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ABSTRACT

VISUAL LITERACY, METAFICTION, AND HORROR MOVIES:
AN ACCOUNT OF SELF-REFLEXIVITY
IN THE NEW STALKER FILM

Orhan Anafarta

Ph. D. in A.D.A

Supervisor: Assist. Prof. Dr. Mahmut Mutman

July, 2001

This study investigates the significance of metafiction, game, and
visual literacy as they relate to today's changing practices of
spectatorship. These concepts are elaborated in relation to the
rebirth of the eighties' horror film genre 'stalker' as a self-
reflexive text in the nineties. Scream (Wes Craven, 1996) is taken
as the purest specimen of the 'new stalker' in which the above-

mentioned concepts can be observed with clarity.

Keywords: Visual literacy, metafiction, stalker film, game.



OZET

GORSEL OKUR-YAZARLIK, USTKURMACA, VE KORKU FILMLERT:
YENI STALKER FILMINDE KENDI-UZERINE-DUSUNEN-KURGU OLGUSUNUN
DEGERLENDIRILMEST

Orhan Anafarta

Sanat, Tasarim ve Mimarlik Doktora Programi

Tez Yoneticisi: Yrd. Do¢. Dr. Mahmut Mutman

Temmuz, 2001

Bu c¢alisma distkurmaca, oyun, ve godrsel duyarlilik kavramlarini
ginimizin degisen izleyicilik pratikleri cercevesinde ele
almaktadir. Bu kavramlar, 80'ler korku sinemasinin bir alt tiri olan
'stalker'in 90'larda kendi tzerine disiinen bir metin olarak yeniden
dogusu baglaminda tartisilmaktadir. Yeni stalker'in en saf Ornegi
olmak suretiyle yukaridaki kavramlarin net bir sekilde
gbzlemlenmesine olanak veren Scream (Wes Craven, 1996), calismanin

odak noktasini teskil etmektedir.

Anahtar kelimeler: GOrsel duyarlilik, tstkurmaca, stalker filmi,
oyun.
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1. | NTRODUCTI ON

This study started as a treatnent of visual literacy, a popular
keyword in visual studies. My initial aim was to redefine the
concept with an attenpt to fit it into a well-defined structure and
render it 'operationally specific.' That would, in turn, provide ne
with a theoretical nmodel that | could utilize in devising solutions
for the viewers in their 'problematic' relationship with visual
i mgery. Such a utilitarian approach to producing a theory of visua
literacy was nostly nmotivated by ny experiences in the field of
desi gn education where a solid theoretical structure is required for
the practice to perform consistently. The nain objective of the
whol e project was to notivate the viewers of the contenporary nedia
to beconme nore 'aware,' thus 'conpetent,' throughout their various
encounters with visual products; and the only possible context for a
prospective solution seened to be the field of education where it
was possible to intervene, as a 'third party,' into the process that
t ook place between the viewer and the inmage.

My continued research on various relations between the viewer
and the visual imge eventually revealed that the 'visual literacy
project," as | ~conceived it, was an inpossibility. Gven the
multifarious nature of visual representation and reception, any
attenpt to devise a pragnatic nodel of visual literacy would end up
being either too vague to account for the whol e phenonenon of visua
representation (this was one of the nbst pretentious ains of the
project) or too focused on such an isolated realm of imagery and

reception that it would remain insignificant.



I still hold that a totally conprehensive theory of visual
literacy could only be an inaginary project. However, ny studies on
the phenonenon of visual self-reflexivity made nme realize that the
concept was not at all irrelevant. The very basis on which visua
self-reflexivity functioned was a distinct assunption, on the part
of the visual product, regarding the degree and kind of the visua
literacy with which the viewer was equipped. The self-reflexive
visual inmage itself, as it were, fulfilled the function of the
"third party’ which intervened between the viewer and the
representation. Consequently, it was possible to find different
definitions or fornulations of what it neant to be visually literate
by analyzing visual inmages that, in one way or another, referred to
thensel ves; and these definitions were quite well drawn.

The aimof the following two sections is to structure a theory
of visual literacy along with sone of the relevant concepts and
issues it is connected with. The first section presents a criticism
of the available theories of visual literacy with an intent to |ay
the groundwork for a nore 'consistent' nodel. The second section
develops this nodel to the point where it can be problematized on a
nmore profound | evel, which would justify my further inquiry into the
topic of visual self-reflexivity. The concepts and terns introduced
in this chapter will be picked up in various parts of the follow ng
chapters that delve into certain distinct nmanifestations of self-

reflexivity in filmc narrative

1.1. Visual Literacy and the Probl em of Comunication

Visual literacy has | ong been an unnanmed notion, aside fromits open

declaration as a 'project' to be tackled within the field of visual

studies. A rethinking of the visual theory, including such diverse



fields as film studies and Gestalt psychol ogy, reveals the fact that
the concept of visual literacy has always constituted a serious, yet
unacknowl edged, inplication. Although the term itself is alnost
never brought up within the witten material issuing from these
fields, it is possible to conjure up a nmore or |ess clear sense of
"what it neans to be visually literate' (and illiterate) that has
constantly been generated by the texts. For instance, such an
i mplied nmeaning can be observed in the following quote from David
Bordwel | s Narration in the Fiction Film

.the spectator sinply has no concepts or terns for

the textual elements and systens that shape

responses. It is the job of the theory to construct

them the job of analysis to show themat work (48).

Bordwel | 's spectator is 'sinply' denied the privilege of being
visually literate, and that space of consciousness is reserved for
the filmtheorist and analyst. In other words, Bordwell's scenari o,
in order to justify the distinct role of the 'expert,' requires the
spectator to be cast as a visually illiterate character who is not
aware of the 'reasons' for his/her responses to the inages s/he
sees.

The emergence of visual literacy as a project can be observed
in the termis change of status from being a covert textua
inmplication to an explicit reference in the form of a keyword or a
book title. This relatively new endeavor seens to originate fromtwo
distinct areas of study: visual design and [nedia] education. The
peculiarity of the project comes from its decisive intent of
blurring the clear-cut boundary between the expert and the |ayman.
The fundanental problem that seens to notivate the authors to
advance the project of visual literacy is the supposed inadequacy
(illiteracy) of the viewers in 'decoding' visual nessages. This
probl em has also been translated into a problem of m scommuni cati on

bet ween the producer (designer, director etc.) and the consuner



(viewer) of visual images. Hence, to elimnate the problem the
ordinary viewer should be granted sone of the technical know edge
held by the expert which would, in turn, make himher 'understand
what the expert is trying to say through the agency of the visua
medi um

The witers from the area of visual design contribute to the
visual literacy project by publishing instructive inventories of the
‘rules’ and 'formal aspects' of visual conposition such as |ine,
shape, color, balance, conposition, etc. As the witers of this
literature are nostly art and design instructors (Curtiss, Wng,
Dondis, WIlde & WIlde), the nmanner in which they organize their
witings loosely coincides with the structure of a 'Basic Design'
course taught in the first year at art and design schools. However
being witten in the mdst of the increasing awareness regarding the
"domi nance of visual |anguage in everyday life' and the constantly
felt necessity to educate the viewing public, the inplied readers of
these books are simply 'everybody.' To justify their belief in the
necessity of teaching the rules of graphic conposition to everyone
and to avoid the image of a hard-core school book, the authors
usual ly appropriate a 'popular science' style of treating their
subjects. This intention is nost obvious in the manner they use two
illustrations: a cross-section of the human eye and the diagram of
the Shannon & Waver communication nodel. These figures constitute
two powerful icons that force two distinct notions upon the reader:
the basic nechanism of visual perception which is a 'physica
reality' not to be denied, and the phenonenon of conmmunication, as
is abstracted by the diagram that governs our relationship wth
ot hers.

Three conspicuous problems crop up out of the theoretica
structure on which the designers' approach to visual literacy is

built. Primarily, although the authors of this field advocate the



idea that visual literacy is a node of perception to be acquired by
everyone, the way they treat it in their books is biased on the
domain of production (design). This is nostly evident in the
sequence in which they break up and introduce the subject: dot,
line, shape, form <color etc. Although being useful concepts in
design education, these terns are abstract for a non-designer who
constantly receives conplicated visual signals from various sources.
In other words, lines, shapes, and forms, unless saliently presented
by a particular imge, do not exist in the actuality as separable
el ements of the visual world. By putting forward these professiona
(technical) ternms to be learned by ordinary people, the designers
are actually reserving a higher place for thenselves on the
hi erarchy of visual literacy. What they end up asserting is that one
has to be either a visual artist or a designer to be considered
visually literate in the nost genuine way. The second problem wth
the design-oriented approach is its basis in a presunption regarding
the exi stence of an inmutable and ever-present 'language of vision,'
the rules of which are formulated in the highly influentia
treatises witten by the Gestalt psychologist/art historian Rudol f
Arnhei m (1954; 1969). Such a solid dependence on Gestalt limts the
designers' analyses to purely formal aspects of imagery leading to
an oversight of the ways in which i nmages nmay incorporate ideol ogica
or cultural constructs. Consequently, they focus nostly on the
‘value of aesthetic appreciation' by presenting the conpositional
patterns of successful products of art and design, explaining the
formal reasons for their being effective. Although sensitivity
toward formal aspects of visual imagery can be put forward as an
important criterion for being visually literate, it definitely can
not be the only paraneter. Thirdly, and in many ways the nost
i mportant problem about the design-oriented approach is that its

view on the 'effects' generated by visual images is restricted to a



simple notion of 'understanding.' That is, the advocates of this
approach seem to support the idea that the only way to endow the
ordinary viewer with an artistic sensitivity is to make sure that
s/he 'understands' why a visual piece is so effective. This

probl ematic notion of 'understanding’ frequently conmes up in many

other dormins of the visual literacy project as well.
At this point, | can speculate that the way visual designers
theorize visual Iliteracy is conditioned by their desire 'to be

understood.' They nust be concerned about the fact that what they
acconplish, as the professionals of a 'comunicative nmedium' is
"not understood' by the ordinary people who are not know edgeabl e
enough to appreciate the benefits of a 'good design.

The other field in which a great amount of witing has been
produced on visual literacy is nmedia education. The nedia teachers'
project of visual Iliteracy comenced about a decade after the
designers had declared theirs. Educators took up the basic concepts
i ntroduced by the designers and positioned them within their own
nmodel of visual literacy, which turned the whole project into a nore
interesting one (nmedia literacy), for the concepts got attached to
the issues regarding the contenporary nedia (TV, film - a territory
where there is nuch debate.

In the field of education, the interest in visual literacy
energed due to an augnmenting concern of the experts: the necessity
of adapting the 'verbally oriented" prinary and secondary school
curricula to the contenporary visual technologies. Wat children
| earned and dealt with in their classes had becone increasingly
detached from their daily life domnated by television and
conput ers, and this not i vat ed t he experts to di agnose
"hyperturbul ence,” that is, "the condition results when available
resources and institutions prove inadequate to deal with the speed

and diversity of change" (Bristor & Drake 74). A new and 'nore



ef fective' |anguage was gai ning power outside the borders of schoo
and it was of utnopst inportance for the educators to incorporate
this language into the curricula and teach their students how to be
as 'literate' init as they were with the verbal one.

One of the primary attenpts was to integrate graphic imagery
into teaching, one instance of which was the project known as VLM
(visual learning materials) related to the use of visual inmages in
math instruction (Bristor & Drake 77). Along with other simlar
applications for other courses, it was concluded that using visua
i mgery inproved students' ability to understand the subject matter,
and the teachers were given the serious responsibility for deciding
on the 'nost suitable and effective visuals' relevant to the
subj ects being taught (More & Dwyer 235-55). A greater percentage
of the studies on the significance of visual literacy in education
has been dedicated to TV and vi deo, probably because these nedia are
considered to cover a broader area of children's visual environment
as conpared to still images. The applications concerning the
incorporation of the nobving image into education range from
motivating the students to wite comrentaries on short filns (Buckle
& Kelley) to teaching them the basics of canmera work and editing
(Stafford).

The problens and inconsistencies haunting the visual literacy
proj ect becone nore blatant in the educational approach. Educationa
experts seemto apply the notion 'literacy,' that is, the ability to
read and wite, to the domain of visual imagery in the nost literal
sense of the term That is, if a literate person is soneone who
"understands' what is witten on a piece of paper, then a visually
literate person would sinmlarly be able to 'understand' what is
drawn, painted, photographed, or filned. The anbiguous use of the
verb 'to understand,' which appears in many parts of the whole

visual literacy discourse, is apparently nore common anong nedi a



educators. A bunch of related expressions such as "inproving the
viewing skills," "extracting the nmeaning from inmages," or
"recogni zing the synbolism etc. point to an instrunmental conception
of visuality as a 'linguistic tool to convey neani ng'

Regarding visual nedia as a distinct language with its own
semantic and syntactical rules, the educational expert determnnes
one of his/her duties as assisting the young students in their
initiation to this |anguage rather than letting them be 'exposed to
it in the disorganized environment of daily life (Strictland). A
seemingly nore inportant duty, however, is to render this powerfu
| anguage subservient to 'controlled transm ssions of neaning to be
understood by the receivers. Actually, in their attenpts at tam ng
both the viewers and the tools of the visual nedia, educators nostly
display their intention to institutionalize this "effective neans of
communi cati on" as an equally effective teaching instrunent.

Despite its lack of an operational specificity that would
definitely require a clearer definition, even a dictionary, of the
so-called visual |anguage, the visual literacy project is replete
with premses, attitudes, and attenpts. More and Dwer aptly
describe visual literacy as "a concept that captured the inmagination
of a novenent" (102). 1t has coalesced as an endeavor, from a
variety of visual disciplines, to 'retaliate' against the increasing
dom nance of visual media on everyday life. Along wth its
advancenent as a project, visual literacy has al so been taken up by
various theorists in supporting their discourses on nedia. Sone of
its basic concepts and terns have frequently been brought up in many
different contexts which, in a sense, endow the inherently ill-
defined project with the appearance of an established discipline.
Especially in the discourses produced within the context of 'nedia

and violence,' the notion of visual literacy takes on a consi derable



significance. Ron Burnett quotes the follow ng description of an

incident reported in The New York Tinmes (February 6, 1994):

On Martin Luther King day...69 students from
Castl enont H gh School in Gakland, California, nost
of them Black and Latino, went on a field trip to
see Schindler's List. An hour into the novie, a
smal | but |loud group of students |aughed and joked
during a scene in which a Nazi shoots a Jewi sh wonan
in the head. Wen others in the audi ence stormed out
to conplain, the theater's managenent stopped the

film and ejected all the students. Then soneone
called the press, throwing the story onto the front
page and the conmunity into an uproar... (gtd. in

Burnett 174).

This incident is quite significant in that it brings up two things
to be pondered in the context of this thesis: the various possible
reasons for the students' response, and the way in which this
response was interpreted in relation to the concept of visual
literacy. The former issue will be dealt with in the followng

chapters whereas the latter proves nore inportant at this point to

ascertain the central problem in the visual Iliteracy discourse.
Sissela Bok attributes the "inappropriate" behavior of the
youngsters to their visual illiteracy. For her, the students sinply

did not understand what the film was about and confused it wth

"entertai nnent viol ence':

Wirks, such as Spielberg's Schindler's List show
i nstances of extrene cruelty that are necessary to
convey the horror and inhumanity of the work's
subject, and are thus not gratuitous in their own
right; yet that film also explores how gratuitous

violence is inflicted, even enjoyed, by its
perpetrators. The filmis about gratuitous violence,
then, wthout in any sense exploiting it or
representing an instance of it; and it is

enphatically not nmeant as entertainment violence

[ enphasi s added] (143).
Al'though fiercely claining that Schindler's List was not 'neant' to
be received with laughter, Bok does not delve into the fornal
aspects of the film that she thinks avoid that effect. She sinmply

cel ebrates Spielberg for his mastery in conveying his intended



meaning via the filmc medium which is clearly perceived by Bok -a
visually literate individual- whereas the students' Vi sua
illiteracy created a disruption in the otherw se ideal conmmunication
between the director and thenselves. Bok consoles her reader by
referring to the "media literacy novenent" that began in Australia
in 1980s as an inportant phase in the ongoing enterprise of
rendering young viewers not only visually literate but also "self-
reliant, nore inforned, and correspondingly less fearful and
passive, when it conmes to their use of media" (141).

At this point, | can identify the primary flaw of the visual
literacy discourse as its direct application of the classic
communi cati on nodel (sender-signal-receiver) to the functioning of
visual images. | termthis presunption as 'communication fallacy' -
the contention that 'visual l|anguage' is a well-structured nedi um
through which a sender can transmt thoughts/concepts/meanings to a
receiver. Accordingly, the sender 'encodes' hi s/ her intended
meanings in the form of a visual nessage and the receiver
"understands' this nessage by 'decoding' it into a nental schene.
Once we accept the notion that there are universal meanings waiting
to be encoded and decoded then we have to agree that there is a
"standard of correctness' (or effectiveness) regarding the way the
meanings are structured into visual imges. In that case, the
recei ver/viewer also has to 'know these standards to be able to get
the nessage. These premises justified the introduction of the term
'noise' into the communication theory. Anything that obstructs the
transmission of neaning, e.g. the incapacity of the sender,
unknowi ngness of the receiver, or any other outside intervention to
the nessage, is considered to be noise. As regards the 'sender' part
of this nodel, the concept of noi se dictates that some
witers/directors are |less conpetent than others in conveying their

i nt ended neani ngs; and this inconpetence/ noi se can be identified by

10



visually literate viewers, whereas all the others sinply
m sunder st and t he nmessage.

For a sound elaboration of the relationship between visual
imgery and its viewers, we prinarily have to discard the idea of
the conmmuni cational |ink between senders and receivers. To be able
to ascertain that we are receiving a visual nessage correctly, or
incorrectly thereof, we have to know the intentions of the sender
which is quite inpossible. How can we possibly know what the
director had really intended, for instance, by including a stray dog
in the frane in a long shot of a busy street? Maybe s/he did it
unconsci ously, w thout any determned reason. Can we think that it
is a noise contanmnating the otherwise perfect framng of the
street? W can generate innumerabl e specul ati ons about the scene in
Schindler's List where the Nazi officer executes the Jew sh captive,
however we cannot know Spiel berg's exact directorial intentions that
could have determined a nultitude of aspects ranging from the nere
choice of including that particular scene in the filmto the way it
was franed. Even asking the director hinself, which is hardly ever
possi ble, wouldn't conpletely solve the problem since the visua
imge incorporates too nmany layers to be put into lucid verbal
statenments. Besides, what if he claims to have had no clear
intentions at all? Can we, then, nmintain that non-clarity of
intention (or unintentionality) is also comrunicabl e?

In this context, | conclude that the creator of the film
which itself is a vague notion, is practically absent for the
viewer; what remains for us in elaborating the act of watching a
film (or TV progranm), then, is the nessage (filn) and the receiver
(viewer). Detaching the visual product from its creator and
considering it as a visual entity with sone sort of self-contained
exi stence invalidates the concept of mscomrunication. Since, any

possibility of setting a standard of 'correctness' or 'sufficiency
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di sappears, and every single visible thing perceived on the visua
product demands to be considered 'functional' possessing a well-
determined intention on its own.

Rol and Barthes, in a sinilar vein, wites on the absence of
‘noise' in the reception of art. Accordingly:

.in the realm of discourse what is noted is by
definition notable. Even were a detail to appear

irretrievably i nsignificant, resi st ant to al

functionality, it would nonetheless end up wth
precisely the neaning of absurdity or uselessness:
everything has a meaning or nothing has... one could

say that art is without noise: art is a system which

is pure, no unit ever goes wasted (1977, 89-90).
Bart hes' rejection of noise can be considered as a strong argunent
against the treatnent of visual nmedia in ternms of the comrunication
nmodel . Since we do not have access to the real intentions of the
"sender,' which may well be wunclear or possibly nonexistent as
menti oned above, we are not equipped with tools to judge whether
sone kind of 'noise' is obstructing the way through which the
meani ng i s channel ed. Therefore, regardless of what the inmages in a
filmnmake us think or feel, we, as viewers, have no other choice but
to consider every single visible elenent on the screen as

intentional - neant to be there.

1.2. Imge as Myth and the Process of Representation

Detaching the nessage from the sender and endowing it wth an
intentionality i mediately begs the question: if the visual image is
made up of clearly manifested intentions, whose intentions are they?
Having discarded the sender (director/witer/designer) from the
di scussion, we are left with the other two conponents of the
communi cation nodel, that is, the nessage and the receiver. The

deci sive answer to the question of visual intentionality
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i ncorporates both of these conponents in an integrated fashion.
However, for the tine being, | will detach the receiver as well from
the nodel to focus solely on the message. This wll drive the
analysis into a rather 'hygienic' domain and enable ne to formul ate
the terms for a theory of visual intentionality and a possible node

of visual literacy. Later on in this section, the receiver will be
reattached to this nodel with an intent to resituate the whole
di scussion in its proper context: 'the act of watching filns.' This,
in consequence, will set up the prenises and the notivation for an
inquiry into the issue of visual self-reflexivity.

