÊÓØÆÙÎÔÓÆÑdÔ×dÌÑÆÒÔ×ÔÚØrd©×rd§ÊÓÓÊÙÙpdÍÎØdËÆÙÍÊ×̃ØdÌÔÔÉdË×ÎÊÓÉdÆÓÉdÉÔÈÙÔ×dØÆÞØd

ÙÔd¼ÎÑÑÎÆÒ~d̆¾ÔÚ×dËÆÙÍÊ×dÊÛÊ×dÙÊÑÑdÞÔÚdÆÇÔÚÙdÙÍÊdÉÆÞdÞÔÚdÜÊ×ÊdÇÔ×Ó¤d¾ÔÚ×dÒÔÙÍÊ×d

came in about three in the afternoon. The neighbor brought her in. It was a 

ÕÊ×ËÊÈÙdÉÊÑÎÛÊ×Þ dÞÔÚ×dËÆÙÍÊ×dÜÆØdØÆÉdÙÔdÒÎØØdÎÙrd¹ÍÆÙ̃ØdÙÍÊd×ÊÆÑdØÙÔ×ÞpdÓÔÙdÛÊ×Þd

exciting is it? If I had to choose between that and a version about an uncatchable 

fish and a golden ring, I would take the fancy verØÎÔÓṙd¼ÎÑÑÎÆÒpdÎÓdÍÎØdÙÞÕÎÈÆÑd

ËÆØÍÎÔÓdØÆÞØpd̆®dÐÎÓÉdÔËdÑÎÐÊÉdÞÔÚ×dÛÊ×ØÎÔÓṙd§ÚÙdÙÍÆÙdÎØÓ̃ÙdÙÍÊdØÙÔ×ÞdÙÍÆÙdÕÊÔÕÑÊd

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 

ÈÔÒÒÊÓÙØdÙÍÆÙd̆ÎÓdÊÛÊ×ÞdÈÆØÊdÙÍÊdØÙÔ×ÞÙÊÑÑÊ×dÎØdÆdÒÆÓdÜÍÔdÍÆØdÈÔÚÓØÊÑdËÔ×dÍÎØd

readers. [. . .] ¨ÔÚÓØÊÑdÜÔÛÊÓdÎÓÙÔdÙÍÊdËÆÇ×ÎÈdÔËd×ÊÆÑdÑÎËÊdÎØdÜÎØÉÔÒ̇dl|z8˾7). 
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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 doiÓÌØdÆÓÉd̆ÙÆØÐØṙd­ÎØdÔÚÙÑÔÔÐdÔÓdÑÎËÊdÎØdÕÔØÎÙÎÛÊd

ÆÓÉdÌÊÓÊ×ÔÚØrdªÉÜÆ×Éd§ÑÔÔÒd̆ÇÆÙÙÑÊØ̇dÆÓÉdÈÔÓÖÚÊ×ØdÆdÌÎÆÓÙpdÒÆÐÎÓÌdÆdÌ×ÊÆÙd

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 

ÈÔÒÒÊÓÙØdÙÍÆÙd̆ÙÍÊdÜÎØÊØÙdÙÍÎÓÌ˿so the fairy tale taught mankind in olden 

times, and teaches children to this day˿is to meet the forces of the mythical 

ÜÔ×ÑÉdÜÎÙÍdÈÚÓÓÎÓÌdÆÓÉdÜÎÙÍdÍÎÌÍdØÕÎ×ÎÙØ̇dlutvmrd¹ÍÎØdÎØdÍÔÜdªÉÜÆ×ÉdÒÊÊÙØdÍÎØd

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 that he is ÍÎØdØÙÔ×ÎÊØpdÆÓÉdÎÒÒÔ×ÙÆÑÎÙÞdÎØdªÉÜÆ×É̃ØpdÎËd

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, 

so WilÑÎÆÒdÜÊÆÛÊØdÆdÙÆÑÊpdÆdÇÊÆÚÙÎËÚÑdÙÆÑÊpdÙÍÆÙdÊÓÉØdÍÎØdËÆÙÍÊ×̃ØdÑÎËÊdÇÞdÈÔÒÇÎÓÎÓÌd

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 

ÚÓÉÊ×ØÙÆÓÉØ~d̆¦dÒÆÓdÙÊÑÑØdÍÎØdØÙÔ×ÎÊØdØÔdÒÆÓÞdÙÎÒÊØdÙÍÆÙdÍÊdÇÊÈÔÒÊØdÙÍÊdØÙÔ×ÎÊØrd

¹ÍÊÞdÑÎÛÊdÔÓdÆËÙÊ×dÍÎÒrd¦ÓÉdÎÓdÙÍÆÙdÜÆÞpdÍÊdÇÊÈÔÒÊØdÎÒÒÔ×ÙÆÑ̇dlBig Fish ̆¹ÍÊd

·ÎÛÊ×d¸ÙÔ×Þ̇mrd¹ÍÊdØÙÔ×ÎÊØdcreate immortality through carrying 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 ̆«ÚÓÊ×ÆÑdËÔ×dÆd«×ÎÊÓÉ̇). In this way, Edward becomes 

ÆdÌ×ÊÆÙdØÙÔ×ÞÙÊÑÑÊ×~dÔÓÊdÔËdÙÍÔØÊdÜÍÔd̆ÍÆÛÊdÎÓdÈÔÒÒÔÓdÙÍÊdË×ÊÊÉÔÒdÜÎÙÍdÜÍÎÈÍd

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 

ÊÛÊ×ÞdÎÓÉÎÛÎÉÚÆÑdÊÝÕÊ×ÎÊÓÈÊpdÉÊÆÙÍpdÈÔÓØÙÎÙÚÙÊØdÓÔdÎÒÕÊÉÎÒÊÓÙdÔ×dÇÆ××ÎÊ×̇d

(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 

ÆÇÔÚÙdÍÎØdËÆÙÍÊ×̃ØdÑÎËÊpdÆÓÉdÙÍÊdÑÔÔÒÎÓÌdÉÊÆÙÍdÔËdªÉÜÆ×ÉpdÜÍÎÈÍdÊÓÈÔÒÕÆØØdÙÍÊd

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 

§Ú×ÙÔÓ̃ØdËÎÑÒpdÕÊ×ÍÆÕØdÇÊØÙdØÚÒÒÆ×ÎßÊÉdÎÓdÙÍÊØÊdÑÎÓÊØ~d 

 

¹ÔÉÆÞd̆ÍÆÛÎÓÌdÈÔÚÓØÊÑ̇dÎØdÇÊÌÎÓÓÎÓÌdÙÔdÍÆÛÊdÆÓdÔÑÉ-fashioned ring, 

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 to teÑÑdÙÍÊdØÙÔ×Þ̇d

(Benjamin 86).  

 

In the end William finally is able to tell the story, not just a ØÙÔ×ÞpdÔËdÍÎØdËÆÙÍÊ×̃Ød

life: his immortality brought to him through the delicate art of storytelling. 
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