When isolated from its actual context for the purposes of
abstract scrutiny, the visual inage enbraces the responsibility for
all the intentions it manifests. Then, the intentions that subsist
on the visual inage cone to belong to the 'inage itself' which, in
its turn, starts functioning as a synmptomnyth of concepts,
attitudes, and ideologies. Treating the concept of 'intention' as a
genui ne aspect of imagery calls forth the necessity to figure out
some concrete acts by which various intentions can possibly be
enbodied in visual inmages. The first step would be to break up the
absolute continuity of the image: The visual inage nmanifests its
intentions by gathering a number of 'distinct visual entities' on
its surface while nmanipulating their relative significance. | borrow
the term ' participant' from Kress and Leeuwen to nane these entities
(45). Sinply defined, a participant is a 'neaningful totality' that
has a determned notive to exist on the visual imge. This
definition evokes Barthes' notion of 'lexia,' which he introduces in
his textual analyses of narratives: ".the lexia wll include
sonetines a few words, sonetines several sentences...it will suffice
that the lexia be the best possible space in which we can observe
meani ngs" [enphasis added] (1974, 13). In alignnent with Barthes'

definition of the lexia, it is crucial not to confuse the term
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"participant’ with the categories of aesthetic formalism
Participants are neaningful entities that crop up, even materiali ze,
over the visual image as opposed to sone abstract notions that
require anal yses to reveal thenselves. In other words, a participant
energes into visibility by virtue of its imredi ate meaningful ness
Here, the usefulness of the word 'participant' beconmes apparent.
Primarily, it evokes the presence of a target aim a second order
meani ng, toward which the inmage as a whole aninmates its conponents
"to participate' in achieving. In this sense, the idea that the
i mage bears an 'active intentionality' is enphasized, which opens up
the conceptual space where the viewer can later be situated as the
other active participant with his/her own intentions. Furthernore,
"participant,' for its non-specific and inclusive, even anbiguous,
tone, helps in avoiding the various formbased connotations that
overwhel mthe terns such as "elenent,’ "unit,' or 'figure.
Participants function at the level of connotation (inplied
meani ng) as opposed to denotation (literal nmeaning). The nost
appropriate guide in ascribing an operational definition to the
participant is Barthes' influential essay "Myth Today" where he
sorts out the ways in which visual inmages enbody nythical intentions
by structuring connoted values (1993). In this essay, Barthes
exam nes a photograph he saw in a copy of Paris-Mitch nmagazine: "a
young Negro in a French soldier uniform saluting the French flag"
(116). If we consider photography as a sign system that uses shapes
and colors, the literal reference of the image is quite clear: the
words used to describe the photograph in the previous sentence.
However, Barthes points to the presence of a second order
(connoted/ nythical) neaning to which the literal neaning of this
i mge, as a whole, stands for: "a purposeful nixture of Frenchness
and mlitariness" (116). Semiotics proposes the relation of a

signifier and signified to be the basis of a sign in its denotative
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function. Accordi ngly, a signifier (the shapes and colors
distributed on the photographic surface) denotes/refers to a
determ ned signified (a-Negro-soldier-saluting-the-French-flag, as a
consistent spatial structure) as a function of its firm acceptance
to stand for 'things.' Wat the signifier denotes is also known as
the literal neaning. The correlation of the signifier and signified,
as a practically inseparable duality, constitutes the sign as a
whole, and this alliance is the outcone of an arbitrary decision,
whi ch nmeans there is no intrinsic/natural relationship between what
exi sts on the photographic surface and what it refers to. Concerning
the present exanple, it is then possible that a totally different
organi zation of visible entities on the paper would cone to nean a-
Negr o- sol di er-sal uti ng-the-French-fl ag.

What Barthes calls 'nyth' is the outconme of a second order
signification in which the denotative sign as a whole becones the
signifier of a new and nore conplicated signified. In this context
Barthes refers to Helnslev's linguistic nodel of 'connotation' and
devises new terns for the elements of this secondary system
Accordingly, the first order sign as a whole becones the nythica
"form which, inits turn, refers to the nythical 'concept.' Turning
back to the example, the literal meaning of the photograph (a
fragment of physical environment in which a black soldier dressed in
French unifornms stands beside the French flag while giving it the
salute) beconmes a 'form through which the nythical concept (French
inmperialisn) is manifested. Al though the functioning of the first
order signifier -the shapes and colors of the inage- depends on its
arbitrary relation with its signified, the nythical signifier (form
is never arbitrary; it is always partially notivated and unavoi dably
contains anal ogies. Every kind of visual object, in principle, can
refer to a black soldier standing beside a flag, but not every kind

of inmage can stand for a determ nate concept such as French
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inmperialism The imge has to bring together a group of 'already
meani ngful ' el ements and arrange their visual relations in specific
ways to materialize such an intention. The placenents of the inmages
of the black soldier and the flag as they graphically relate to each
other, the manner in which the soldier gives the salute, or the way
the scenery is framed, all consciously contribute to the enbodi nent
of an ideol ogical concept. In other words, not the colors and shapes
but the meani ngful images of the soldier and the French flag are the
principal participants of this photograph, and it is the specific
ways in which the inage manipulates the relation of these two
participants that evokes the ideol ogical concept in question

Barthes refers to the realm where the concepts (e.g.
inmperialisn) reside as the 'netalanguage.' The intentionality
mani fested in the ways participants conme together is always |inked
to a concept; in other words, the concept is the intention that
ani mtes and structures the order of the visual participants. It is
al so inportant to point out that the sign directory of the first
order language (literal signification) is imensely larger than that
of the netal anguage. There can be nillions of various participant
combi nations that can connote a specific concept; we can find plenty
of other photographs than the 'black soldier saluting the French
flag' that refer to French inperialism

The concept of intentionality has a strong inplication of
authorship, that is, the presence of sone human consciousness
operating behind the construction of visual inagery. Since we have
discarded the sender from the discussion, there remains the
necessity to supplement our theoretical nodel with a notion of
aut horship that would make sense. Seynmour Chatman's definition of
the author proves relevant here; for Chatnan, the author is a
structural principle for the manifestation of which even the rea

witer/director functions as an agent (149). Sense of authorship
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energes as an effect of discourse which should clearly be

di stinguished from the person who actually produces the inmage. In

this sense, the author of the visual image, the bearer of the
i ntentions, is 'the specific manner' in which the visual
participants are structured into concepts, attitudes, ideologies
etc., whereas the end product acquires the role of a synptom

Chat man suggests the term'inplied author' for the structural entity
whi ch "intends'

.the inmplied author can tell us nothing. He, or

better, it has no voice, no direct nmeans of

conmmuni cating. It instructs us silently, through the

design of the whole, with all the voices, by al

means it has chosen to let us learn. W can grasp

the notion of inplied authors nost clearly conparing

different narratives witten by the sane author but

presupposing different inplied authors (148).

The notions of intentionality, participant, and authorship, they way
they are theorized thus far, could be very hel pful in constructing a
theory, or even a project, of visual literacy. The primary reason is
that the intention of the inplied author, as it turns out, is
something literally existent on the inmage as opposed to the obscure
intentions of the 'real' creator; therefore, it nust be possible to
propose nmethods for figuring out the intentions manifested in, say,
a filmc narrative without falling into any speculative (thus
usel ess) accounts of what its real witer/director might have
i nt ended.

Barthes' analysis of the inmage in Paris-Match seens so
consistent and his nethod works so conveniently that it nmakes the
idea of reconfiguring a theory and a practice of visual Iliteracy
quite appealing. If the intentionality, a distinctly ideological one
in Barthes' exanple, is manifested in the way participants relate to
each other, then the initial premse for being visually literate

woul d be the awareness regarding the fact that there are intentions

on the visual inmage and sone visible participants are responsible
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for the enbodinent of those intentions. The nmedia theorist Pau
Messari s, pursuing his own visual literacy project, simlarly argues
that the "awareness of intentionality and artifice" renders a person
"resistant to ideological manipulation and insensate acceptance"
(9).

At this point, the basic prenmise of the 'new visual literacy
project, fornmulated as "awareness of intentionality", sounds quite
pl ausi bl e, generating the incentive to nove on to the next |evel
which would be the attenpt to figure out a solid method for
extracting the participants from visual inages. In the follow ng
four paragraphs, | would like to hint at the possible venues to be
pursued within the context of devising an inclusive nobdel of
observing participants. However, | wll not delve too deeply into
it, because it is this very attenpt that causes visual literacy to
disintegrate as a project, opening up a new space for inmproving it
as a concept to be handled differently.

The basic definition of the participant, a neaningful totality
that has a deternmined notive to exist on the visual inmage, connects
itself to various theoretical nodels contrived to 'break up' the
absolute continuity of narratives. Barthes, again, deserves the
primary reference here for his concept 'lexia,' which he used in two
maj or works to denonstrate the fact that classic-realist narratives
utilize five basic codes in structuring thenselves in a piecenea
fashion (1974; 1981). His nmethod of re-reading texts through the
schene of the five codes of psycho-realism can easily be applied to
the filmnarrative in figuring out the ways in which intentions are
enbodi ed as separate neaningful totalities.

Al so, David Bordwell's theory of film narration can be usefu
in this context if we decide to endow the viewer with some of the
consci ousness he exclusively assigns to the theorist. 1In his

attenpts at sorting out the basic elenents that nake up the filmc
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narrative, Bordwell recourses to a term couple suggested by the
Russian fornalists: fabula and syuzhet. Accordingly, fabula is the
cognitive outcome of what the film evokes in its specific
arrangenent of textual elenents; what it makes the viewer think /
infer / imagine. The creation of fabula, as a consistent cognitive
pattern, is acconplished by the viewer who picks up filmc cues
applies available nental schenes, and tests his/her hypotheses in
relation to the upcomng narrative information, wthout, however,
being aware of this mental activity. Bordwell also stresses that
fabula is definitely not a whinsical or an arbitrary construct; it
is based on the assuned intersubjective congruity of the viewers who
woul d 'understand’ nore or less simlar things froma film(49). In
other words, the way the film structures its participants is based
on the presence of what Chatnan terns an 'inplied reader' the
cognitive schenme of whom which is accepted to remain identical anong
viewers belonging to a simlar historical and cultural domain (151).
This is an encouraging presunption regarding the visual literacy
project in that it inposes a certain 'coherence' upon the viewers
whi ch could be discernible in the simlarity of 'reactions’ within a
particul ar audi ence group. Bordwell's other term syuzhet, is the
‘conscious' system which provides the necessary elenents required
for the viewer to construct the fabula. Wereas the fabula is never
present on any material aspect of the notion picture, syuzhet is the
assenbl age of what literally occurs on the screen. For instance, two
consecutive shots of a man and a wonan |ooking directly into the
camera mght notivate the inference/fabula that they are |ooking at
each other, whereas, what the filmliterally does is nothing nore
than presenting two human faces in a succession separated by a cut.
Fol I owi ng the progression of the above-described attenpts to
break down the continuity of the filmc narrative, | can start

poi nting at some concrete participants, the awareness of which could
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render a viewer 'visually literate.' Going back to the end of the
previ ous paragraph, | can argue that at its nost technical level, a
film is already conposed of concrete fragnents/participants that
interact with each other. In this context, 'the shot', which Stephen
Heath refers to as 'the mninmum segnent,' is one of the nost basic
participants of filmic narration (114). Sinply defined, a shot is
the 'continuous' event which the canmera records in between two cuts,
and it energes as a 'neaningful totality' along the distributiona
axis of the narrative. Having defined visual literacy as 'the
awareness that there are participants in filns and these
partici pants always manifest intentions,' the shot can be situated
within the visual literacy project as an item of education -
somet hi ng which the viewers should be (rmade) aware of.

Paul Messaris presents a lucid illustration of how seeing
shots as participants could contribute to the visual literacy of the
viewer in terms of his/her resistance against the ideologica
apparatus. Messaris refers to the illusion of spatio-tenpora
coherence in film narrative as 'false continuity' which, he
believes, is a powerful tool for visual manipulation, especially in
the non-fictional case of TV reporting (35). He wites about one of
the televised presidential debates of 1976 in which a series of
reacti on shots of an opponent was inserted into various parts of the
vi deo-recording on which the presidential candidate declared his
remarks. It was then found out that the reaction shots of the
opponent did not show his 'actual' reactions to what the candidate
was saying, but they were taken from another tape on which his act
of listening was shot separately. The editor's specific choice of
the reaction shots nmade the finished videotape give the 'false'
inpression that the opponent was overreacting to what he was
hearing, and this seriously changed the public opinion concerning

the debate. It can be argued that such a result was mainly due to
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the audi ence's 'unawareness' of the fact that each separate shot is
a 'participant' intentionally placed in a specific part of the
program Here, it should be noted that even if the editor had
inserted the 'correct' reactions of the opponent, this would stil
not solve the problem for two interrelated reasons: because it
al ready has to use separate shots to build up a coherence, a filmis
essentially discontinuous, in other words, the noving image has to
tell lies first even in the service of telling the truth; besides,
the viewer does not have any cognitive tools to judge whether a shot
is genuine in terns of its relation to the tenporality of the rea
event. In this situation, the proper mnd-set of the viewer should
rather make him think that shots are participants and they function
in evoking neanings; whether they are 'correct' or not is not an
i ssue in this context.

Whereas the validity of visual literacy as an educational
endeavor could, in a way, be defended by referring to incidents such
as the one described above, other incidents like 'the Schindler's
Li st event,' which was nentioned in the previous section, causes the
whole project to flounder on a nmnore profound level. \Which
visual /narrative participants do the students have to be aware of in
order not to laugh at the filnf? What are the participants that nake
the theorist decide that Schindler's List depicts gratuitous
violence with the clear intention of displaying how 'bad" violence
could be? Actually, these questions can be answered simlar to the
way Barthes elaborates on the concept of French inperialism as
mani fested in his treatnment of the Paris-Match photograph. At this
poi nt, having established a relatively consistent term nology for
visual literacy, Barthes' analysis needs to be reconsidered;
however, this tine, by reattaching the viewer (receiver) to the

di scour se
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The main reason for the consistency of Barthes' analysis is
that his identity as a 'visually literate viewer' is neticulously
defined. Barthes is particularly known for his antagoni sm before the
illusory transparency of the sign, and his works nostly exenplify
his continual endeavor to lay bare the nechanisns by which signs
mani f est ideologies (Young 133). His reference to the Paris-Match
magazi ne, his choice of that particul ar photograph, and his decision
to pick those two najor participants (the soldier and the flag) are
motivated by his intentions. The intentionality of the photograph
energes as a function of Barthes' own distinct intentionality
informed by his position as a |inguist and iconologist. An attenpt
to aggrandi ze Barthes' perspective, governed by his intentions, to
an overarching theory of visual literacy runs the risk of
overlooking other possible intentionalities exercised by other
subjects. For this reason, Messaris' stated objective of naking
viewers aware of shots as participants, though neaningful in a
limted context, may as well be irrelevant for the viewers who
engage with the prime-tine news in a totally different way, wth
different intentions. In this sense, while nmeant to give people the
freedom to resist to ideological nmanipulation, visual literacy can
itself turn into a major ideological project at the point where it
starts pushing the viewers to change their intentions and prefer
some partici pants over others.

The viewer, then, has to be considered as another participant
within the event where the imge is 'made to manifest an
intentionality' by foregrounding various visual participants. Stuart
Hall, in his early sem nal essay "Encodi ng/ Decoding,"” had el aborat ed
on the possibility of 'deviant readings' exercised by different
viewer groups of the televisual media. He introduced three basic
viewi ng positions. Accordingly, the 'dom nant hegenonic position'

defines a viewer operating definitely inside the dom nant code
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t hrough which any 'm sunderstanding and distortion' of the messages
is not possible. On the other hand, in the 'negotiated position,'
whil e understanding the dom nantly defined nessage, the viewer at
the same tinme questions and opposes the nmain transmitted idea. In
this node the viewer is, in a sense, a mixture of adaptive and
oppositional elenents. Finally it is possible for a viewer to
understand both the literal and the connotative inflection given by
a discourse but decode the nessage in a contrary way. The viewer of
this kind, who can be said to reside in the 'oppositional position,’
never reads the encoded nessage in its intended node. Wiereas Hall's
first two viewing positions, seemngly haunted by the comunication
fallacy, can be said to provide nmotivation for the visual literacy
project fraught with the 'benevolent' intentions of rendering the
public conscious of 'what the TV is doing to them' the |ast
position (oppositional reading) can arguably be related with my
di scussion on 'what the public does with the TW.

Present debates going on in the 'reception' stream of nedia
studies tend to dwell nore on the difference anong various reading
strategies forged by the intentionalities that shape viewership.
Bruner and CGorfain, in their article naned "Dialogic Narration and
t he Paradoxes of Masada," el aborate on the process through which the
myt hical Jewish story of the Masada castle has been reshaped into
different narratives by different peoples (57-79). They argue that
what is at stake is not the deviant readings of a nucleus-story but
a dialogic process that gives birth to many historically-situated
particular narratives. Each narrative has been created by a public
with particular wills and purposes that determne the intentions
they perceive. In this sense, there exists as nany literacies as
there are publics nurtured by specific socio-historical structures;

therefore, it is also not unsound to imagi ne a hierarchica
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structure within a particular audience group regarding the degrees
of literacy that individuals possess.

One of the npbst recent works that focus exclusively on the
ways in which audiences determine their own participants is Janet
Staiger's book Perverse Spectators. In the chapter "The Perversity
of Spectators," she criticizes what she terns the 'normative
approach' to nedia/filmreception. | consider Staiger's critique of
the normative approach, which she structures under seven distinct
headi ngs, as the consummate argunent against the visual theory built
on various totalizing presunptions. She has so wi dened the scope of
her criticism that it addresses all the crucial flaws to be
associated with normativism in nedia studies. Accordingly, the
normative description 1) has been created by a specific group of
people; 2) is built on a small set of types of narratives; 3) is
specific to the period of its developnent; 4) does not take into
account a variety of viewers 5) does not take into account the alib
[which refers to the fact that films are often supposedly about one
thing when in fact they are easily read as another]; 6) functions
from a very limted set of reasons why spectators mght watch a
film and 7) assunmes that spectators are know edgeable and
cooperative (39). Staiger's argunents and accounts on viewership
will be brought up in finer detail in the followi ng sections of this
t hesi s.

To sum up, the concept of visual literacy, while providing an
effective tool for elaborating on the relationship between the
viewers and visual nmedia, cannot be conceived as an educational
project. The fundanental problem of the theory, cited as the
normati ve approach in the previous paragraph, is its conception of
visual representation as an 'object'; and it has been this very

conception that spawned various nodels for 'teaching' visuality to
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the visually illiterate. Various criticisns pitted agai nst
normativismin this chapter brings us W J. T:. Mtchell's suggestion

that we conceive of visual representation not in terns of a
particular kind of object [e.g. a filn] but as a kind of activity,
process, set of relationships” in which both the visual product and
the viewer 'participate' in the creation of neaning [enphasis added]
(420). The following chapters of this study wll adopt this
perspective while delving into self-reflexivity via the gui dance of

"visual literacy' as an instrumental notion
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2. FICTION, METAFICTIQON, AND REALITY

The previous chapter has brought the discussion to the point where
the nornmative approach to analyzing visual inages gives rise to the
type of text which, nore that anything else, serves as a site of
exhi bition where the analyst/theorist denobnstrates his/her distinct
visual literacy in relation to the inages s/he chooses to work on.
Actual ly, this cannot be addressed as 'the problem in visual theory
once we accede that every viewer has his/her own way of
participating in the process whereby the image, inevitably, takes on
site-specific intentions. After all, production of a theory, whether
normative or otherwi se, is what those theorists do about the inages
they encounter. Hence, the theory criticized in the previous section
is valid in the sense that it grants us the passage through which we
can observe the ways some ot her viewers have observed visual inmages.
The problemis nore about the fact that those observati ons have been
presented as absolute truths regarding the ways in which visual
i mges function while the participants attached to the observations
receive the status of 'the formal features' of visuality.

There have been a nunber of different attenpts at breaching
t he overwhel mi ng appeal of normativismthat haunts the production of
visual theory. One extrene is the theorist's decision to foreground
hi m herself as 'the viewer' and carry on with the analysis driven by
the awareness that every single participant s/he nentions is a
product of his/her own intentionality. The npbst interesting instance
of this node of witing cane from Rol and Barthes. After spending his

whole life sorting out the participants by which i nages and texts

26



force the dom nant ideol ogy upon people, he ended up witing Canera
Lucida, where he reflects on the process of representation that
takes place between a group of photographs and hinself. The two
participants he introduces, studium and punctum are the products of
hi s uni que perspective and cannot be rendered functional even within
the processes by which other people encounter the very sane
phot ographs. A similar manner of witing can be observed in Ron
Burnett's <chapter entitled "Projection' where he sporadically
i ndulges in 'speculations' on a particular film to denonstrate the
unavoi dabl e presence of his own intentionality. For instance, at one
poi nt throughout his analysis of the film Germany, Pale Mther
(Hel ma Sander s- Brahns, 1980), he starts describing what had happened
on the set during the shooting of one particular scene; later, he
admts that he 'imagined and fictionalized the whole event (155).
For him what the film cannot do is "denonstrate through its
structure how [he] experienced its narrative developnent” (154).
Hence, there is no other alternative than 'projecting oneself’
toward the visual inagery.

Many other theorists who are unwilling to rule out the
possibility of 'reception studies' tend to fornulate a conposite
t heory t hat i ncor por at es in varying degrees their own
intentionalities as viewers, specific incidents that point to
different activities of participation (e.g. the Schindler's List
incident), and other texts witten on the filns they discuss. They
utilize this conpound theory to figure out various ways to 'observe
observers' in their encounters with filmnparratives.

While utilizing a simlar conposite theoretical nodel in his
anal yses of visual nedia, W J. T. Mtchell deflects from this
streamin that he also points to a certain type of imagery he thinks
is worth exam ning wthout necessarily taking great pains to inagine

its viewers separately because he believes that the type in question
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al ready does that by itself. The followi ng section is reserved for a
brief elaboration of Mtchell's argunents, which will be further
devel oped and specified later to provide a basis for the choice of

narratives to be treated in this study.

2.1. Hypericons and Met api ctures

Mtchell has devel oped his nost prom nent discourse on visuality in
his Picture Theory and Ilconology. He refutes the purely textual
normative approach to inmagery primarily by <claimng that the
contenporary visual media points to the necessity of a nodel that
i ncorporates both the inmage and the viewer in its scope. Addressing,
in a sense, Staiger's third stated problem (that the available
visual theories are specific to the period of its devel opnent), he
goes on to argue that what we are experiencing right now is the
"pictorial turn" which calls for the realization that
...spectatorship (the l|ook, the gaze, the gl ance,

the practices of observation, surveillance, and
visual pleasure) nay be as deep a problem as various

forns of r eadi ng (deci pherment, decodi ng,
interpretation, etc.) and that visual experience or
"visual literacy" might not be fully explicable on

the nmodel of textuality. (1994, 16).

In his attenpts to refrain from supplenenting inages with textua
expl anations and to regard the issue in terms of the ways inmges are
received and circulated throughout history, Mtchell strives to
align hinself with the discipline known as 'iconology.' Based nostly
on the theoretical structure devised by Erwin Panofsky, Mtchell
conflates the inmge-text dualism by suggesting that we consider
i mges 'as ideas' thenselves. The next step is to observe the ways
in which these inages/ideas survive the visual history. For his

assigning the iconol ogist a seenmingly privileged position within the
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di scourse on visuality, Mtchell can be subjected to the simlar
criticisms directed toward the advocates of the normative nodel.
Besi des, his notion of picture-as-idea inplies a regress toward the
textual nethod he sets out to denounce. However, the visual icons he
chooses as his objects of inquiry save Mtchell's theory from
falling back into normativism and open up the space for a partially
textual approach to visual inages that mght not necessarily be
based on the total neglect of the viewer.

Mtchell sidesteps the above-nentioned problens by primarily
abandoni ng the notion of a metal anguage or di scourse that determ nes
what inmages could 'nean,' which then leads himto explore the ways
in which “"pictures attenpt to represent t hensel ves - an
"iconography' in a sense rather different fromthe traditional one"
[enphasis added] (1994, 24). Hs inquiry into such pictures
motivates him to coin the term "hypericons," that is, visua
representations that attenpt to "depict the act of picturing,
imgine the activity of inmagination, figure the practice of
figuration" (1986, 5-6). For Mtchell, hypericons are 'dialectical
i mmges' that have been brought up throughout the history whenever
t heori sts/phil osophers felt the necessity to reflect on the nature
of representation. The npbst canonical exanples would be Plato's
cave, Aristotle's wax tablet, Locke's dark room wher eas
Wttgenstein's duck-rabbit (the paradoxical draw ng that enbodi es
the representations of a duck and a rabbit at the same tinme) and
Foucault's Las Meninas can be regarded as nore recent instances of
hyperi cons.

One 'risk' that threatens the dialogic nature of hypericons is
their gradual transformation into reified signs that do not retain
any connections with the processes by which they had conme to life
and had been viewed/utilized. Mtchell, identifying hinself as a

rat her progressive 'iconologist,' takes on the responsibility to
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‘"restore the dialogic power of hypericons' and to revive them as

vi sual netaphors that inform their own discourses (1986, 159). He
starts tackling this 'project' in his later work Picture Theory
where he cones up with the new term "netapicture,” acconpanied wth
a clearer definition: "pictures that refer to thenselves or to other
pictures, pictures that are used to show what a picture is.” (35).
In exenmplifying this definition, Mtchell nostly alludes to pictures
that in one way or the other refer to themselves in a 'paradoxical’
fashi on. One canonical exanmple he brings up is Magritte's This is
not a pipe - a painting that ponders, as it were, its own theory and
problematic. He then goes on to analyze a bunch of newspaper
cartoons that parody the conventions in which they were pictorially

constructed. That is, pictures that deconstruct the representationa

codes of space, which end up saying two things at once: 'l am a
fragment of space popul ated by solid objects' and 'I am nothing but
a picture riddled with conventions of picturing.' | can also add to

this list Maurits Escher's work on spatial dilenmas where part of
the picture |ooks extrenely 'realistic' while some other parts |ay
bare the fact that what we see there is sinply a piece of paper
scratched by a pen.

The list of netapictures can be extended to cover innunerable
representations that sonehow refer to thenselves or to other
representations fromrelated genres. At this point, the term which
seems to command a great diversity of visual practices, needs
clarification. At the nost basic level, the conposite word neta-
pi cture denotes the picture's inclusion of the 'nmetalanguage' into
its formal structure. In other words, rather than 'connoting' the
concepts that give rise to its nythical forms, the picture chooses
to 'denote' them by broaching the seniotic barrier that separates
the first and the second order signification. This apparent

transformati on of netal anguage from being an i nm nent |ayer of
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concepts to a representable substance has drawn the attention of
theorists, notivating them to deal with the phenonmenon separately.
In many parts of the theory produced on el aborating netapictures, it
is possible to discern the belief that these peculiar depictions, by
explicitly enbodying their connoted concepts, come up as visual
phenonmena in which the netal anguage disappears as we Kknow it.
Actually, this is the 'risk' that Mtchell talks about, nanely,
turning netapictures into reified idols. Before encountering this
probl em and searching for alternative solutions, |I find it necessary
to start elaborating the issue by taking in the prenise as a
possibility and to follow the path that runs through various usefu

definitions.

John Searle, witing on Vel asquez's Las Meni nas, suggests that
met api ctures elicit a visual regression evoked by the constantly
recurring question "Wat is the picture a picture of?" However, he
al so maintains that this is definitely not a "vicious regress" which
eventually stops at the 'picture itself' (258). In a simlar vein,
Barthes refers to self-nythification as the nobst powerful textua
strategy that enables the text to abandon its status as an instance
of nmythical speech. He calls the product of this process as
"artificial nyth" which, in a sense, cones wth its own neta-
di scursive commentary. He gives Flaubert's Bouvard and Pecuchet as
an exanpl e:

The rhetoric of Bouvard and Pecuchet becones the

form of the new system the concept is here due to

Fl aubert hinself, to Flaubert's gaze on the nyth

whi ch Bouvar d and Pecuchet had bui | t for

thenselves... the signified becones bouvard-and-

pecuchet-ity... and the final signification the book

itsel f" (1993, 136).

The text/image, by virtue of its fusing the first and the second
order signification together, becones a 'nythology'. In other words,

it performs its own 'iconology' by 'looking at itself' froma
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distance - recalling the term 'critical distance' which supposedly
governs the relation between the image and the theorist/anal yst.

The notion of critical distance being incorporated into the
i mmge evokes the sense that the nmetapicture nanifests the co-
presence of theory and practice. This is one trait of the
met api cture that Mtchell deenms extrenely significant, for he
bel i eves that the power of the netapicture cones fromits capability
"to make visible the inpossibility of separating theory from
practice, to give theory a body and visible shape that it often
wants to deny, to reveal theory as representation" (1994, 418). He
distills his argunents into a single statenent which he thinks
epitom zes the whole issue: 'sinmilar to how we theorize pictures,
met api ctures picture theory.

But, which theory? This question opens up the space in which
we can start talking about the wusefulness of netapictures in
el aborating on various notions of viewership. The theory through
which the inmage |ooks at itself cannot be regarded as 'the theory
which has the capacity to extend over the whole issue of
representation. To revisit the theoretical nodel | presented in
section 1.2. (Ilnmage as Myth and the Process of Representation), the
viewer's intentionality fragnments t he i mge into Vi sua
participants, and these participants reflect the viewer's intentions
back onto hinfherself. The netapicture, then, would go through
nothing but the same process: it turns its gaze backwards to
perceive itself via a distinct intentionality which notivates its
act of reflecting on certain visual participants. Along the simlar

lines, Mtchell regards netapictures as "not nerely epistenol ogica
nmodel s, but ethical, political, and aesthetic "assenblages" that
allow us to observe observers (1994, 49). Qur encounter with a
met api cture draws us into the process whereby we 'look at one

particul ar way of |ooking at an inage.'
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Can we then talk about the visual literacy of the visual inmage
regarding its relationship with itself in the sense that it has the
capacity to expose the ways in which participants enbody intentions?
Actually, this cones up as a possibility if we attach the viewer of
the netapicture to this nodel as the 'third party.' Therefore, the
condition for the nmetapicture to function as a metapicture depends
on the particular alignment of the literacy of the inage with that
of the viewer. In other words, there nust be a certain reciprocation
between the intentionalities/literacies of the inmage and the viewer
so that the image could be seen as 'reflecting on itself.' By
creating sone kind of 'detachable author' that hovers in between the
imge and the viewer, the netapicture, in a sense, tends to cal
back the comunication nodel that | refuted in the first section of
this thesis. The notion of 'm sunderstanding the image' energes as a
faint possibility.

Hence, the exceptional wusefulness of +the netapicture in
studying viewership beconmes apparent. The netapicture, conpared to
many other pictorial nobdes, has a distinct consciousness regarding
who its observers are. That is, its conditions of use/satisfaction
are based on a well-defined set of presunptions regarding the
literacy of the viewers to whom it addresses itself. This also
inplies that the mnmetapicture strives to create a 'conmunity' in
which it can enact its dialogue with its own codes/conventions while
articulating its viewers into that dialogue. Another aspect that
renders the netapicture as an effective tool for studying viewership
is that it is not sinply a 'genre;' it should rather be seen as a
phenonenon that energes for various reasons at particular nonments of
vi sual history.

This last point brings us back to Mtchell's concern with the
"risk' at stake caused by the tendency of the iconologist to give in

to the seeming transparency of the metapicture, that is, the
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contention that met api ctures announce the disappearance of
met al anguage by incorporating it into their visible fornms. If this
were the case, then every single metapicture would nean the sane
thing regardl ess of the process within which it was received/used. A
purely textual approach could certainly lead to such a dead end by
forcing us to conclude that netapictures signify nothing other than
t hensel ves. Hence, what the iconologist has to be aware of is that
the netapicture does not force netal anguage into nonexi stence but
simply shifts it to another level. This level, which transcends the
purely textual aspects of the visual inmage, is the realm where
various historically-specific practices of reception and circulation
occur. The proper nethod for an iconology of netapictures should
then suppl enent textual readings of the image with other surveys
aimed at figuring out why/how the inmage was received by particular
groups of viewers.

The following section narrows down the theoretical scope
circunscribed by the concept pair hypericon-metapicture to self-
reflexivity in fiction. Treating the concept of self-reflexivity
froma nunber of perspectives will later provide me with a framework
within which | can situate ny objects of study -nineties' horror
filns- as texts that exist in a particular process of representation

where a peculiar activity of viewership is practiced.

2.2. Self-reflexivity, Metafiction, and Parody

Having perforned an elaborate treatnent of the netapicture as a

significant concept for the theory of representation in general,

Mtchell brings up the subcategory 'metafilm' He determ nes the

genre known as "the backlot filnf to be the cinematic surrogate for
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the hypericon due to its distinct act of reflecting on the novie
i ndustry:

The nmenbers of this genre are nore or |less self-

consci ous about the institutional history of the

cinematic nedium to which they belong; they carry a

kind of institutional nmenory, a nyth of the medium

a picture of the theory of the nediumitself (1994,

100) .
Mtchell refers to Billy WIlder's Sunset Boulevard (1950) as the
backlot film (metafiln) par excellence. H's analysis reveals how the
filmin question exhibits the various aspects of Hollywood' s system
of nmovie production with all its intricacies. At that point,
however, Mtchell's theory goes out of focus. Having provided a
convincing and coherent case for the general significance of the
met a- phenonenon in visual representation, he delves into such
particularities concerning the 'backlot' film that the possibility
of discerning an overarching nmetafilm theory in his treatnment seens
renote. However, Sunset Boulevard fits into Mtchell's own specific
agenda, and it is possible to observe the dial ogue he establishes
with the film considering the participants of self-nythification he
extracts fromit. A relatively consistent set of notions, which he
does not articulate at length, guide him in pinpointing the term
"backlot film and sorting out the aspects that render it
significant in relation to the broad phenonenon of hypericonicity.

This last point brings forth the necessity of establishing an
agenda and a consistent theory in analyzing particular instances of
the hypericon. Aiming at fulfilling that requirement, this section
is reserved for an overview of the literature that can be attached
to an iconological treatnment of the nineties' horror film which,
for various reasons, falls under the broad category of the netafilm
The background theory that proves nost relevant for ny purposes has
been produced under the inclusive title of self-reflexivity. This

termis nostly nmade to refer to the phenonenon in general whereas
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sone other sub-terns such as 'self-reference,’ 'netafiction,' and
"parody' are used to provide room for slight shifts in perspective
and resiliency in applying the theory to different practices of
representation. Gven the extensive practice area and intricacy of
the theory of self-reflexivity, | wll track down the parts that
have the potential to contribute to nmy task. This involves surveying
the literature through a perspective which would foreground a nunber
of concepts to be structured into a nore practical nodel

As nentioned in the previous section, sel f-reflexive
representations that fall into the category of the hypericon emnerge
for specific reasons at particular nonents of the visual history.
The contenporary phenonmenon of self-reflexivity, which comes out in
various representational practices, has been picked up as a concept
that characterized the epoch known as the postnodern. Linda Hutcheon
refers to Lyotard in identifying the collective psychology that
caused the profound change in the practices of representation: "The
"post nodern" world, as Lyotard calls our postindustrial devel oped
West, may well be suffering today from a lack of faith in systens
requiring extrinsic validation" (1). Accordingly, the ever-grow ng
mstrust toward the legitimacy of ‘'external' art criticism has
provided the notivation for the contenporary artists to incorporate
the pertinent «critical comentaries wthin their work, which
resulted in some sort of a short-circuit in the conventiona
critical dialogue between theory and practice. This taken as the
basi ¢ explanation, the postnodern period is seen as dom nated by an
i ntense node of 'recycling' of ideas, images, icons, etc. alnost in
an unending nirroring process, whereas 'postnodernity' has been
rendered into an omipotent concept that speaks through all the
contenporary forns of representation. In nany sources, the horror
filnmse of the nineties are as well categorized under the title of

' post nodern horror cinena,' which, though not being totally unsound,
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tends to overlook the specificity of the process within which those
filnme were received. Here, it is wuseful to remenmber Mtchell's
stated risk once again: depriving the hypericon fromits connections
and turning it into a reified sign that stands for only one thing.

The nost elaborate theory on self-reflexivity has been
developed in the area of l[iterature under the title of
"metafiction'. The recent (postnobdern) tendency of the contenporary
novel to reflect on its own narrative structure notivated a group of
scholars to contrive a theory that treats the ways in which literary
fiction incorporates self-reflexivity. The theory of literary
met afi ction confers a significant advantage for this study for two
reasons. Firstly, the structure of the novelistic narrative displays
so many simlarities to the filmc narrative that it is often
possible to elaborate the latter in terms of the former. Secondly,
the authors of the literary theory tend to adhere to the rigor they
inherited fromthe authoritarianismof the tradition they cone from
which requires themto be quite clear in their definitions.

The operational specificity advocated by the literary
theorists gives way to a neatly structured framework for netafiction
whi ch, when applied to the filmc narrative, narrows the nunber of
specinens down to a manageable quantity. Accordingly, the nost
prom nent characteristic of self-reflexivity in the novelistic
narrative is the irrefutable presence of 'netacomentary' as a
genui ne property of the text. Metafiction cones forth as a function
of the novel's enbodi nent of a 'dialogue' that takes place between
two texts where the reader is attached to this dialogue as the third
party. In this scenario, the constitutive agent of netafiction is
the novel itself which initiates the process by clearly doubling its
voice into prinmary and secondary texts. The reader's participation,
then, creates the trilateral dial ogue that characterizes the process

t hrough whi ch t he phenonenon of netafiction is experienced.
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The literary theory, outlining the tripartite structure of the
metafiction, is also quite explicit about what metafiction is not.
| mages/texts have recurrently been r ender ed sel f-consci ous
t hroughout history by being observed via certain intentionalities.
Theorists in need of hypericons tended to attribute their own voices
to imges/texts and make them capable of speaking for thenselves.
One classic instance of this tendency can be seen in the discourses
produced in relation to nodernist art. The constant struggle of the
artists to discover the 'pure visual forns' and to liberate art from
its dependence on an 'external reality' inaugurated the noderni st
paradi gm of 'art about art.' The noderni st artworks have nostly been
regarded as visual structures that reflect on thenselves. In the
field of storytelling and literature, Karl Kroeber inposes a simlar
intentionality on narratives in general. Cbserving the historical
devel opnment of the narrative through the notions of 'retelling-
rereadi ng,' Kroeber maintains that fictional storytelling has al ways
been self-reflexive in various ways (9). Perceived via the nodel of
metafiction delineated by the contenporary literary theory, both
Kroeber and the disciples of the nbdern art discourse are actually
dealing with structures that are not necessarily self-reflexive.

At this point, a few references to a sinilar phenonenon in
cinema studies would help in clarifying the pragmatic range of the
metafiction theory wutilized in this thesis. Certain nonents of
"saturation' in filmtheory nust have |ead the scholars to determne
cinematic hypericons which they claimto 'speak' the theory through
filmc participants. Htchcock's Rear Wndow (1954) seens to be one
of the nost popular pieces to have granted the status of a netafilm
by being made to stand for the whole process of spectatorship in
cinena. Seen from the viewpoint of literary self-reflexivity, this
phenonmenon is the outcome of the 'film theory' to incorporate the

filminto its framework rather than the films own intention of
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presenting a theory of cinematic representation by reflecting on
itself.

Simlarly, an extensive nunber of filnms have been seen as
effecting a parodic doubl e-voice by incorporating other filns into
their structures as 'primary texts.' John Carpenter's Halloween
(1978) has quite a large share in this discourse regarding the ways
in which it 'reworks' Hitchcock's Psycho (1960) (WIllianms 201).
Another film seen in a sinmlar connection with Psycho is Tobe
Hooper's Texas Chainsaw Massacre (1974) which, as frequently
suggested, presents a parodic joke on all the narrative aspects of
the forner. Janet Staiger adnmits that she also perceived Hooper's
filmin the sane way; however, she attributes this perception to her
own intention of defining an identity for herself as a visually
literate film schol ar:

...0obviously ny personal invoking of the intertext

of Psycho has been a means to defend nyself fromthe

sadonasochistic fantasies | am also constructing in

viewing the text. By using the intertextual frane

"Tobe Hooper has used Htchcock's Psycho as an
intertext for Texas Chai nsaw Massacre and | am smart

enough to see this,” | am constructing for nyself
the role of a listener of a joke | amattributing to
Hooper. Thus, | become conplicit with Hooper in the

mechani sms of a tendentious joke, rather than the

joke's victim - the "average" viewer of the novie

(185).

Staiger's explanation can be seen as one instance anong countless
other intentionalities that inpose netafictional participants on the
text/i mage.

Met afi ctional readings of the above nentioned filmc texts are
made possible by their dialogic potential - a trait which Bakhtin
attributes to the novel:

The way in which the word conceives its object is

complicated by a dialogic interaction wthin the

obj ect between various aspects of its socio-verbal

intelligibility. And an artistic representation, an

"image" of the object, may be penetrated by this
di al ogic play of verbal intentions that neet and are
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interwoven in it; such an imge need not stifle

these forces, but on the contrary nay activate and

organi ze them (277)

In this sense, it is quite natural for the viewer to discern the
recurrence of various participants that s/he had already seen in
other texts. However, textual dialogism which is the comobn trait
of all fictional narratives, is not a sufficient condition for the
tripartite net afi cti onal di al ogue. The theory of literary
met afiction deal s with narratives t hat are "explicitly

metafictional, that is, narratives that foreground their act of
treating a text (primary) through the structure of another
(secondary) text while aligning thenselves with the readers who
woul d observe the dynamic relation between the two textual |ayers.
In defining the theoretical boundaries of parody as a node of
di scour se, Dan Harries al so mai nt ai ns t hat al t hough a
met afictional/parodic viewing strategy could be engendered by
viewers who are 'literate' in particular narrative forns, genuine
narrative netafiction operates within the fairly specific fornal
structures that textually exist (7).

Literary theorists provide various conplenentary definitions
of self-reflexivity with an attenpt to cover the concept from
different perspectives. In this context, the ternms 'netafiction,’
"parody,’ and ‘'self-reflexivity' are nostly used interchangeably.
Robert Scholes provides a rudinentary definition of narrative
metafiction with respect to its primarily dual structure: "a tale
within a tale" (2). He then suggests that these |layers could well be
multiplied [a tale within a tale within a tale.] provided each |ayer
preserves its integrity and specific connection with the others.
Li nda Hut cheon uses the term ' parody' to cover all sorts of literary
self-reflexivity and devi ses a nore conprehensive description of the

textual /readerly practice it refers to:
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Parody... in its ironic "trans-contextualization"

and inversion, is repetition with difference. A
critical di st ance is i mplied bet ween the
backgrounded text being parodied and the new
i ncorporating work... The pleasure of parody's irony
comes not from hunmor in particular but from the
degree of engagenent of the reader in the
i ntertextual "bounci ng" between conplicity and

di stance (32).

Having determined the very basic textual structure of netafiction,
the next step conmes up as the necessary attenpt to pinpoint the
significance of it as a phenonenon. Literary theorists converge on
the explanation that netafiction as a narrative strategy is brought
up whenever the avail able genre conventions and the discourses they
generate are observed increasingly through a «critical gaze.
Met afictional narratives emerge as textual sites within which the
conflicts engendered by this critical attitude are worked out.
Bakhtin, in a simlar vein, maintains that the parodic disposition
in the novel functions as a device to distance the author from the
literary |anguage of his/her time. As an outcone of this critica
di stancing, "the novelistic discourse domnating a given epoch is
itself turned into an object and itself becomes a means for
refracting new authorial intentions" (309). Bakhtin's enphasis on
the historical specificity of parody reninds us once again about the
significance of observing the appearance and progress of
metafictional narratives in perceiving the "tenor of the time" to
whi ch they belong (Gehring 3).

Mark Currie determ nes the |owest comon denom nator of all
metafiction as "to create a fiction and to nmake a statenment about
the creation of that fiction" (43). Accordingly, these two processes
are forced to stay together in a formal tension which blurs the
di stinctions between 'creation' and 'criticism and merges theminto
the notions of ‘'interpretation' and 'deconstruction.' Patricia
Waugh, along simlar lines, defines the essential textual nove of

metafiction as "creation plus critique" (19). The 'creation' part of
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this nodel is invariably associated with the notion of 'mmcry'
which proves to be a pivotal termin the overall discourse on self-
reflexivity. Waugh incorporates this terminto her discussion with a
quote fromKirem djian

. a kind of literary mimcry which retains the

form and stylistic character of the primary work,

but substitutes alien subject matter or content. The

parodi st proceeds by imtating as closely as

possible the formal conventions of the work being

parodied in mtters of style, diction, netre,

rhythm vocabulary (qtd. in Waugh 68).
Mmcry can feed on a myriad of different aspects belonging to a
representation, genre, or discourse. For instance, an Escher
Iithograph problematizes the allegedly 'natural' status of |inear
perspective by mmicking its codes with great dexterity only to
reveal that it is just one of the innunerable nodes of pictorially
representing space. In a simlar way, Ml Brook's H gh Anxiety
(1977) takes great pains to duplicate as close as possible the nost
prom nent scenes of Htchcock filns so that its act of situating
them within a different (comedic) discourse could be perceived.
Robert Stam al so raises the issue of 'auto-criticism in netafiction
inrelation to Wody Allen's Stardust Menories (1980) - a film about
a filnmmker who reluctantly attends a retrospective in his own
honor, where he finds hinself in the painful situation of |istening
to the ravings of his fans and the relentlessly censuring attitudes
of his critics. Stam observes that the film "places in the nouth of
various characters all the conceivable charges that nm ght be |evel ed
against Allen's oeuvre in general and against Stardust Menories in
particular" (196). Allen's film by enploying the above-stated node
of netafiction, engages in a critical dialogue with the artistic
discourse as it is manifested in social reality.

Wen Kiremdjian presents mmcry as the 'primary' textua

node of netafiction, he nust be biased on the 'witerly' process
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whereby the novel/script is constructed by the author. In the
process of receiving the text, however, the sense of mnicry energes
as a function of the explicitly foregrounded 'doubling’ of two
textual layers. This doubling is what assists Allen's filmto give
away the sense that it is prinmarily "mimcking its own style' then
criticizing it by introducing a second discourse. In this context,
VWaugh remarks that the lack of 'explicit metacomentary can cause
the process of recontextualization go unrecognized (36-7). In that
case, mmcry becones nere repetition. However, there are borderline
cases where the viewers/critics insist on interpreting extreme
mmcry as a netafictional strategy. The npbst interesting exanpl e of
such a node of reception was engendered by Paul Verhoeven's Starship
Troopers (1997) where nmany people tended to see it as displaying a
critical attitude toward the notions of war and fascism by its
m mcking the participants of the novies which openly advocated
them A ‘'user coment' on the Internet Myvie Database starkly

illustrates the possible viewerly activity at stake:

This is either a really good, surprisingly
intelligent satire of sci-fi and war filns in
general (particularly the WNI era recruitnment filns
that Hol | ywood cranked out |ike they were actually a

part of the War Departnent) or an incredibly vapid

film that should only be watched for its glitzy

flash-bang qualities. | choose to believe the

fornmer, otherwise | <can't justify watching it as

many tinmes as | have, and I'mnot nearly as smart as

I think I am (Foss, 8 August 1998)
| tend to believe that Starship Troopers intentionally raises such
an anbival ence that pushes the viewer to oscillate in-between a
feeling of guilt for enjoying the filmand a feeling of 'smartness'

for being able to 'get the joke.' However, this statenent can only
be regarded as ny contribution to the debates that converged around
the film Here, the significant point is that Starship Troopers does
not include any explicit netacomentary which could render its

narrative strategy as 'mimcry for critical purposes'. Hence, it
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cannot be seen as netafictional in the sense the termis defined by
the literary theorists.

Waugh gives the works of WIIliam Burroughs as texts that
arguably challenge the codes of classic-realist narration, adding
that they can not be regarded as netafictional either. She maintains
that Burroughs' narratives create a deep confusion of planes or
orders of reality without providing the reader with an 'other'
di scourse to align with (37). There are innunerable filns that can
be seen as utilizing a simlar textual nethod in dismantling the
codes of psycho-realism while being indifferent to any possible
met a- 1 evel discourses that could be foregrounded within their
structures.

One exanple that can be given for the genuinely netafictional
film that discusses the reality of the filmc medium is M chael
Haneke's Funny Ganes (1998). The two main characters of the film in
their conversations, occasionally bring up the subject of 'the
reality of the filmc representation.' The neta status of their
comrents are blatantly exposed in certain netafictional noments
where the film fragnents into two distinct |ayers of discourse: one
of the main characters frequently stares directly at the viewer
wi nking and smirking to insinuate that s/he is an active acconplice
in the dreadful torture he perpetrates upon the fanmly that exists
in the 'other narrative layer'; the same character also has the
capability to rewind the filmwith a renote control whenever he does
not |like the way the events have unfol ded.

The concept of ‘'literacy' is repeatedly brought up by the
theorists of nmetafiction because they believe that there has to be a
cul tural alignnent between the text/image and the reader/viewer for
the self-reflexivity to function properly. Hutcheon illustrates
narrative parody as a textual npde that activates the past by

situating it within a new context, and she goes on to argue that
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this node nekes simlar demands upon the reader regarding his/her
know edge and recollection (5). Bakhtin describes the whole process
of netafiction as a 'quarrel' between a text and a reader filtered
by an imaginary author (the narrative layer that effects the parodic
stance toward the primary text) who/which is always a 'biased third
party. The genuine reader of nmetafiction, accordingly, is the one
who has acquired the literacy to sense this intentional bias:

We puzzle out the author's enphases that overlie the

subject of the story, while we puzzle out the story

itself and the figure of the narrator as he is

revealed in the process of telling his tale. If one

fails to sense this second level, the intentions and

accents of the author hinself, then one has failed

to understand the work (Bakhtin 314).

Mar garet Rose pushes the whole argunent of the literacy requirenent
even further to fornulate a four-leveled scale of conpetence
regarding the reader's engagenent with the netafictional text (27).
According to Rose's scale, the reader of the first category does not
perceive that there are two separate texts that speak to each other

the second category covers the readers who perceive the double voice
but not the parodic dialogue that takes place between the voices;
the reader of +the third category recognizes the intertextua

bounci ng between the two texts but feels that both the primry text
and himherself are 'attacked' by the parodic discourse; and
finally, it is the readers of the fourth category who are able to
articulate thenselves to the metafictional narrative and enjoy its
par odi ¢ di al ogue.

Wil e elaborating on the issue of literacy as a prerequisite
for engaging with the netafiction, it is inportant to avoid the
pitfall of tagging netafictional narratives as objects waiting to be
decoded by the cultivated public. Rose's schene, due to its

abstractness and rigidity, displays an inclination toward such an

understandi ng. This insinuation is also generated by the fact that
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her four-1level ed structure i ncl udes three posi tions for
"m sunder standi ng' and only one for the genuine readerly engagenent.
Here it is crucial to remenber that in terms of its contribution to
understanding netafiction as a phenonenon, visual literacy is an
‘"issue' rather than a 'virtue.' Based on a sinilar conprehension,
Hutcheon refers to the enmergence of netafiction as a reciproca
cultural advance performed by the readers and witers toward each
other, rather than one as trying to reach the other (19). Then,
Rose's first three generalized positions of readership that indicate
"failures' in perceiving the metafiction could be regarded as
irrelevant for they sinply refer to the nonments where there is no
process to be observed. It is, then, nore inmportant to study how
particul ar instances of netafiction articulate their readers/viewers
to thenselves Dby activating various assunptions about their
literacy.

Rose's third category of m sunderstanding netafiction (parody
m staken for an insult) displays a link to sonme corresponding
argunents generated on the 'nondestructive' stance of the parodic
di scourse. Literary theorists nmmintain that although netafiction
infuses fiction with criticism this criticism is not ained at
destroying the validity of the targeted text. Accordingly, the
desire of the nmetafiction is to 'refunction' the worn out
participants of the prinary text to its own needs, rather than to
prove that they are of no use anynore. Actually, an 'evil' discourse
pointed at the primary text could possibly end up destroying the
secondary one as well due to the close proxinmty between the two; as
Hut cheon notes: "Parodic art both deviates from an aesthetic norm
and includes that norm within itself as backgrounded material. Any
real attack would be self-destructive" (44). Bakhtin also renders
the parodic attitude as a discourse that shows 'respect' to the

| anguage which it parodies:
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[ Parody] nust re-create the parodi ed |anguage as an

authentic whole, giving it its due as a |anguage

possessing its own internal |ogic and one capabl e of

revealing its own world inextricably bound up wth

t he parodi ed | anguage (Bakhtin 364).
It is possible to observe the benign aggressiveness of the
metafiction in the scene from Funny Ganes where the mmin character
rewsinds the film with a renote control because he is utterly
dissatisfied with the way the scene has unfolded. Although the
character displays an intense irritation toward the structuration of
the primary text which is a fairly well-constructed classic-realist
narrative, the film arguably would not intend to channel that
irritation to the audience. Such a direct transfer of a feeling of
di ssatisfaction to the viewer could understandably elimnate the
pl easure of the film

Hence, the historical energence of netafiction, as outlined by
the literary theory, does not (can not) inherently initiate a major
political change. In line with this opinion, many theorists have
clearly articulated the conceptual difference of netafiction from
other nopdes of textual advances intended to effect changes in
i deol ogy, one of which is 'satire.' Metafiction displays a rather
anbi val ent gesture by i ncorporating bot h conservative and
revolutionary forces in its structure without blatantly valorizing
one over the other. Unberto Eco wuses the term "authorized
transgression” in reference to this anbivalent deed and believes
that it serves the function of 'curing the accumulated stress’
created by the 'law without renoving or changing the law itself. He
views the issue within the context of conedy and carnival both of
whi ch, he thinks, even reinforces the power of the governing system
by issuing artificial transgressions. For Eco, carnivals especially
represent "paranount exanples of |aw enforcenent. They renind us of

the existence of the rule" (6).
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Al though netafiction is incapable of originating a genuine change in
the dom nant ideol ogies, it can synptonmize the shifts and
transformations taking place within the ideological domin. The
|latter point, as repeatedly brought up in various parts of this
thesis so far, grants nmetafiction its invaluable status of picturing
the state of affairs pertinent to specific processes of
representation. To provide a denonstration regardi ng the useful ness
of metafictional texts in developing such insights, | would like to
conclude this section by expanding upon Mark Currie's particular
take on the issue, which will be instrumental in structuring the
argunents to be presented in the upcom ng chapters.

The Funny Ganes exanple shows that the novie audience of the
late nineties can handle even the npst exaggerated nodes of self-
reflexivity. We are ready to accept a fictional character who is
able to manipulate the 'reality' of the actual film in which s/he
exists as a two-dinensional noving image; this would be quite

extraordinary for the audience of the forties or fifties. Currie, in

this context, believes that the increasing awareness of net a
Il evel s of discourses in fiction is a consequence of an increased
social and cultural consciousness through which we cone to realize
the constructedness of the 'real world . He defines netafiction as
"a term given to fictional witing which self-consciously and
systematically draws attention to its status as an artefact in order
to pose questions about the relationship between fiction and
reality” (40). Hence, in providing a critique of their own methods
of construction, such filnms/texts not only problematize the basic
structures of narrative fiction, they also provoke the idea that
"the world' could itself be fictional

As Lacan taught us in his discussions of "the symbolic," our

access to the world is nediated through |anguage which operates

within various neta-levels. W always need 'frames [of
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intentionality]' to derive consistent neanings from what we see and
hear; signs, synbols, and gestures start functioning as meaningfu

participants only if the receiver is able to inmagine that s/he is
sharing the sanme netalinguistic realmframe with the sender. In this
context, literary fiction and cinem, both of which operate on
linguistic signs and netalinguistic concepts, beconme useful nodels
for learning about the construction of reality through frames and
fictions (Currie 41). Metafictional narratives help us in this
| earning process by presenting the nonents of 'nmalfunction' where
the participants of a genre/style/convention openly reveal their
intentions by abandoning their transparency. In a simlar vein,
Waugh writes about the opposition of frame/frame-break as the basic
met af i cti onal strategy:

The alternation of frame and frane-break (or the

construction of an iIlusion t hrough the

i nperceptibility of the frame and the shattering of

illusion through the constant exposure of the frane)

provides the essential deconstructive nethod of

metafiction (31).

W can speculate that the increasing popularity of self-
reflexivity in literature and cinema is the synptom of a new soci al
consci ousness by which we 'take one step backwards' to see the
linguistic franes that render our utterances and behaviors
under st andabl e/ comuni cabl e. This subject has been elaborated by
theorists who argue that reality is a theatrical construct in which
we occupy 'roles' rather than selves. Accordingly, everyone 'plays'
hi s/her own game of reality as long as the other players as wel
seem to obey a certain set of rules that are at |east partly
consistent with the ganme being played. The concept of 'reality as a
game of being' had already been treated by existentialists (Waugh
42); however, the recent devel opnments in conmuni cation technol ogies
(nicknanes, virtual identities etc.) and the increasing popularity

of FRP (Fantasy Role Play) games arguably stinulate the energence of
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the popular belief that we are participating in the gane of
life as players.

Different ganes require different strategies of playing/acting
and therefore different identities. In this context, Davi d
Cronenberg's eXistenZ (1999) is the nost appropriate netafictiona
film a picture of the above-described theory as Mtchell would cal
it, in which we can observe all these concepts in action. eX stenzZ
tells the story of people who jack thenmselves into a virtual-reality
game, the rules of which are uncannily sinmlar to the ones we
encounter in 'real' life. The players who eventually win eXistenzZ
are the ones who have been nore successful in devel opi ng strategies,
deciding on the nost appropriate lines to say, and figuring out the
best actions to perform The film also inplies the inherent
simlarity between film and gane by having its characters/players
constantly criticize eXi stenz (the film in terns of
characterization and plot developrment. The concepts ‘'reality',
‘gane', and 'film nerge into each other through eXistenzZ's playfu
narrative which foregrounds its participants in the process of

creating and violating franmes of signification.

50



3. THE RI SE OF THE CONTEMPORARY HORROR FI LM AND THE CLASSI C
" STALKER

Havi ng structured a theoretical nodel for the basic mechani sms of
metafiction in the preceding chapters, the rest of this study wll
delve into a specific process of representation to be viewed through
this nodel. A particular phenonenon in the recent history of horror
cinema will be taken as the 'event' which calls for the activation
of the theory laid out so far. One of the sub-genres of the post-
Psycho horror film nanely the 'stalker,' enjoyed an extrene
popul arity throughout the late seventies and early eighties;
however, it did not survive the nineties and disappeared from the
scene; then the second half of the nineties witnessed the 'return'
of the genre via an intense node of self-reflexivity.

The nmetafictional horror film of the nineties displays an
unprecedented capability of performng its own iconology and
articulating its viewers to the parodic dialogue it performs wth
the genre conventions. At the nobst basic level, to renenber
Mtchell's argunment, it allows us to 'observe its observers' wth
clarity by developing well-defined presunptions regarding the
literacy of the audience to whom it addresses itself. Besides, by
effecting a stylistic alignment with its primary texts, in that it
stays within the generic boundary of horror as opposed to conedy,
and taking viewership as its significant issue, the netafictiona
horror, in a sense, (re)wites its own version of the history of

"wat ching horror filns.'
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The notion of rewiting history brings up Bakhtin's concept of
"bias' - the cultural/critical intentionality of the 'inaginary
author' who/which |looks upon the |anguage s/he/it parodies.
Li kew se, t he met afi cti onal horr or activates a specific
intentionality in refunctioning/recreating the participants of its
primary texts. That is, its view of the history of contenporary
horror cinema is deternmined by a particular perspective to be
i mposed on the activities of viewership that had taken place between
the seventies-eighties' horror filmand its audience. As an attenpt
to provide the history of the primary texts of the metafictional
horror of the nineties, the followi ng sections of this chapter allow
that perspective/intentionality full play. In other words, the
aspects of contenporary horror filmto be treated in this chapter
are nostly the ones that have reenmerged within and have been dealt
with, in one way or another, in the nmetafictional narratives of the
nineties' horror film

The follow ng section deals with the horror filns that enjoyed
their peak popularity in 70-80s, under the inclusive titles of 'the
contenporary horror film and 'the slasher'. This general treatnent
is intended to provide the nost prom nent aspects of the post-Psycho
horror cinema that were then reflected upon by the nineties'
met afi ctional horror narratives. The perspective of this inquiry
will later be contracted to focus on the subgenre known as the
"stalker' - a well-defined type of narrative which provided many of
the primary textual participants for the nineties' netafictional

horror.
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3.1. The Contenporary Horror Film

Hi tchcock's Psycho (1960) marked a turning point in the history of
cinema by launching a new genre of horror. Primarily, as a highly
popul ar notion picture by a noted director, Psycho legitimzed the
use of blood on the screen. It also introduced the 'psycho-killer'
who slaughters his victins in the goriest ways; sharp and pointy
objects became nore and nore prevalent as nmnurder weapons whereas
guns gradually lost their popularity. Mny film theorists |oosely
categorize this new genre as 'slasher'; Sapol sky describes slashers
as:

...comercially rel eased, feature-length filns

contai ning suspense-evoking scenes in which an

antagonist, who is wusually a nale acting alone,

attacks one or nore victins. The accent in these

filme is on extreme violence. Scenes that dwell on

the victims fear and explicitly portray the attack

and its aftermath are the central focus...(38).
Due to the enphasis these filns place upon violence and nonents of
death, other ternms such as 'gore' and 'splatter' are also used for
categori zing purposes. These subcategories are brought up nostly
when a particular filmforegrounds explicit inmages of di senbowel nent
or gushing bl ood. However, the overarching term slasher, which seens
to be based on the infanmous 'shower scene' of Psycho, stands out as
the prominent categorical tag throughout the theory produced on the
post - Psycho horror cinema. The use of the knife as the nurder weapon
and the accented inage of the stab as it slashes through the
victims flesh is the dom nant visual participant that has notivated
the term

Cythia Freeland lists Peeping Tom (M chael Powell, 1960),
Frenzy (Alfred Hitchcock, 1972), and Henry: Portrait of a Serial
Killer (John McNaughton, 1986) as the enbl ematic specinmens of the
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genre, and she goes on to claim that slashers do not necessarily
feature nmurders committed by the use of knives or blades. The
killer, accordingly, may strangle his victinse or even snap their
necks. The generic |abel 'slasher,' Freeland nmaintains, refers to
the novies which revolve around the nurderous activities of a
psychopathic killer, usually a male, whose blood lust drives himto
repetitive extrenme violence (161). The recurring carnage, which is
often eroticized by the killer's act of satisfying his voyeuristic
appetite prior to the assault, is showased by the canera which

rarely shies away from the graphic violence that takes place at the

monent of Kkilling.
Aside from various definitions that dwell on the gruesone
monents of Kkilling, theorists witing on the slasher repeatedly

highlight its basis in ‘'reality." They put the realism of the
sl asher in opposition to the fictional worlds of other gore flicks
that are nostly 'unrealistic.' The human status of the killer seens
to be the main reason for this generic claim as Freeland notes:

"the nonstrous killers of these filnms are not undead, supernatural

vanpires or hairy hulking werewolves but living, breathing nen"
(162). In other words, rather than featuring a conbat against an
anomal ous nonster like a vanpire, an evil alien, or a nutant

cockroach, the slasher narrates the story of a human being who
commits ordinary violence, nanely 'nurder.'

The alleged realism of the slasher's antagonist has spawned
i nnunerable treatnents of the genre in ternms of the ways in which it
stands for the tenor of tinmes. Paul Budra epitom zes the arguments
that converge on the slasher's representation of social reality with

the following statenment: "...there is only one Godzilla; there are
potentially thousands of Nornman Bateses..." (194). He argues that
the 'shivers' generated by the slasher is due to its evoking of a

zeitgeist which is nuch nore terrifying than the particular identity
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of the killer. As the fearful uncertainty of the fornmer attributes
an anonymity to the latter, the nonster pool becones alnost
limtless. Contrary to the undisputed sense of nonstrosity fleshed
out by the blatant physical difference of the classic nmonster, the
sl asher's human psycho-killer is, in a sense, a "nonster of choice."
Then, what is really frightful is not the killer but the fact that
anyone could be the killer. The nanifestation of such anonynity of
the contenporary evil can be seen in Mchael Mers' expressionless
mask in Hall oween (John Carpenter, 1978). The film even reinforces
this sense of facelessness in one of its final scenes where Laurie
(Jamie Lee Curtis) unnmasks her inhunan eneny: Mchael's real face is
not so different from the mask he was wearing. The closing credits
of Hall oween al so deny M chael his nanme and tag him as "the shape."
Jonat han Lake Crane, who ferociously blanmes the contenporary horror
cinema for advocating societal hopel essness, wites along simlar
I i nes about Jason, the killer of the Friday 13th series:

Any | arge human who can don a goalie nask and weld

sonet hi ng sharp can play Jason. Jason is a cipher; a

stunmbling nute who |urches through his appearances

wi t hout benefit of voice or personalized gestures.

He is a nurderous blank... (142).
What the Post-Psycho horror cinema offers as the 'threat,' then, is
the 'psychotic,' that is, the killers who walk around us, human
devils who are sonehow a product of our own society, of the nuclear
famly, often indiscrimnate from ourselves. Thus, the origin of the
problem is not an outlandish creature; we are the problem (Budra
189). Actually, 'the nonster as one of us' is a concept that has
endured the shifts and transformations of the horror genre; we can
observe its pertinence in sonme of the serial killer filns of the
late nineties. In the final scene of Joel Schumacher's 8 MM (1999),
Tom Welles (N cholas Cage) is baffled by the totally ordinary and

beni gn physi ognony of the killer when his face is unmasked. The
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killer, before the puzzlenent of Wlles, nakes everything even nore
confusing by saying that he did not have any traumatic chil dhood
menories or anything sinmlar which had pushed him to torture and
kill people; he was sinply the way he was.

The slasher's 'realism is not only a purely textual act of
mrroring the hidden nonstrosity haunting the society in which we
live. Freeland, in defining the violence perpetrated by the
sl asher's antagonist, also uses the word "newsworthy" (181), that
is, violence that qualifies as a news item Seen from this
perspective, the slasher discloses its intimate kinship with the
media along with the public's relentless fascination wth the
psycho-killer, energized by its craving for an 'explanation' or some
disclosure that would wunveil the 'real face' of the nonster.
Screenpl ays of sone slashers are inspired fromreal-life stories of
individuals who attract the attention of the nedia as intriguing
psychopaths or serial killers. Psycho was based on a book by Robert
Bl och about a nurderer and corpse stealer named Ed Cein. Years
|ater, we witness the reenergence of Gein's story in The Silence of
the Lanbs (Jonathan Denme, 1991), a story about the fictiona
canni balistic killer Hannibal Lechter. The audience doesn't seemto
effect that drastic of a discrinmnation between the fictiona
psychopath of the novie screen and the real psychopath of the prine-
time news, as long as they are both 'interesting' enough. In this
context, Cynthia Freeland wites about how the nedia publicity over
the cannibalistic serial killer Jeffrey Dahner's arrest threatened
the box office take and opening of the horror film Body Parts (Eric
Red, 1991) (162). In the case of Henry: Portrait of a Serial Killer
we can see a nore profound interlacing of reality with fiction; the
real story of Henry Lee Lucas and the quasi-docunentary feature of
McNaughton has alnmpbst turned into one big event in which the

character played by M chael Rooker and the televised/ published inmage
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of the real psychopath Lee Lucas conmingle. Seemingly catering for
the ongoing merging of fiction and reality, the recently released
DVD of Henry supplenents its feature with various extracts fromthe
tabloids that issued news and photographs about Henry and his
partner Qis. Also, the included interview with the director
McNaughton repeatedly comes back to the issue of how he was
intrigued by Henry's social skill of approaching his victins w thout
scaring them Hence this gives us Jonathan Lake Crane's interesting
claine on how the serial killers have becone parts of the
entertainnent elite (1).

As brought up in the above paragraph, the slasher's nove into
the nineties transfornmed it into the "serial Kkiller feature' which
can be described as a character piece revolving around the
i diosyncrasies of an individual psycho-nurderer. The fascination
with the idea of 'the killer as one of wus," which enjoyed its
nascent phase with the faceless killer of the slasher, translated
itself, in the nineties, into the explicit filmc depiction of the
killer as an intriguing genius. The focus of the nineties' seria
killer filmis nostly on the distinctive nethods of the antagoni st
who has the unbelievable ability to conceal its tracks along wth
the baffling courage to leave playful clues for the police as a
display of his invulnerability. The fascinating persona of the
killer is wusually reinforced by the screen presence of powerful
actors such as Kevin Spacey and Ant hony Hopki ns.

In the seventies-eighties' slasher, however, the excessive
fascination with the identity of the killer was not manifested as
the mmjor issue to be cinematically addressed. The excess was
di scharged sinply through the repetitive acts of violence; the
anonynous nonster was, in a sense, disguised with sights of blood
and gore. The slasher's showcasing of ‘'gratuitous' violence has

i mpel l ed many theorists to categorize it under the title of
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"exploitation cinema.' In sone sources, the boundary between the two
terns even disappear (Mdleski 288). The main point put forward in
the literature on (and against) exploitation is that the slasher

exploits the audience's intrigue with the psycho-killer by mnmaking
him'present his art' as nuch and as explicitly as possible. Such an
"exploitative' aspect of the slasher can be observed with greater
clarity in the ways it was pronoted in posters and film trailers.
Advertising canpaigns for the slashers always enticed their
potential audiences with the pronise of death and escal ating body
counts - a discourse which also lead the genre's nany opponents to
denounce it as 'dangerous' (Waller 259). Taglines used for sone of
these films are illustrative of the particular way in which the
sl asher attenpts to lure its viewer: Last House on the Left (Wes
Craven, 1972): "Mari, 17, is dying. Even for her the worst is yet to
conme.;" The Texas Chai nsaw Massacre (Tobe Hooper, 1974), "Wwo will
survive and what wll be left of then?;" Hlls Have Eyes (Wes
Craven, 1978): "The lucky ones died first.;" Terror Train (Roger
Spotti swoode, 1980): "The boys and girls of Sigma Phi. Sone will
live. Some will die.;" Gaduation Day (Herb Reed, 1981): "Graduating

from high school has never been so deadly...;" Happy Birthday to Me
(J. Lee Thonpson, 1981): "Six of the nobst bizarre nmurders you will
ever see.;" Friday the 13th part Il (Steve Mner, 1981): "The body

count continues..."

The audi ence of the slasher - or the 'victinms,' as pronounced
by the detractors of the genre - is nostly considered to be
dom nated by teenagers. In fact, many accounts on the energence of
the contenporary horror film determine the rise of a separate teen
culture as the prime nover behind the whol e phenonenon. Accordingly,
Anerica's teenagers were increasingly seen as a privileged group
with the sufficient income, l|eisure, and notivation to support a

theatrical business. As the structural and financial problens of the
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studio converged wth the growing recognhition that teenagers
represented the core of Hollywood' s audience, the producers started
capitalizing on this large group of people (Sapolsky 34). The
slasher is regarded as the nost fruitful attenpt in this process
through which a vast nunber of films were consumed in series by a
teenaged public. Two sub-terns that were coined in relation to the
convergence  of expl oi tation and the teenaged viewer are
"exploitation teenpic' and 'teen-slasher.' Mkita Brottman forces
the theory into a sharper focus by pronouncing that the percentage
of the males in this group is higher that that of the females (7).
Vera Di ka brackets the age spectrum of the npbst enthusiastic
teenager public of the slasher as between 12 and 17 years, and adds
that these youngsters used to populate the novie theaters in |arge
parties (9). One of the nobst interesting issues about the teen-
sl asher phenonmenon is that slashers have always been 'illegal' for
‘groups of teenagers'. MPAA (Mtion Picture Association of Anerica)
had issued the infanbus R-Rating for the genre which dictated that
no one under seventeen was to be adnmitted in the theatre without a
parent or a guardian. In this context, the issue of rating turns out
to be another perspective through which the contenporary horror film
can be observed. Waller suggests the year 1968 to be regarded as the
interval that narked the advent of the contenporary horror cinema
for that was when "MPAA instituted its 'Industry Code of Self-
Regul ation' as a response to (and an attenpt to sidestep) public
concern over the role of censorship in the nmedia" (259). The period
between the late 1960s and 1980s was doninated by CARA's (MPAA' s
Code and Rating Administration) constant struggle against the new
horror filnms, including its refusal to grant an Rrating to Ronero's
Dawn of the Dead (1978), and openly declaring its adversaria
position against filns |like Halloween Il (1980) in that they tend to

di splay 'graphic violence." The long struggle brought an R-rating
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status to the slasher, in a sense, allowing and perhaps even
legitimzing the presentation of explicit violence, as Waller lists:
"the violence of decapitation and disnmenbernment, of needles to the
eyeball, and of scissors, kitchen appliances, hand tools and shish
kabob skewers as deadly weapons" (259). Still not for the unattended
t eenager, though. However, every single account of the incidents
that took place in the horror film screenings of seventies-eighties
announce the fact that slasher was particularly enjoyed by
teenagers. One speculation could be that the allure of seeing
somet hi ng which is not supposed to be seen night even have whet the
appetite of the defiant youngsters. Brottman wites that some filns
of this era even used "self-inposed R ratings" as a ploy to attract
the viewers who were legally prohibited to see them
Especially in the first half of the eighties, the slasher

along with the other sub-genres of the horror cinema, had an
unprecedented popularity, urging scholars to identify it as a mgjor
mass phenonenon. Crane, as one of the fierce detractors of the
genre, puts forward his anxiety-ridden postulate: "Violent pastines
are nothing new, but there has never been anything quite as violent
and nassively popular as the contenporary horror film (1). His
"picture' of the horror viewer in turn is "an audience of mllions
that crave for gore" (3). Philip Brophy's take on the issue, as wll
be clarified later in this section, is nore cheerful as he
interprets the rise of the genre as a cultural phenomenon that had a
revitalizing effect on various social domains:

In 1983, the contenporary horror filmis definitely
a felt presence, with the never-ending onslaught of

horror films reaching large  audiences, a
rejuvenation of the drive-in circuit, the rise in
video libraries and the increasing value and

rel evance that the genre currently holds not only
for mainstream film audiences but also for rock
culture and filmculture (278).
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Brophy's reference to drive-in theaters (the outdoor cinemas where
peopl e used to watch the filmthrough the wi ndshields of their cars)
and the emergence of the video cassette as an alternative nedium
sheds light on the issue of R-rating that ostensibly barred the
young from having access to horror flicks. Many other energent
(sub) venues such as " bunmp-and-gri nd houses, ' ' dusk-t o- dawn
screenings,' and 'doubl e-feature venues,' can be added to this list,
fine tuning the social picture that refers to the nassive
circulation and accessibility of the contenporary horror film
despite the contra activities of the MPAA (Hawki ns 223).

Going back to the topic of tenor of times as synptom zed by
the slasher, there has been a renmarkable body of rigorous textua
anal yses that illustrate how a distinct sense of the 'apocal ypse'
surfaces in these horror narratives. The massive popularity of the
filnms coupled with the diagnosis of 'apocalyptic discourse' called
for a socio-historical treatnent that could elucidate the reasons
for the genre's frantic acceptance and circul ation. Waller maintains
that the slasher presents an extended dramati zati on of and response
to the "mgjor public events and newsworthy topics in Anerican
history since 1968" (263). He foregrounds the following itens:
fluctuations in key economic indicators and attenpts to redirect
domestic and foreign policy; Watergate and the slow wi thdrawal from
Vietnam oil shortages and the lranian hostage crisis; the rise of
the New Right and the Moral Mjority; and the continuing debate over
abortion, mlitary spending, and wonen's rights. Dika adds America's
deteriorating world position, inflation, and unenploynent to the
this list which can be extended with other related problens that
arose during the specific period in question (131). The social
mlieu delineated by these events was regarded as the main politica
and cul tural backdrop agai nst which the slasher revealed itself as a

symptom Accordingly, the overwhel mi ng social anxiety triggered by
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all the above listed occurrences initiated a swinging from the
liberalismof the late sixties to a fifties-style conservati sm which
was nmanifested, for instance, in the slasher's brutal antagonism
agai nst prom scuous sex  (of femal es especially), and the
dark/ hopeless world that it depicts. Waller refers to Sobchack in
rendering the slasher with nmore inclusive concepts: the crisis of
bourgeois patriarchy, postnodernism and a profound sense of the
apocal yptic (264).

Robin Wod openly refers to the slasher as the 'apocalyptic
horror film due to its obvious expression of despair and negativity
(23). One particular film he brings up as an exanple is The Texas
Chai nsaw Massacre, which received constant attention from nany ot her
theorists as well who studied the filmc iconology of the
apocal ypse. What the film connotes, Wod suggests, is the
inevitability of annihilation, the powerlessness of humanity, and
the sense that there is nothing anyone could do to arrest the
spiraling downward into the dark end. Accordingly, the main concept

of 'uncontrol' is enphasized throughout the whole narrative: . hot
only have the five young victinmse no control over their destiny,
their slaughterers (variously psychotic and degenerate) keep |o0sing
control of thenselves and each other" (Wod 20). Along simlar
lines, Brottman brings up the concepts of irrevocable anarchy and
di sorder as the nost powerful concepts that underlie the hysterica
narrative of The Texas Chai nsaw Massacre (111).

Budra introduces the term 'ontologically incoherent filns' in
reference to the representation of a chaotic world, and he includes
nmore recent horror filnms to the category where the hunan sl asher has
started to cone to ternms with his nightmarish invulnerability by
taking on explicitly manifested supernatural traits. One of the npbst

prom nent exanples he gives for these filns is The N ghtmare on Elm

Street series, where the killer is an invincible dream sl asher who
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keeps comi ng back no matter what happens to him In this context,
Budra refers to 'sequelization' as a manifestation of the ever-
presence of the evil. Alnost all slashers spawned sequels, sone of
them even turning into filmc serials by reappearing 7-8 tines in a
row. This, Budra maintains, epitom zes the slasher's refusal to see
any eventual resolution beyond the dreadful chaos. In the case of
sequelization, the repetitive violence that drives the narrative of
the individual film is expanded to the films mltiplying itself
into cyclically reappearing epi sodes. To quote Budra hinself:

[the contemporary horror films] stopped offering

closure; they abandoned the comc formula. The

threat was not satisfactorily vanquished at the end

of the film Recent horror films have left the

audi ence acutely aware that the threat still exists,

wi || perhaps al ways exist (189).

The validity of the slasher theory reviewed in the above two
pages cones fromits severe consistency regarding the way it sorts
out the filmc participants of the apocal ypse and the ever-present
threat. Then, can it also be clained that watching these horror
films must have been a horribly unpl easant experience? The theorists
who carried out the textual reading of the apocal ypse via the nobst
passionate node of ‘'inposing intentionality over the filnmc
narrative' actually believed so by tacitly including the viewer into
the text, that is, by treating himher as if s/he was one of the
fictional victine delineated by the slasher narrative. Crane,
activating such a perspective, quotes Carol Cover in describing the
specific intentionality of the contenporary horror film "To the
extent that a novie succeeds in '"hurting' its viewers... it is good
horror; to the extent that it fails, it is bad horror" (2). This
statement recalls the issue of 'communication fallacy' treated in
the first section of this study. In Crane's case, the slasher
happens to be a serious social problem by virtue of its ability to

communi cat e/ convey a sense of hopel essness/ desperation to the
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audi ence; in other words, the 'corruption' starts at the very nonent
when the viewer 'understands' what the slasher is trying to say.
Thus, the whole process which allegedly runs without fail should be
rejected as a whole for its hazards to the social spirit. Crane ends
the chapter in his book where he presents an el aborate analysis of
Friday the 13th (Sean Cunni ngham 1979) with the follow ng sarcastic
passage: "W are idiots living only to perish in deaths nmade
menorabl e by their sound and fury. Thankfully, horror film keeps us
secure agai nst the threat of hope" (154).

Contrary to Crane's description of the slasher as a filmc
text that evokes a clinmate of social nalaise, nmany descriptions of
the seventies-eighties' slasher screenings picture a Bakhtinian
carnival where the audience sonmetines reached its peaks of
cheerful ness. obviously, what is at stake here is a difference
between intentionalities. As nentioned throughout the introductory
sections of this thesis, the intentions and participants of a filmc
text are dependent on the ways the viewers choose to participate in
the process whereby the filmis rendered neaningful (/useful). As a
matter of fact, the filmc participants of the apocal ypse are also
evident for me on condition that | see the slasher through the
simlar intentionality activated by those theorists. However, as the
observational evidence suggests, the participants that seeningly
connoted hopel essness for Crane, Brottnman, Cover etc. were
transforned by the teenager audi ence of the slasher into other codes
that elicited playful behavior.

To be able to account for the peculiar manners of the slasher
audi ence, what is needed is an adjustnment in the iconological
treatment of the contenporary horror film Some adjustments have
actually been effected by the film theorists who occasionally noved
into an 'optimsm in their witings. In this context, Wod nentions

the potential 'progressiveness' of the slasher as a counter-argunent
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to its purported regressive stance. Accordingly, the apocalyptic
nmode of the stal ker could be seen as an indication that the genera
social negativity cannot be alleviated if the society insists on
staying within the dom nant ideology. The idea of progress and the
optimismthat follows are the outconmes of the slasher's depiction of
the conventional values as going through the irreversible process of
disintegration (23). As opposed to Wod's attribution of a state of
passive resistance to the slasher, Modleski believes that slashers
are actively progressive in their declared war against the
"ideologically manipulated illusion of taste [which] lures [its
public] to a false complacency with the promi se of equally false and
insipid pleasures" (288). In reference to sone theorists' reception
of the slasher as being nothing but terrible, Mdleski points at the
link between the contenporary horror filmand Kant's 'subline,' and
clains that the latter requires 'literacy’' to be apprehended:
"Wthout the development of noral ideas, that which, thanks to
preparatory culture, we call subline, nerely strikes the untutored
man as terrifying (Kant: 1952, 115)" (291).

Budra's explanation for the audience's celebratory and
synpathetic attitude to the killer of the slasher foregrounds the
killer's ' consi st ency' in an i nconsi stent/postnodern  worl d.
Accordingly, the anonynous killer of the slasher, who is 'truly

mad, ' does not suffer from a confused view of the world around him
on the contrary, he has a distinct tendency to see things in an
extrenely simplistic and clear way (194). At the nonments when the
young audi ence cheered and rooted for the killer to slaughter his
victims, it is possible to discern the envy directed toward the
clarity of wvision that enables him to settle everything into an

equilibrium Seen through this framework, the slasher's killer is

the '"hero' that valiantly 'destroys anything that noves recklessly.
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As a conclusion for this section, I would like to give a brief
account of Philip Brophy's article entitled "Horrality." Brophy's
work seems to be the only theoretical treatnment that addresses the
rise of the contenporary horror film as a historical convergence
bet ween the audi ence and the filns which propelled the energence of
a new filmc textuality. The terns and concepts introduced in
"Horrality" explicitly point at the possibility of an iconographic
anal ysis that accounts for the activities of the viewer as well -
rem ni scent of the way Mtchell defines the 'proper' methodol ogy of
the iconologist. Throughout Brophy's article, the playful attitude
of the slasher audience surfaces as a significant issue to be
tackled along with observing the way the filmc text structures
itself in accordance

"Horrality" was witten in nid-83, the historical juncture
whi ch Brophy designates as the 'golden period of the contenporary
horror film Accordingly, this interval witnessed a saturation of
the nmost characteristic aspects of the new horror-text, demanding a
rethinking of the genre conventions in relation to a new set of
concepts. Brophy delineates various features of this new horror such
as 'showing as opposed to telling,' 'the destruction of the famly
etc., while prioritizing 'a perverse sense of hunmor' as its nost
promi nent peculiarity (276). As Barthes remarks in his discussion of
the nythologist's chief responsibilities, emergence of new concepts
al ways requires 'neologisns,' that is, the coinage of synthetic
words which have the capacity to inpose a termnology on the
energent netal anguage. Along sinilar lines, Brophy carries out his
treatment by introducing a set of nmetalinguistic terns which the
participants of the contenporary horror film refer to via
connot at i on: "horror, textuality, nmorality, and hilarity."
"Horrality," as the principal synthetic word, nerges all those terns

i nto one overarching concept. Seen through Brophy's perspective, a
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film such as Friday the 13th connotes 'horrality' nore than the
"apocal ypse.' The inplication is that the viewer of the slasher
pl unged into a cheerful node by choosing to see the filmthrough the
former rather than the latter

The primary textual node of the contenporary horror that
evokes "horrality" 1is its "violent awareness of itself as a
saturated genre" (Brophy 278). In other words, the rise of horrality
is not based on a totally new set of filmc forms, but on an
unrelenting repetition of the ones that were introduced in the early
seventi es. VWhat is at stake is sone sort of "historical
overexposure' through which the contenporary horror film via
recurring plot structures and sequelizations, turned into a filmc
schene that excluded all the 'unnecessary' story devices. There is
one single iconography that is constantly repeated whereas all the
extraneous plot contrivances are elimnated. In this context, Brophy
el aborates on the intentionality of the contenporary horror

It is a nmode of fiction, a type of witing that in

the fullest sense 'plays' with its reader, engaging

the reader in a dialogue of textual manipulation

that has no time for the critical ordinances of

social realism cultural enlightennent or enotiona

humani sm (279).
As seen through this perspective, the feelings of tension, fear,
anxi ety, sadism and masochism evoked by the contenporary horror
narrative are hardly wever attached to anything other than
thenselves. In other words, the pleasure of the text involves nore
of an adrenaline rush than intellectual reasoning, as Brophy nore
aptly puts: "getting the shit scared out of you - and loving it"
(279).

Brophy's treatment elicits a particular process that nust have

taken place between the contenporary horror filmand its viewer - a

process that <calls for the notion of game as opposed to

contenplation. The film as per its participation in the gane,
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"knows that you've seen it before; it knows that you know what is
about to happen; and it knows that you know it knows you know," and
devises its plot in accordance with this awareness. The other
participant, nanely the viewer, enjoys the game by rooting for the
fictional characters (or the killer), trying to anticipate who's

going to "get it" next, and relishing in the nonentary terror that

shudders his/her spine. The 'carnival ride' continues along

recurring 'scares.' To quote Brophy again: A nervous giggle of
anoral delight as you prepare yourself in a totally self-deluding
way for the next shock. Too late. Freeze. Crunch. Chill. Scream

Laugh" (279).

3.2. The Playful Audience: The O assic Stal ker and Vi ewer

Partici pation

Brophy's approach to the contenporary horror filmis nostly biased
on textuality, for he treats the notion of playful ness as a genuine
presence within the filnmc narrative. Waller displays a simlar
tendency in his accounts of the post-Psycho period: "Wat horror
filnms offer, after all, is the representation of violence - violence
enbedded in a generic, narrative, fictional, often highly stylized,
and oddly playful context" [enphasis added] (260). At the |evel
where the clains about the contenporary horror film are laid out
through purely textual scrutiny, it is unsound to valorize either
the 'sense of the apocalyptic' or 'playfulness' as the authentic
di scourse spoken by the narrative. Because each of the clains would
be thus based on the extraction of participants engendered by the
particular intentionality of the analyst.

This study also chooses the concept of 'playfulness' as the

dom nant di scursive paradigmto be observed in the post-Psycho
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horror film Wthout necessarily aimng at invalidating the clains
about the 'apocalypse,' | would like to introduce a threefold
justification for this preference. At the very rudinentary |evel

the treatnment of playfulness is intended to stand against the
assunption that the pleasure derived from watching a fictiona
psychopath kill his victins is excited by a sinmlar tendency of the
viewer. W cannot sinply assume that the spectators would turn into
homi ci dal maniacs or develop suicidal tendencies by attending the
screenings of horror nmovies. In this context, the argument of
playfulness is also pitted against Sissela Bok's clainms on the
untutored Kkids' m sperception of ‘artful vi ol ence' and the
"inappropriate' viewerly nmanners in the novie theater, as nmentioned
in the first section. Secondly, there are various publicized
observations regarding the playful behaviors of the teenage public
during its acts of watching slashers. That 1is, we do have
substantial evidence to regard such a peculiar relationship between
the contenporary horror and its young audience as a distinctive
process of representation with its own participants. Especially the
period between |ate seventies and md eighties witnessed a nutua
advance of the viewer and the horror filmtoward each other, giving
rise to a playful node of viewerly participation and a filmc text
that catered to that node. It is viable to view the slashers of the
seventi es-ei ghties through this perspective not sinply because they
contain all the relevant textual codes objectively, but a nultitude
of filmc participants starts revealing itself when those narratives
are handled via the theories that dwell on the playful and
participatory acts of the targeted audience. Lastly, the concept of
pl ayful ness, as a useful way of treating the seventies-eighties'
horror films, is supported by the netafictional horror narratives of
the md-nineties in that they reflect on their old counterparts

(primary texts) through a simlar intentionality/perspective.
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Al t hough both Brophy and Waller regard nost of the specinens
of the post-Psycho horror cinena as playful texts, a specific
sl asher sub-genre, known as 'the stalker,' stands out in this
respect, for it seens to have generated the nost suitable horror
narratives to be observed through the perspective of filmas-
pl ay/ gane. The stalker formula, at the npbst basic level, can be
identified by a predomnantly off-screen killer who is known
primarily by his/her distinctive point-of-view shots. Unlike the
term 'slasher’ which mainly refers to acts of nmurder, 'stalker’
alludes to the killer's nurderous gaze and his/her act of | ooking.
The stalker enjoyed its peak period between the years 1978-1981
starting with the rel ease of John Carpenter's Hall oween, which set
the narrative formula to be repeated by a series of horror films.
Hal | oween has the overwhel mi ng distinction of having earned one of
the largest proportional box office returns of any feature in film
history (Dika 30). Carpenter, wth his executive producer Irwn
Yabl ans, nanaged to produce Halloween on an unpretentious budget of
$320, 000 whereas the film grossed $80 nillion through its worl dw de
distribution. Halloween not only inscribed the basic iconography of
the stal ker genre by coining a series of unique filmc participants
but it also stood for a method of production that was taken up by
many i ndependent producers interested in horror and who did not have
the financial resources for big features. The inmense popularity of
Hal | oween started the stalker cycle by spawning a slate of filns
which iterated its participants alnost verbatim Friday the 13th
(Sean Cunni ngham 1979), Prom Ni ght (Paul Lynch, 1979), Terror Train
(Roger Spottiswoode, 1980), G aduation Day (Herb Reed, 1981), Happy
Birthday to Me (J. Lee Thonpson, 1981), Friday the 13th Part 11
(Steve Mner, 1981), Hell N ght (Tom DeSinone, 1981), and The
Burning (Tony Maylam 1981). If we were to resort to neologismin

reference to the prine netalinguistic concept evoked by these
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stal kers, it wouldn't be unsound to call it Halloween-ness. For the
latter alnbpst stands as a nmeta-text that wites the essential
partici pants of the whole genre.

The stalker initiated by far the nost playful node of
viewership in the sense 'playfulness' is defined in this thesis.
Stal kers also genuinely belong to the period in which they were
popular. In this context, we can argue for the endurance of 'the
slasher’ as an inclusive category of horror in that the serial
killer features of the nineties evoke sonme of its participants in
various narrative contexts. However, the neticulously defined
narrative formof the stal ker al nbst conpletely disappeared fromthe
horror scene around the second half of the eighties. An overview
i conography of the stalker, which would in turn provide the basis
for an analysis of the netafictional stalkers of the nineties, wll
be presented in the next section (3.3). The following parts of the
present section will delve into the issue of audience participation
(playfulness) with an attenpt to situate the upconming textua
account in a process-rel ated context.

Karl Kroeber regards 'audience participation' as an integra
part of all storytelling. Mdernist discourse, he believes, tends to
disregard this interactive process by assigning an inperneable
structure to the narrative, making it expel all +the 'outside
intrusions to preserve its hygienic space. Kroeber enphasizes the
traditional and postnbdern narratives that go against the grain by
wel coming their publics in terns of their creative contributions to
the story. Accordingly, these forns of storytelling display an
awareness of the fact that they are 'inpure' - they do not try to
obstruct the "messy situations of everyday life" fromentering their
fictional worlds. As Kroeber hinself puts it: "Narrative tends to
flourish through association with 'popular' culture, and so...it

does not easily beconme the purely aestheticized object desired by
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many mnodernists (8). Apparently Kroeber's criticisns are directed
toward both the theory and practice of nodernist fiction. The
nmoderni st theory inposes its wholistic perspective on narratives
that have the potential to interact with their viewers in nmany
unpredi ct abl e ways; this argunent can be pitted against the acts of
reading by which many film theorists inposed the concept of 'the
apocal ypse' on the contenporary horror film whereas sonething else
was going on in the novie theatres. As regards the practice, Kroeber
believes that the traditional and postnodern narratives welcome
participation mainly because they are based on 'retelling,' that is,
repetition, as opposed to the nodernist fictions that strive for
"absolute originality and uniqueness.' The idea that retelling
advocates participation certainly makes sense in the case of stalker
film which has its roots in repetition - individual stalker
narratives featured recurring scenes of killing; each narrative
spawned sequels that carry on with the repetition; and stalkers
repeated each other in that they constantly 'retold the sane story
with slight variations. However, whether stalkers could be regarded
as essentially postnodern due to their repetitious structure remains
as an issue to be addressed separately.

Participation, as Kroeber addresses it, enmerges as a function
of the listener/viewer's intention of rendering the story
"situationally relevant.' The retold/repeated story, in this sense,
supports this intention by presenting ideas and beliefs "without
permitting them to harden into abstract dogma. [It] allows us to
test our ethical principles in our inaginations where we can engage
themin the uncertainties and confusions of contingent circunstance"
(Kroeber 9). M chael Mont gonery, expanding on the idea of
contingency, clainms that a filmthat cannot be situated by audi ences
in the context of their own lives is one that sinply cannot be made

to "mean" (2). For both Kroeber and Montgonery, a
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meani ngful / satisfying experience of film viewing, then, is the
result of 'positioning the story in the present' acted out by the
viewer, on condition that the filmc text provides himher with a
narrative that is nore or less 'fanmliar." Dennis Gles, in a
simlar context, shifts the enphasis from 'making sense' to
‘generating pleasure.' He clains that a "good" filmic experience is
the one in which the subject genuinely contributes to the 'good of
the experience' rather than becoming a sinple recipient of it (40).
Nanely, the nundane adjective "good" is attached to a particular
filmby the viewer whenever s/he feels that the pleasure in question
is partly due to his/her active involvenment in the process

Audi ence participation, as treated in general terms above, can
take various forms depending on the type of narrative and the
context in which the event of watching occurs. The stalker
phenonmenon featured its own kind of participatory behavior. Pauline
Kael wites about her experience of sitting in a theatre with the

nmost' playful horror audi ence she had ever seen

They were so noisy the dial ogue was inaudible; they
talked wuntil the screen gave pronmse of bloody
ghastliness. Then the chatter subsisted to rise
again in noisy approval of the gory scenes. \Wen a
girl in the film seened about to be mutilated, a
young man behind me junped up and down and shouted
encour agenent. "Sonebody's going to get it," he sang
out gleefully... They'd gotten what they came for:
they hadn't been cheated. But nobody seenmed to care
what the novie was about or be interested in the
logic of the plot - the reasons for the gore
(Hawki ns 58).

Mentioning the audience's disinterested state in "what the novie was

about," Kael displays the difference of intentionality between the
audi ence and herself. Apparently, the fornmer did not exhibit any
cogni zance what soever of the darkness and the apocal ypse that the
|atter so blatantly observes in the narrative. Nanely, if Kael was
engaged in a game with the nmovie in question, it was definitely

based on a different set of rules by which to abide. Wod draws a
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simlar picture of viewerly participation in reference to his
experience of attending a screening of The Texas Chai nsaw Massacre:
"Watching it recently with a large, half stoned youth audi ence who
cheered and appl auded every one of Leatherface's outrages against
their representatives on the screen was a terrifying experience"
(Modl eski 290). Although Wod sees a potential for progressiveness
in the dark horror filnms of the seventies-eighties, he seens to have
conceptuali zed the actual viewers as a part of the frenzied world
created in those narratives. In other words, the horror filmand its
pl ayful audi ence, for Wod, altogether constituted the world of the
narrative that he contenplated froma distance
Expandi ng on Wod's idea regarding the young viewer's playfu

attitude toward the bloody annihilation of hi s/ her screen
surrogates, Mddleski brings forth the notion of 'joyful self-
destructiveness,' which she considers as a highly paradoxica

phenonenon. She mentions Hall oween and Friday the 13th as exenplary
cases where the teenaged spectator is placed in the position of an
unseen nanel ess presence through which s/he 'violently enjoys

his/her own destruction effected via the destruction of the
fictional character that stands for hinfherself in actuality (290).
In reference to Barthes, Modleski identifies such behavior as a
"perverse response,” and advances her arguments wth a very
interesting exanple: George Ronmero's Dawn of the Dead (1979), a
horror film about an army of wayward zonbies taking over a |arge
shopping center, at its tine became a nidnight favorite at shopping
malls all over the United States. Apparently, the fact that the
masses enjoy watching the denmise of the culture which they actually
support, and that they joyfully identify thenselves with zomnbies
appears paradoxical and perverse when observed via the classic
theories of identification that tend to exclude a substantial part

of the process that takes place between the films and their public.
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As an attenpt to account for the historical context that partly
nmotivated the above-described playful responses to horror filns,
Staiger refers to the 'transitional postclassical period during
which there emerged new opportunities for public-sphere experience
(45). She puts Jim Sharman's novie The Rocky Horror Picture Show
(1975) at the center of this socio-cultural process. The Rocky
Horror Picture Show opened in New York City in 1975, and by the end
of 1976, every single screening of the film was a big party where
the viewers yelled at the screen, roaned around in the theatre in
nmonst er costumes, and sang along with the characters during nusical
sequences. The stal ker phenonenon nost likely had its share in this
newl y devel oping tendency of the audiences to turning screenings
i nto boi sterous public events.

It has been asserted by sone film critics that the stalker
mostly gratifies male desires, and notivates the nale audience to
root for the killer in his murderous rage against wonen. WIliam
Schoell argues against this claim as far as the participatory
performance of the nale audience is concerned. He thinks those
critics walk out of the novie theatre in disgust long before the
nmovie is over, and that is why:

...they don't realize that these sane nmen cheer on

(with renewed enthusiasm in fact) the heroines, who

are often as strong, sexy, and independent as the

[earlier] victims, as they blow away the killer with
a shotgun or get him between the eyes wth a

machette. Al of these nmen are said to be
identifying with the maniac, but they enjoy his
death throes the nobst of all, and applaud the

heroine with admration (qtd. in Cover 2000, 297).

Clover clainms that no one who has attended a nmatinee or a m dnight
show of a stalker novie with a young audience can doubt the
essentially 'adversarial' nature of the whole process. However, as
Schoell nmaintains, this antagonism is not directed against either

one of the opposite sexes. O over chooses to describe it rather as a
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cat - and- nouse gane where the film and the audience are, in a sense,

pitted against each other. Accordingly, "a 'good" nonent (or film
is one that 'beats' the audience, and a bad nonent (or filnm) is one
in which, in effect, the audience w ns" (1995, 201). The | oud vocal
agitation which breaks out especially when the audience expresses
its approval and disapproval marks the instant in which, d over
argues, the (imaginary) filmmker and the 'conpetent (literate)
horror viewer' cone renmarkably close to addressing one another
directly. The viewer shouts out his/her approval to the imaginary
author whereas the latter accentuates the nmoment with either a
tongue-in-cheek gesture or an actual pause to accommpdate the
reaction (1995, 201).

Robert Stam writes about the phenonmenon of playful audience
participation within the context of the Bakhtinian carnival esque.
Along simlar lines with Staiger, he primarily foregrounds The Rocky
Horror Picture Show as an instance for films or filmrelated
experiences that strive to erase the barriers between spectator and
spectacle. Under the list where he sorts out the ways in which the
filmc experience can take on carnival esque qualities, Stam wth
particular reference to Halloween, includes stalker films as
engendering a peculiar car ni val through the vision of a
dystopian/dark world (111). The alleged value-laden political
structure that infuses the nalicious world of the stalker is,
however, stripped of its solidity once it bounces off the playful
viewer. In this context, Stam echoes Schoell and Cover's treatnent
of audience playfulness as flourishing within a social space that is
| ess pernmeated with the ideol ogical tensions of the political realm
"The carnival esque principle abolishes hierarchies, levels social
cl asses, and creates another life free from conventional rules and
restrictions" (86). Hence, the participatory acts of the audience

prioritizes 'pleasure' by rendering the filmc spectacle as a text
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from which to derive enjoynment. The viewer, in this sense,
refunctions the stalker narrative with an attenpt to turn the
solitary act of watching a novie into a cheerful group experience
through which s/he <can exercise the fundanental forns of
carnivalistic performance: "comc and parodic verbal comnpositions,
and the diverse genres of 'marketplace speech' (curses, oaths,
prof anati ons)" (Stam 87).

Al so, seen through Bakhtin's concept of 'dialogue,' the
st al ker phenonenon presents a peculiarly dialogic node of
spectatorship. The narrative dialogism as nentioned in the second
chapter, that metaphorically exists within the discursive realm of
the filmc text is Iliteralized through the playfulness of the
stal ker viewer. Nanely, the dialogue that originally belongs within
the textual confines of the diegesis reenerges as a fleshed out act
of inpronptu verbal participation on the part of the audience (Stam
63). The playful viewerly dialogue, in effect, takes over the
all egedly official discourse of the nobvie via parallel parodic
utterances: synched repetition of songs and lines from the film
interjected phrases that play off and nmock the 'indisputable' on-
screen dialogue, ad-lib exclamations of approval or disdain thrown
at the screen, etc. As the detractors of the filmc genre known as
"exploitation' deplore, the energence of such a boisterous 'speech
community' was a freakish occurrence that subverted the system of
orderly presentation of features to well-mannered spectators thus
far encouraged by Hollywod (Schaefer 134). The process of film
viewing was ‘'carnivalized" - an event that went against the
prof essedly contenpl ative act of spectatorship by which the audi ence
was passively exposed to the filnic affects.

In elaborating on the developnment of the stalker's speech
community, it is necessary to recapitulate Kroeber's clains on how

the traditional and postnodern narratives advocate audi ence
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participation via rereading/retelling. In his treatnments of the
di al ogic node of spectatorship, Stam nostly refers to the Forty-
second Street novie theaters of New York where it was the custom of
a large audience to attend the screenings of the sane feature
repeatedly. As the viewers already knew what was going to happen in
the upcoming sequences, it was practically inpossible for the film
to have a total diegetic hold over its audience. Such famliarity
opened up the space where the viewer could activate his/her playfu

participation w thout necessarily being overwhel ned by the authority
of an entirely unique and original narrative. Renenbering C over's

comrents on the stalkers as "cat-and-nobuse games,"” the viewer who
played with the stal ker was always a 'conpetent one' who knew what
to expect in which parts of the storyline.

The rise of the video culture contributed a great deal to the
energence of the conpetent and playful audience of the stal ker. For
the possibilities of repeated watching and playful participation it
offers to the viewer, videotaped filmis a highly resilient nedium
As the viewer can stop, pause, or rewind the film anytine s/he
wants, the overwhelm ng diegetic effect that Kroeber attributes to
the nmonolithic narratives of nodernism already loses its prim
impact and starts developing cracks through which a secondary
di al ogue can |leak in. For Staiger, the advent of video is one of the
nmost significant events in the novie history in that it assuaged the
over powering audi o-visual inmpact of the big screen on the audi ences.
The nore people watched films at home anong friends, that is, in
"institutionally less regulated viewing situations,' the easier it
was for themto activate a simlar node of spectatorship when they
returned to the confines of the big novie theater (45).

bserved within the period perspective delineated so far, the
stalker stands out as a 'filmc gane' that enjoyed an inmmense

popul arity as per its capacity to afford playful audience
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participation. Every single stalker that assumed its place in the
cycle repeated alnmpbst the sanme story as the previous one,
solidifying the narrative structure that depicts the playground and
defines the rules by which to abide. D ka maintains that the
repeated wusage of a singular structure reinforced the gam ng
mechani sm of the stalker for it notivated the viewer to interact
with the filmvia a play of expectations (62). Waller, in reference
to Noél Carrol, interprets this repetitive stance of the stal ker as
being self-reflexive and parodic in that it flaunts its status as a
genre by quoting, alluding, and remaking its fornmer specinens (256).
Al though Dika and Waller seem to converge on a simlar point, the
|latter's association of the genre wth self-reflexivity s
problematic especially if we attenmpt to elaborate on that claim
whi | e considering the process through which the stalker was utilized
by its teenage audience as a gane/film Al though stalkers do mnic
and remake each other, they are not netafictional in the sense that
the termis defined at the second chapter of this thesis. In this
context, Dika further clarifies her position by stating that the
repetition effected by the stalker is not discursively positioned;
that is, every new feature cane up wth a varied piecenea
arrangenment of the nost 'effective' participants of the former
without effecting the 'bias' Bakhtin attributes to the inmaginary
author of the parodic text. The repeated participants of the
stal ker, as Dika wites:

...are not intended to involve the audience in an

intellectual play of reference. Instead, they have

been chosen because they are successful inmages that

are uniquely suited to their purpose, that is, they

"work" well (Dika 62).
The resulting effect of the intense circulation of the participants
of the stalker is that they eventually |lose their ability to refer

to anyt hing other than thensel ves. The visual surface of the film
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as it were, hardens into a patchwork of 'already seen' elenents,
whereas the particular arrangenent of the pieces matters the nost.
For Stam what happens with the playful audience is not so nmnuch
different; while the speech comunity fully appropriates the filmc
text as the playground, the collectivity and playful ness that breaks
out in the theatre 'celebrates its own existence.

By speaking of 'participants referring to nothing other than
thenselves' and 'a playfulness that breaks out for its own sake,’
are we totally ruling out the possibility of acconplishing a textua
analysis of the stalker? Gven that the iconography (or nmnythol ogy)
of a genre can be carried out by taking its recurring textua
participants into consideration as they relate to a netal anguage (as
described in the section 1.2), how are we to situate these ternms in
reference to the process whereby the stalker was enjoyed (played
with) by its audience? Actually, an iconography of the stalker
energes as a possible venue to be pursued if we nerge the text and
the context into each other; that is, take the whole historica
process, as described in this section, as a big narrative in which
the playful viewers appear as participants of a 'biased secondary
di scourse positioned before the primary one that is the stalker.
Once we let that bias infuse our accounts of the stalker as a text,
it becones possible to talk about how the film connotes 'ganing by
bringing together a nunber of filmc participants in particular
ways. In a simlar vein, Staiger refers to the tal kative viewer as
an entity that, in a sense, dwells in the nmetalinguistic realmin
that s/he assigns a new set of connoted values to the filmc text by
orally responding to it. Hence, Staiger introduces the concept of
"nmeta-tal k" in reference to the verbal participation effected by the
viewer (52). Meta-talk, acquires its 'neta' status by its potentia
to adjust, or even recreate, the netalinguistic |ayer to be attached

to the narrative. This account includes the viewer in the text as a
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secondary discursive effect, an inmmginary parodic author, to be
taken into consideration by the anal yst.

Such decision to observe the effects of the context via
textual participants informs Tinothy Corrigan's categorical approach
to filnms that received verbal participation fromtheir audi ences. He
di scrim nates between "gaze cinema' and "glance cinem": while the
former refers to the nodernist filns that base thenselves on solid
structures, the latter refers to the preclassical and postnoderni st
fiction characterized by fragmentation and inconsistency, which in
turn invites verbal participation (Staiger 15). The gaze cinens,
accordingly, creates a fixed subjectivity and a consistent identity
through its powerful narrative flow, closure, and well-defined
central characters. It is a cinenma of "interpretation and reading."
In opposition, the glance cinema, by fragnenting and subdui ng these
features, encourages a "sporadic attention" to the screen whereby
the viewer is not engulfed by the narrative. It is a cinema of
"[viewerly] performance."” Cbviously, this discrimnation could not
be possible for Corrigan unless he had considered the ways in which
audi ences responded to what he calls 'nodernist' and 'postnodernist'
films. H's explicit bias is motivated by his investigations not on
the texts thenselves, but on the viewers who 'gazed' and 'glanced'
at those texts. This bias, in its turn, enables himto project the
outcones of the whole process onto the filmc narratives as self-
contai ned participants 'intended to evoke them

The next section, which delineates the key participants of the
stal ker narrative, utilizes a node of reading activated by a simlar
bi as. Nanely, playfulness, inherently a phenonenon that energes as a
function of the process by which filns are received and circul ated,
is set as the perspective through which the stalker text is
anal yzed. This analysis wll render the stalker narrative as a

textual construction energized by an intentionality that calls for
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the playful audi ence participation described throughout this
section. The textual participants of playful ness, referred to as the
‘rules of the gane,' wll then be useful in accounting for the
reemergence of the stalker in the nineties as a netafictional text

that incorporates these rules into its parodic discourse.

3.3. The Rules of the Game: The Narrative Participants of the

Cl assic Stal ker

Anmong nunerous film theorists treating the phenonmenon of the
stalker, Vera Dika stands out as the one who pre-enpted the
af orenentioned bias in her exhaustive analysis of the genre. Her
book titled Games of Terror focuses exclusively on the stalker
narrative as an intentionally-contrived text to elicit playfu
behavior. The stepwi se account of the stalker participants to be
covered throughout this section wll predomnantly be set in
alignment with Dika s perspective. The resulting schene wll
delineate the basic rules by which the stalker renders itself a
filmc game with a high capacity to be played by its audi ence.

In support of her 'directory of rules' that make up the
stal ker playground, D ka suggests a nore accurate explanation than
many other analysts regarding the underlying reasons for the value
of playful behavior in the novie theatre. Her primary observation
that explicates the valorization of gamng as an attitude is that
the audience for the stalker is largely an adol escent one - the age
group in particular need for various 'initiations' into the socia
world. As nentioned before, the predictability/famliarity of the
stalker pulls its viewer into a play on seeing / not seeing, know ng
/ not know ng, whi ch encour ages i nteraction. The voiced

participation that breaks out as a result of this encouragenent
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primarily unifies the audience into a group popul ated by individuals
interconnected via a simlarity of wills and purposes. Hence, the
adol escent's need for establishing contacts with his/her peers is
satisfied (D ka 128). Andrew W Mracle el aborates on a simlar case
of need-fulfillnment as regards the college students' participation
in sports events as viewers/supporters. Echoing Dika's approach
toward the issue, he classifies these events as 'rites of
intensification' whereby the young people reorder relationships and
reinforce group solidarity (101). On the other hand, in terns of the
interaction between the film and the audience, the stalker, by
virtue of its openness to participation, evokes the illusory sense
that the viewer has 'control over the filmc elenments.' The degree
of such a feeling of control that could be entertained depends on
competence/literacy, which certainly varies anmong viewers. Hence, as
a counter-force against the unifying dynam c of participation, the
parallel feeling of superiority arises as well wth the individua
viewer's belief that 's/he plays better than the others.

John Cawelti, in relation to the western, had already
introduced the idea that a filmc genre can constitute a 'ganme' by
conventionalizing a series of participants into a formula. His
anal ysis denmonstrated the fact that the repeated usage of the codes
that delineated the settings, characters and plot structure of the
western gave rise to a specific act of view ng whereby the audi ences
took the film alnost as a peculiar sports event the result of which
was determ ned in advance. Hence the similar anecdotes of viewers
rooting for the hero, yelling at the screen, chatting anong
thenselves etc. Though agreeing that repetition/famliarization
creates a certain playfulness in the sense that it allows for
diversion and participation, D ka naintains that the stal ker gane
did not emerge nerely because it was repeated. Accordingly, the

audi ence's reaction to the stalker is nore active conpared to the
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participation elicited by the western because the stal ker involves
an interaction "not only [through] its narrative elenents but its
formal elenents as well"” (22). To clarify Dika's discrimnation, the
stalker is less 'hygienic' in terns of its relation to the viewer
than that of the western. Nanely, through various participants that
infuse the narrative on a nmultitude of l|ayers (e.g. the specific use
of POV shots), the stalker explicitly situates the viewer in its
structure. In this sense, the playful participation evoked by the
western nostly resenbles the act of watching a football match
whereas the stalker is nore renmniscent of a 'video gane.'

Denis Gles deals with the stalker along simlar lines via the
foll owi ng questions:

My question is not why? but how? More precisely, how

are the sounds and i mages of this genre devel oped so

that the viewer can gain pleasure in fear? And how

do I, the viewer, work with the film to gain the

pl easure it offers? How do | allow the novie to nove

me, to play with ny enotions; how do | put nyself

intoits field of play? (40).
In regards to the 'contagious' nature of the stalker narrative,
Gles particularly avoids reference to the fictional world of the
film where the events and characters exist. He focuses on the
"surface' of the narration - the realmthat holds the filmc devices
of 'viewerly contamination.' Utilizing Lyotard s terninology, he
designates the nonents in which the viewer is 'pulled into the
dynanmics of the picture frame as nmanifesting certain 'figures.'
Nanely, rather than being decorative or punctuating tropes of the
di scourse, as a rhetorical account would suggest, 'figure' engenders
a nore primary or even preconscious disposition that nerges the film
and its spectator on a nore elenentary level. Gles goes on to
exenmplify numerous figural strategies by which the stalker

"viscerally' involves its audience - filmc nonments that wll be

treated throughout the upconing pages of this section. To sum up,
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both Dika and G les approach the stalker as a text that genuinely
enbodies the key ingredients that elicit pl ayf ul audi ence
participation. Dika particularly regards this as one of the
constitutive factors behind the genre's unprecedented popul arity.

As nentioned earlier, the phenonenon naned as the 'stalker
cycle' (1978-81) comenced with the enornmous popularity of John
Carpenter's Hall oween, which set up the basic 'rules of the stalker
game.' The iconographical overview presented in this section takes
Hal | oween as the fundanental text to be studied for its enbodying
all the traits that account for the viewerly playful ness invoked by
the stal ker narrative. As per the factor that notivated the title of
the genre, 'stalker' refers to the nbst prominent visual participant
that draws the viewer into the dynamics of the film nanely the POV
shots that bespeak the lurking gaze of the killer. Simlar to
Cawelti's attribution of 'settings' as the definitive filmc agent
that sets the playground of the western, the recurring nmoments in
which the viewer accesses a dark fictional world via the killer's
| ook distinguishes the stalker from the other horror genres (Dika
13-4). These noments are further punctuated throughout the film by
the use of a repetitive music that, in a sense, echoes the
mal evol ent footsteps of the evil antagonist.

Regarding its contribution to the sense of gamng, the
killer's POV is essential in the stalker narrative. In various parts
of the film we see the victinms through the sneaking vision of the
killer who observes them for a while before releasing his inhuman
rage. The way the killer's look is manifested in the stalker
engenders a peculiar node of viewerly involvenent; although draw ng
us into the fictional space of the film these POVs do not trigger
the nechanism of identification. To experience a proper state of
filmc identification with the killer, we have to become famliar

with his 'character' through a nunber of character-building
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codes/ participants. Wiat the stalker nostly inforns its viewer about
the killer is the prinmal notivation for his frenzy, and sonetines
even that is kept secret until the very last scene. Hence, due to
his lack of a proper filmc identity, we are "figuratively put in a
spatially congruent position with [the killer] but not in a
narratively congruent one" (D ka 40).

Such 'ghostliness' of the antagonist fulfills a two-fold
function. Primarily, by being able to see what the killer sees, we
satisfy our scopophilic desires via the agency of an inherently
nonexi stent identity that does not abstain from | ooking at anything
that could be obscene. Thus, our presence within the fictional space
of the narrative is established while sidestepping the burdens of a
solid mediating presence. Correspondingly, the unidentified status
of the relentless and powerful voyeur relieves us fromtaking on the
responsibility for the sadistic action that we w tness through his
eyes. W are not genuinely famliar wth his intentions,
motivations, and inner world; he doesn't even have a clearly
delineated body or face to enpathize with. Then, what we identify
with is not the character but the 'gaze' of the killer, which
results in an image that is 'sinultaneously our vision and not our
vision,' and so "we are encouraged by the dynamic structure of the
filmto participate in the killer's look with a |essened degree of
cul pability or responsibility" (D ka 41).

This state of spectatorship is analogous to our involvenent
with a first-person-shooter video gane (Doom Heretic, Duke Nukem
etc.) in which we destroy the approaching enemes by projecting
ourselves into the virtual body of the hero who exists in a digita
3D space. Although the heroes of these ganes are nostly pictured as
human, the limtations of that premise is alleviated with the
inclusion of various tricks that allow him to see through walls

junp or fly over |ong distances, and occasionally take on superhuman
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strength. In a simlar way, the human status of the stalker's killer
is usually nmade anbiguous by his display of certain abilities that
could not possibly be possessed by a real person. Halloween
initially introduces Mchael Mers as a kid-gone-berserk due to a
traumati c experience; however, later in the film when M chael cones
back to his honetown Haddonfield for the carnage (gane), he seens to
have taken on supernatural abilities (bogeyman). He can suddenly
appear out of nowhere, chase and catch his victins w thout hurrying,
and smash wooden doors with his bare fists. These abilities do not
turn Mchael into a well-rounded nonster such as a werewlf or a
vanpire, for they are not planted in his identity as consistent
features. Similar to how the first-person-shooter gane offers a
variety of pleasures to its player by not bothering with 'realism’
the arbitrarily ascribed superhuman status of Mchael serves a
parallel function of wdening the range of the stalker gane.
Furthernore, the anbiguity of the stalker's departure from realism
engenders an effective narrative econony in that the need for
speci al /visual effects hardly ever cones up. Halloween successfully
draws the viewer into its world by basically using a mask, a knife,
and a st eadycam

The shots and scenes that do not explicitly utilize the POV of
the killer are also haunted by his ubiquitous presence. The stal ker
keeps up with the gane by inpregnating every single one of its
franes with the malicious presence of the 'bogeyman.' Usually, a
series of anbiguously sequenced and attributed shots fragnents the
visual field of the film in naking the killer's exact spatia
| ocation unclear. As being the npbst conspicuous way of instilling
M chael with superhuman traits, Hal | oween uses the  basic
shot/reverse-shot structure to give himthe ability to appear and
di sappear all at once. Laurie (Jame Lee Curtis) nonentarily sees

M chael in the backyard; she | ooks away for a second; and when she
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directs her gaze to the backyard again, Mchael is gone. Hence, he
can be just 'anywhere.' Friday the 13th uses a simlar technique
even nore economcally; the killer appears out of the blue as a pair
of feet at the foreground of the shot.

The stal ker indicates the inmm nent presence of the killer also
wi t hout physically including himin the frame. A distinctive series
of shots, used in a particular set of situations, insinuate that he
is close by or closing in. Usually, these sequences end up with the
punctual scene where a character, frequently a couple who has had
sex, gets butchered. However, the point is that, seen through the
menaci ng vision of the stalker's inmaginary author, every fictional
character beconmes a potential victim G les elaborates on these pre-
attack sequences as 'figural strategies' that play on the anxiety
aroused in the viewer's inmmgination (43-44). The nost preval ent
strategy manifests itself in the scenes where the potential victim
approaches a site which the viewer is previously nade to believe to
be inhabited by the killer. In such noments, the narration prolongs
the approach, dwells on trivial actions such as wal king or clinbing

the stairs etc. via fragnenting theminto a variety of angles: "foot

on the stair," "hand on the banister," and erratic cut-backs to |ong
shots that nomentarily reintegrate the whole space. The series is
also wusually intercut with close-ups of the victinls face and
hi s/her POV of the 'enpty staircase' where no bogeyman is visible
yet. The other strategy Gles nentions is rather intriguing in that
the viewer thinks that the killer can definitely not be in the space
where the scene takes place, however, the position or novenent of
the camera apparently contradicts this conviction by overlaying the
sequence with the sense of a nurderous threat. This feeling is
nmostly evoked by a non-assigned POV shot that irritatingly resenbles

the way the killer |ooks at his victins. Hence, even though the
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"bogeyrman' is technically not present in the scene, he is there by
speaking through the films narrative system

The significance of these narrative participants regarding
their contribution to the stalker game is that they give the
audi ence information about the killer's approaching assault before
the films characters become aware of it. However, as G les remarks
in his second figural strategy, the threat might not always be
truthful. After a |ong and suspenseful scene, the killer may sinply
decide not to strike, or a cat can conmically discharge the built-up
tension by jumping out of a closet to land on the character's head.
The uncertainty of the ultimate assault encourages the viewer to
"warn" the victinms, because, in a sense, 'it mght just work.' As
Di ka notes, the increasing presence of the threat along with the
contingency of the Kkiller's attack notivates the viewer to
articulate hinmherself into the authorial system of the stal ker as
s/ he experiences the illusion of control over the filmc elements
(22).

The playful stalker audience always 'knows' that the killer
will eventually stal k-and-slash every one of his victinse no matter
for how |l ong the attacks are del ayed. Each scene involves the viewer
in a play of expectations with the narrative, and the involvenent
brings about verbal participation. The essential question that goes
with this gane is not so much "Who is the killer?" but "Were is the
killer?, ™ "When will he strike?" and "How?" As the viewer tunes
hi s/ her attention to the screen to guess the location of the com ng
attack, the four sides of the frame-line and the area in the
screen's depth becone dynanmized with the possibility of the killer's
looming entrance into the films visual field (D ka 54). The
participation is often cued by an awkward fram ng where either the
of f-canera space or the blurred recesses of the interior gains

significance in terns of a potential intrusion. In one of the |ast
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scenes of Halloween, we see Laurie in the foreground at the |eft
side of the frane, whereas the seenmingly dead body of Mchael is
seen out of focus lying on the floor in the background. The
conpetent stal ker viewer would warn Laurie in this situation nmainly
because of the suggestiveness of the frami ng, and also for know ng
the fact that in the final scenes of stalkers, the killer always
comes back to life for one last tine before he gets killed for real
At |least, until the sequel

The above-described features appear as the nobst proninent
participants of the genre in that they construct the inmediate
visual surface of the film marking it as a stal ker. However, to
endow those participants with the outward dynam sm required for the
game and correspondingly acconmodate the audience participation
without hindering it wth extraneous narrative substance, the
stal ker displays a distinct econony in setting up its fictional
worl d. The stal ker does not want to entangle itself with conplicated
pl ot devices or variant back-stories for the characters. In this
cont ext, it is inportant to note that anni versaries and
comrenorations are significant partici pants  of the stal ker
narrative; alnmost all stalker titles refer to annual comrenorative
events, e.g. Halloween, prom night, graduation, birthday etc. The
reason for this is twofold. Primarily, the conpulsive nmurders
committed by the killer are nmotivated by a traumatic past event. In
the opening scene of Halloween, we watch the prinmal trauna of
M chael Mers: he stabs his sister on a Halloween night after
witnessing her act of illicit sex. The particular day of annual
comrenoration cones to stand for the traunma that had caused the
'bogeyman' to awaken, hence, the killer acquires his basic
motivation to strike in a cyclical fashion, that is, presumably
every year on that day. Secondarily, the association of a special

date with the uncontroll able rage of the killer hel ps the stalker
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narrative in sidestepping all sorts of narrative contrivances used
in intersecting the stories of separate characters. A conmenoration
is an effective alibi to bring a high nunmber of potential victins
together w thout the necessity of an interwoven plot structure that
justifies the neeting of all those people in one particular place.
Consequently, the stalker can easily limt its story to 24-48 hours
and to a single |ocation.

The singular setting of the stalker hosts the young, nostly
teenaged, comunity that is fated to get slashed by the psycho
killer. The stalker resorts to two basic patterns of action to start
the mayhem The killer, who used to be a nenber of the conmunity
Il ong ago, cones back to his honetown for retribution. As per the
other alternative, the young conmunity travels to the place where
they encounter the killer who had been waiting there nurturing his
taste for vengeance. Once the initial action is acconplished, the
setting that supports the stalker narrative not only remains
singul ar throughout the whole film but it also displays a distinct

sense of isolation. The young conmmunity, which happens to end up in

a canp, the semi-deserted streets of a suburb, or school, is totally
isolated fromthe rest of society. The teenagers face the killer "in
the middle of nowhere" - a place that resenbles many locales in

Anerica, and does not display any particularity that could refer to
a specific state or a city. According to Dika, the stalker film
positions its fictional young community in a niddle-class American
setting that fosters the greatest degree of likeness to the young
menbers of the audience (58-9). However, this |ikeness functions on
the utnost generic level in that the viewer can actually inmagine
himherself as an inhabitant of the represented |ocale wthout
identifying site-specific factors. Such 'facelessness’ of the
settings enables the stalker to invite the | argest possible American

audi ence to its gane. To foreground the participants of playful ness,
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it carefully stays away from endowing its 'playground” with a tone
that could discrimnate anong the viewers in terns of their
famliarity with the filned environnent.

The (fictional) teenagers of the stalker display a simlar
sort of facelessness in that they hardly satisfy the basic
conditions of being a film character. Modleski notes that, the
narrative people of the stalker are such shadowy and undevel oped
figures that they do not notivate the audience to attain a
"narcissistic' identification. Accordingly, the viewer rather enjoys
indulging in an 'anti-narcissistic' identification whereby s/he
wat ches those fictional people from a distance wi thout genuinely
"feeling' for them (Mdl eski 290). The characters of the stal ker are
white, nmiddle-class Anericans in the nobst generic and abstracted
sense of the term They either appear in outfits that do not
di stinguish any particular style or trend other than a non-specific
Aneri can-ness, or they put on fanciful costunes to conceal any
possi ble codes that refer to 'aberrant' particularities concerning
taste, culture, or history. Dika sees the stalker characters as
figures that enbody the America of the print ad and of the
television conmercial, which are intentionally contrived to enbrace
the | argest nunber of menbers in the audience (55).

The behaviors of the stalker characters are infused with an
i ntense nmode of playful ness: as being ordinary, active and youthfu
people, they are primarily involved with 'enjoying thenselves and
each other." Al of their actions are trivial, seem ngly innocent
and nostly nonproductive (they are "playing around" rather than
wor ki ng), consequently, they do not display any awareness of the
mal i ce that threatens them nanely the relentless psycho-killer. As
regards the structure of the fiction which he is the pivotal part,

the killer represents the 'past', which the young people do not care
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about. The carnage which befalls upon them in a sense, is nmeant to
retaliate against that carel essness.

One character who stands out anobng the blank figures of the
stalker is the heroine, also known as 'the final girl.' The stal ker
heroine is usually presented as a relatively strong character with a
variety of well-developed skills. Contrary to the other young
menbers of the community, who practically waste their tinmes on
trivial activities, the heroine displays a dedication to duty and
hol ds a set of ideals. She emerges as the narrative figure who cones
closest to being a subject; the viewer is allowed to acknow edge her
interiority and consciousness of the danger that threatens all the
menbers of the community. In this sense, the heroine is the nost
acconplished 'player' in the stalker's teenage group; the audience
roots for her as nmuch as it roots for the killer. Unlike the other
youngsters, the heroine is not held for Ilong periods as the
target/object of the killer's destructive |ook. D ka maintains that,
in her relatively heightened ability to cinematically take others
(especially the killer) as the object of her gaze and to engage in
narratively significant action through the use of violence, the
heroi ne occupies an "essentially" masculine position within the film
(55). Along simlar lines, Cover believes that the stalker
conpromi ses the gender of the 'final girl' by attributing her
mascul ine interests, a distinct sexual reluctance, and distance from
the other girls. She displays the ability to exercise a power that
has conventionally been assigned to the male subjects of the filnmic
narrative. Accordingly, the final girl "looks for the killer, even
tracking him to his forest hut or his underground |abyrinth, and
then at him therewith bringing him often for the first tine, into
our vision as well" (C over 298).

The 'final girl' is the worthiest adversary of the bogeynan.

Her function in the stal ker narrative is unm stakable in that she

93



boosts the playfulness of the viewer by providing himher with the
other origin of power to be pitted against the power of the killer.
The term 'final girl' has been coined in reference to the heroine's
ability to arise anong all the other nmenbers of the conmunity to
fight the final battle with the killer. She manages to unmask and
destroy the killer in the final scene, yet the killer always strikes
back in the sequel to confront her again, or another final girl.

The stal ker organizes the participants discussed so far into a
two-part narrative structure. The first part screens the prima
event that had occurred years earlier: the experience of an extrene
trauma drives the killer into insanity. This trauma is caused by his
"seeing,' or participating in, a wongful action perpetrated by one
or nore menbers of the young community. The killer devel ops a deep
mental wound only to be healed or assuaged by revenge. He either
responds with rage imediately with an act of violent retribution or
hol ds his reaction back until the second segnent of the film In the
second, or nodern day, part of the narrative, the killer returns to
take vengeance on the guilty parties or their synbolic substitutes.
Director John Carpenter's take on the plot line of the stalker is
rather different in that he describes Halloween as a novie neant to
‘scare' the audience via a tripartite narrative structure
Accordingly, the filmis based on the recurrent fornulation of the
statement "he's coming to get you" which is realized with an
increased relevance in every consecutive act of the narrative.
Carpenter seens to have broken down the second (or the nodern day)
part of the plot line into two sub-acts: the killer is comng to get
the heroine - the heroine confronts the killer and fights back to
claimthe title "final girl.

D ka notes that the stalker occasionally features a catalyst
character who 'knows' what the killer is capable of and is aware of

the stakes involved. This character, e.g. Dr. Loonis (Donald
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Pl easance) in Halloween, constantly warns the community of the
i mpendi ng danger, whereas the nenbers of the community take no heed.
Dr. Loomis' prophecies (danger is "loom ng") heighten the tension of
the gane as they keep raising the anobunt of risk involved and the
degree of the expected on-screen viol ence.

Advanci ng through the narrative participants described in this
section, the stalker reduces the conventional conflict-resolution
flow of the classic realist narrative to a series of killings. Every
act of violence perpetrated by the killer resolves the tension only
until it is built up again through the next couple of scenes. This
pattern also applies to the way the stalker films relate to each
other: the killer is destroyed in the end by the final girl,
however, he 'strikes back’ in the sequel to haunt the young
community again. This cycle is repeated until the film loses its

power to draw the viewers into its game

95



4. THE RETURN OF THE GAME OF HORROR THE NEW STALKER OF THE 1990S

As indicated in the previous sections of this study, the stal ker, as
a well-defined genre of horror, disappeared around the early
eighties. During the years that followed the retreat of the stalker,
horror novies incorporated various aspects of it in a sporadic
fashion without, however, reviving the genre in its entirety. The
genuine resurrection of the stalker took place after roughly two
decades, simlar to Mchael Myers' return to his hometown follow ng
his twenty years of silence. The nost significant trait of the
nineties' new stalker' is that it is intensely netafictional in the
sense in which the termwas defined throughout the second chapter of
this thesis. In fact, it is possible to situate the new stalker
wi thin a broader phenonmenon of self-reflexivity that has infused the
nineties' film narrative in general and the horror genre in
particular. As regards the latter, anong a series of netafictiona

horror novies nostly scripted by the '"new talent' Kevin WIIlianson

Scream (Wes Craven, 1996) and its two sequels stand out as the
speci nens of the new stalker. Each episode of the Scream tril ogy
"refunctions' the participants of the classic stalker via a
distinctly renewed intentionality.

The new stalker's parodic/netafictional perspective on its
antecedents provided the guidelines by which the preceding three
chapters of this thesis have been structured. The objective of the
present chapter is to address the new stalker of the nineties
primarily as a phenonenon to be pondered in terns of the ways it

stands for the '"tenor of tines.' Hence, the question can be
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fornmulated as: "Why did the stal ker come back in the nineties?" The
search for the answers to this query wll reveal the underlying
mechani sms that have set the climate for the new stal ker's inmmense
popul arity.

The explanation for the revival of the stalker as a
metafictional text is nmultileveled. It is connected to a series of
circunstances that gave birth to an audience willing to receive and
circulate self-reflexive fictions. The primary issue to be
considered here is the rising popularity of games as forms of
entertainnent in the nineties. The increasing predisposition of the
audi ences toward ganmes and playfulness might have notivated the
witers/producers to retrieve the stalker for its having been one of
the nmost playful genres in the novie history. In this context, the
new stal ker can arguably be examned in relation to the attenpts of
nineties' filmand game industry to effect an extensive integration
The nerging of these two separate nedia has been acconplished in
nmore concrete terms in the nineties than the way it appeared in the
eighties. Nanely, whereas the energence of playfulness in the
eighties' stalker phenomenon could be described as a node of
viewerly appropriation (a 'perverse response,' as Barthes would
say), the nineties witnessed the conscious efforts of ganes and
films to blend into a nore unified nmedium of entertainment. Filns
had always been rich sources of inspiration for video game
desi gners; however, in the nineties, the reverse has occurred: nany
popul ar video ganmes have been 'rermade’ as action novies. Also, the
increasing sophistication and affordability of the digital
technol ogy enabled the gane designers to create interactive CD ROM
filnmse that give the viewer/player the power to project hinfherself
into the world of a filmc narrative in which s/he can change the

course of events depending on his/her dexterity as a player/actor
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In this context, | consider self-reflexivity as another 'concrete'
act toward nmerging ganme and filmas two formerly distinct nodes of
entertainment. As noted in the section "2.2," netafiction is an
unambi guous textual presence that endows the narrative with a
certain playfulness. At this point, it is necessary to note the
di stinctiveness of the new stal ker regarding the way it incorporates
self-reflexivity as a tool to induce a ganmng attitude in its
audi ence. Primarily, the 'authorial intentions' manifested by the
new stal ker's secondary discourse clearly acknow edge the status of
both the old and the new stalker as 'filmc ganes' that reside
within the same genre. In other words, the new stalker is still a
stal ker, as opposed to many other netafictional filns that tend to
fall into conedy or satire as a function of their critical attitudes
toward their primary texts. While keeping itself wthin the
boundaries of the genre, the new stalker exploits the 'literacy
requirenent’ attached to the reception of netafiction to evoke a
simlar ganme played by the eighties' stal ker audi ence. However, this
time, the invitation to the gane is openly manifested via various
self-reflexive narrative situations that address the viewer as the
"third" party of a tripartite nmetafictional dialogue. Al these
surely point to a particular film and nedia culture that cane to
dom nate the nineties. The new stalker nourishes itself on a
particul ar 'speech community' which is quite 'literate' about the
cul tural products it consunes.

The following sections wll delve into nore detail on the
issues presented in this introductory section. Section "4.1" is
reserved for an elaboration of the process through which the
concepts of game and film came to overlap each other. Section "4.2"
will provide an overview of the peculiar literacy of the nineties'
movie fandom with an attenmpt to render the other perspective

t hrough which the energence of the new stal ker seens neani ngful,
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even inevitable. The last two sections are reserved for a closer
account of Scream as a netafictional text that 'speaks' the whole

di scussi on presented so far.

4.1. The Mngling of Ganme and Filmin the N neties

In reference to the now irreversible progression by which the visual
world is increasingly invaded by video ganes, Alex Hutchinson
i ntroduces his article with the foll ow ng paragraph:

If you need sonething to blame it on, blane Space

Invaders. In 1978 it caused a yen shortage in Japan.

It was the first video gane to break out of seedy

arcades and into general stores and pizza parlors,

kick starting the '80s arcade gane craze and

fathering the now nulti-billion dollar video gane

i ndustry.
Interestingly, the very seed that led the way to today's 'gane
phenonmenon' coincides with the release date of Halloween in the US.
One particular difference between video games and the stalker, in
this context, is that the former never Ileft the arena. The
invariable rise of the video ganmes can primarily be seen in the
recent phenonenal success of Sony's PlayStation along wth its
rivaling enterprise Nintendo 64 in that they nanaged to attract a
huge general audience to ganes, selling over 70 million systens
wor | dwi de al ong the way. Hutchinson interprets this situation as a

phenonenon that signals the fact that we are on the threshold of a
new entertai nment age."

In 1999, sales of hone consoles and gane software have risen
to 20 billion dollars, which surpasses the Hollywod box office
figures for the first tine in history. Hutchinson asks what possibly
this could nmean. The answers are quite dramatic: nore people are

pl ayi ng nore ganes nore often than ever before; nore people are
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pl ayi ng ganes than going to the novies or reading books, which cones
down to saying that "games are now quite probably the single nost

popul ar form of entertainment on the planet." The trait that enables
these ganes to beat all the other forns of entertainnent is
"interactivity,' that is, their unique capacity of giving the player
the power to become an actual participant in the fictional gane
world. The visceral thrills of the novie narrative engulfs the
player in a nmore profound fashion in the gane as s/he literally
becones the part of the plot line through the identity of a
digitally-designed character. Looki ng at t he i ncreasingly
participatory game structures introduced by conpanies such as
Ni hilistic and Elixir, Hutchinson believes that the aspect of
interactivity will be the primal item to be exploited by the
producers as the individual players around the world start forming a
big 'gami ng comunity.' Hence, he puts forward his prophecy:

I magi ne being able to create scenarios instead of

linear plot threads, world environnents instead of

singl e scenes. |magine taking your friends through a

cust om desi gned adventure which you could mani pul ate

to their tastes every tine soneone seened bored.

The participatory activities of the player, then, would surpass the
limts of nmere playing to render himher as an 'artist,' a creative
agent of the whol e experience.

The problem with Hutchinson's prophecy is that it does not
qualify as a prophecy; everything he imagines regarding the future
of games is actually happening. And the phenonenon by far surpasses
the formal limtations of the digital medium The reference here is
to what canme to be known as the Fantasy Role Playing (FRP) ganes
that have enjoyed an i mense popularity over the |ast decade. Janes
Beach gives the rudinmentary definition of the FRP as an interactive

game in which "players take on the roles of imaginary characters,

usually in a setting created by a referee, and thereby vicariously
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experience the inmmagi ned adventures of these characters." The actua

environment of the FRP gane is not necessarily a digitally-
constructed virtual space. The nobst typical scene of an FRP ganme in
progress is a group of people sitting around a table holding a few
game paraphernalia (gane cards, pieces of paper to put down points,

comrents etc.) while verbally acting out the gane identities they
assune for the present adventure. FRP can also be played online
t hrough conmputer nonitors, or it can as well be staged as a theatre
pl ay where each player wears the outfits and carry the gadgets that
typify the character s/he is performng. The basic principle is that
the player "pretends" to be another character quite apart from
hi s/ her own personality while using intellectual skills to make that
character thorough and effective so that s/he can advance through
the ruses and conplications created by the game itself and/or other
pl ayers/characters. Hence, FRP is not nediumspecific; once the
means of communication is set to accommobdate two or nore players,

the basic condition for the playability of the FRP gane is
satisfied.

As nentioned at the end of the section "2.2," David
Cronenberg, in his 1999 novie eXi stenZ, advances quite a provocative
el aboration of the FRP ganes as referring to a contenporary node of
behavi or inforned by the awareness that "one exists as a constructed
identity to play the ganme of life." The discourse that praises the
FRP games on every possible level also hints at such a notion by
focusing on the resiliency of the gane in terns of its playability
in any situation and the simlarity of the social/conmmnicative
skills used in the real world and the ganme world. For Beach, who is
a huge FRP fan, these two points render the FRP game as the best
possible leisure activity ever to be inagined. Accordingly, FRP far
surpasses board games and beats conmputer ganes as rather limted,;

"it can go in so nany different directions that it could easily be
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your primary pass-tinme hobby for decades to come"™ (Beach). Such
di stinctiveness of the FRP cones fromits 'organic' structure that
is quite different fromthe ones used by the traditional ganes that
determine set playing tines and very specific rules and conditions
of victory to determine the winners and |osers. In contrast,

...the playing time for an FRP game can be a few

m nutes (over coffee), hours (a quiet afternoon),

days (holiday get-togethers, conventions, etc.), or

nore. And instead of having a victory condition that

brings the gane to a close, it is nore like rea

life and may last for years as the players keep

getting together whenever then can and add to the

on-goi ng story [ Enphasi s added] (Beach).

Thus, the main objective of a skillful FRP player is not exclusively
focused on '"winning' the game, which is not quite possible in the
conventional sense of the term anyway. There is such a variety and
intricacy to the situations that can occur in an FRP adventure that
targeting a strictly-defined goal would hinder the flow of the gane
by working against its organic structure. It is possible to talk
about 'successful' and unsuccessful' players, whereas these two
val ue judgenents are attached to the individual player's skills in
developing his/her game identity into a full-fledged fictiona
character, not to his/her ability to, say, finish the gane before
everyone else. Hence, the advocates of the FRP ganes believe that
the fictional world created by the game is not different from real
life where one simlarly strives to establish a character and
confront challenging situations by activating various physical
nmental , and social skills that are attached to it.

Here, the FRP's sinmilarity to filmis nore striking than its
simlarity to life; the latter can be repetitive and boring as a
narrative whereas the forner has to involve its viewers/participants
by creating excitenent and progression. The players carry on wth
the game only if it 'grows' toward sonething - not necessarily a

foreseeabl e or predeterm ned final scene, though. As Allegra Geller
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(Jennifer Jason Leigh) of eXistenZ remarks: "You have to play the
game to find out why you are playing the gane." At this point the
significance of the "Gane Master" becones apparent. Rem niscent of
the witer or director of a film the Gane Master is responsible for
rendering the FRP gane into an exciting event that is worth
participating. Al though the domnant characteristic of the Gne
Master is his/her contraposition toward the players/characters, s/he
does not intend to beat them by making everything difficult, and
conversely the players do not sinply take himher as the ultinmate
foe. Beach foregrounds three main functions fulfilled by the FRP
Gane Master. Primarily, s/he makes up the world of the ganme and is
responsi ble for the devel opnent of the story; hence, the Gane Master
is expected to hold a high degree of know edge regarding the type of
FRP s/he directs. Secondly, s/he adjudicates the rules of the
system and deci des whether your character is capable of performng
a particular action in case the gane situation does not induce it by
itself. Finally, it is the Gane Master's responsibility to nmake the
game exciting and challenging for the players. In acconplishing
these basic functions, the Ganme Mster becones the background
texture of the gane world; s/he assunes all the roles other than the
pl ayer characters (PCs), that is, villains, nonsters, guards, other
heroes and heroines, nentors, kings, princes and princesses,
beggars, prostitutes, sailors, shopkeepers, innkeepers, blacksmths,
potters, porters, scribes, etc. S/he also controls such aspects of
the game world as the weather, the geography, and the dom nant
political situation that creates an agenda for each character.
Hence, the Gane Master provides the means and the challenges by
which a player can develop his/her gane identity into an evolved
character who has strengths, weaknesses, a back story, and specific
wills and purposes throughout his/her existence in the fictional FRP

wor | d.
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Under st andably, FRP games center around exciting adventures
rather than the ordinary and the nundane, and the nost fertile
domains that provide the inspiration for the FRP narratives are
literature and cinema. FRP has prinarily appropriated the term
"genre' from filmand made it refer to the particular settings and
characters of specific ganmes. At this point, the FRP world cones
significantly close to the nmovie/TV world in ternms of the fictional
contents it incorporates. For instance, within the genre of science
fiction, we encounter such gane titles as Dune, Star Trek, Babylon
5, and Stargate. Simlarly, if the players are interested in a gane
of action and espionage, it is very well possible to play a Janes
Bond gane through various characters that have enmerged in the
history of the series; one can even play Mad Max in a gane titled
Road Warrior. Yet, to be able to create a gane world out of such
popul ar fictions one has to have acquired a thorough iconol ogical
and iconographical conprehension of the genre and the specific
narrative in question. The Gane Master basically has to qualify as a
"mythologist' in Barthes' sense, whereas the players should be
cultured enough to keep up with the intensity of the codes and
i nformation invol ved.

Requi rement of such a high degree of 'literacy' doesn’'t seem
to have intimdated the potential FRP players given the enornous
popul arity of the whol e phenonenon. Most |ikely, the introduction of
the FRP ganes was already due to a certain cultural saturation
whereby the fans acquired a thorough culture regarding the fictions
in which they had long been interested. The nunbers that Craig
Branch gives in reference to the comrercial successes of FRP
conmpanies verify the idea. Wzards of the Coast, the |argest
provi der of gane equi prent, holds nmore than 500 enployees and has
international offices in Antwerp, Paris, Mlan, and London. The

popul ar FRP game Magic the Gathering was released in late 1993 and
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sold out its first 10 mllion gane cards in six weeks instead of a
projected six nonths; today nore than 500 million cards have been
sold and there are nore than five mllion gane enthusiasts in 52
countries, which far surpasses the all-tine-favorite Monopoly. The
nunber-two ranked FRP gane Vanpire has nore than 100 websites that
link the players all over the world.

Branch's research figures out that the majority of the FRP
game participants are between 18 and 30 years of age, and they are
mostly men. However, women have recently becone 25% of the
popul ation. In Branch's words, the profile of the typical 'gamer' is
"a fairly intelligent, inquisitive person who prefers spending
di sposable inconme and a few evenings a week playing nmind ganes
instead of Dbasketball." Although the fandom started out anong
students, it is known that it has lately expanded to |awers, bank
executives, and other such professionals as well. As enphasized in
the advertising slogans that supported the sales of Magic the
Gathering, FRP gane is "the intellectual sport of the nineties' in
that it pronotes strategy, nmathematics and critical thinking."
Nanely, playing FRPs could make one a nore 'successful' individua
inlife.

The close proxinmty between the concepts of 'role playing and
‘real life,' as articulated in the discourses on the FRP phenonenon,
calls back Mark Currie's contention that people are becoming nore
and nore aware of the fact that what we know as the 'real world is
a construction where we act out 'roles' rather than 'selves' (40).
For Currie, this has been the prine nover behind the rising
popul arity of self-reflexivity in fiction, for the contenporary
vi ewer has becone increasingly aware of the nmeta-discursive |levels
that determ ne the ways in which stories are told and characters are
created. Whether the consciousness Currie is talking about has

generated a 'netafictional' node of living would be too large a
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research question to be posed here. However, as Branch also points
out, the idea has generated deep repercussions in the televised
medi a spawning a series of 'reality ganes' that receive top ratings
Televised 'reality dramas' have been gaining popularity over
the last couple of years especially after MV s introduction of the
short series entitled 'Real Wrld.' The nain concept was to
broadcast the daily actions of a group of youngsters who
occasionally went through «crises regarding relationships. The
concept has been refined since then, which ended up spawning
probably one of the biggest TV phenonena of the 2000s in North
America: Survivor. The basic structure of Survivor is quite simlar
to an FRP gane; the only difference is that the distinction between
the concepts of 'player' and 'character' is somewhat blurred. About
20 people are placed on an island where they are totally deprived of
the conveniences that characterize the nodern world. The objective
is to endure the challenging life in nature while getting on well
with the other players. The latter point is actually a nore
i mportant gauge of success in Survivor as the gane advances through
a process of elimnation: the "tribe' (this is what the community of
the players on the island is called) holds a cerenonial gathering
every week where one of the players is '"voted out' fromthe gane for
hi s/ her observed failures as a player/character. Hence, the success
depends not only on physical and psychol ogi cal dexterity as regards
the difficulties of living on a '"wild island, which is nmade even
more difficult by the producers who come up with various chall enges
everyday, but also on the devel opnent of a 'character' that receives
appreciation from all the other players. The process of elimnation
determines the winner by leaving one player in the end who has
managed not to be voted out by the others all along the way, for

whomthe award is one mllion US doll ars.
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The nedi a coverage that centered around August 2000's Survivor
wi nner Richard Hatch has foregrounded him nostly as a 'successfu
person' in general rather than nmerely an acconplished ganer. He has
been pictured as a 'role nodel' especially for the people who strive
to acquire the nethods by which one develops 'strategies' and
"social skills' to make it through life. Correspondingly, in all his
interviews, Hatch kept underlining the fact that he had acted with
the awareness regarding the significance of seeing everything
through | ogical strategies as opposed to giving in to his 'genuine'
feelings for people and situations. The unsuccessful players/people
were the ones whose judgenents were clouded by enobtions and enpat hy.

As regards the popularity of FRP ganes along with their
mani festation as nedia events, the resurrection of the stalker via
an intense node of self-reflexivity, then, comes up as another
feature of the dom nant entertainnent paradigmin the late nineties.
In this context Scream can be seen as a fictional ganme where we
watch a group of teenagers trying to stay alive while the 'serious
awareness of being in a stal ker gane' can possibly have a surviva
value. The players/characters who have acquired the know edge
regarding the essential participants of the stalker narrative and
who can put themin use turn out to be better players.

Al ongside the infusion of the nineties' film narrative wth
the consciousness of gaming that incorporates know edge acquisition
and strategic planning, a nmore 'visceral' integration of films and
vi deo ganes has al so been progressing on a separate |evel. The npbst
blatant sign of this progression can be seen in the transformtion
of video rental stores into 'home entertainment centers' where the
customers can not only rent novies but also video ganes and rel ated
el ectronic equipnment. In these places, it is sonetines even hard to
figure out whether the title on the shelf is a videotape or a gane

cartridge as many forner video ganes have started reappearing as
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nmovi es such as Super Mario Bros. (Rocky Morton, 1993), Mrtal Conbat
(Paul Anderson, 1995), and Tonb Raider (Sinbn West, 2001). Some DVDs
include both the ganme and the feature so that the viewer can not
only play the novie but also '"play with' its ganme version

Throughout the nutual advance of games and novies toward each
other, there are a few products that stand out as manifesting the
nmost physical hybridization of the two nedia. The reference here is
to the CO-ROM filnms in which the viewer can actually participate as
a character. Weeler D xon acknow edges the ongoing interlacing of
filnmse and ganes into each other while putting forward a CD-ROM film
titled Gound Zero Texas (1993) as sonething that represents "the
next step forward in the evolution of the cinematic/video fictive
narrative construct" (114). In Gound Zero Texas, the viewer is an
actual participant of the film "directly addressed by the other
performers within the fictive world, the giver and bearer of the
gaze" (Dixon 112). To experience Gound Zero Texas, t he
vi ewer/ pl ayer pops the CD in the Sega nachi ne and watches the fil ned
action unfold through the POV of a special agent who has arrived in
a Texas town in search for the dangerous aliens known as Reticul ans.
As the plot advances, the viewer/player finds hinfherself in a
variety of situations whereby s/he has to decide what to do, which
way to go, and obviously, whomto kill

Apparently, Gound Zero Texas is quite a violent filmgane.
John Tierney notes that the whole narrative involves three hundred
"point and shoot' scenes. Assuming that the film gane has a running
time of approximately 90 minutes (which surely can change dependi ng
on the way the player proceeds), Gound Zero Texas contains a POV-
killing sequence on an average of one every eighteen seconds (D xon
114). On that account, Dixon maintains that these new interactive
narratives are the resurrected versions of the classic stalker

genre. He thinks, the Friday the 13th series has expired because the
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public was saturated with the sane narrative structure that involved
repetitive killings 'nerely' represented through the killer's POV.
The recent outburst of these violent ganes signal the reincarnation
of the genre, this tine as an interactive video gane/film at first
on the fringe of the industry, then gradually noving to the

mai nst r eam producti on conpani es (Di xon 116).

4.2 FilmLiteracy in the N neties

In the previous section, it was pointed out that a satisfying FRP
game required the direction of an accomplished Gane Mster who had
accunul ated a great deal of know edge regarding the film or genre
from which the gane was derived. As a matter of fact, the cultural
environment of the nineties is quite ripe for Gane Msters to
energe, which would have been relatively difficult in, say, the
seventies. It is not unsound to assunme that the neaning of 'novie
fandom has remained nmore or less stable throughout the film
history, which Henry Jenkins refers to as 'a cultural comunity
consisting of people who possess a distinct know edge of the
fictions they consune' (144). In the nineties, the aspects of
"comunity' and 'know edge' do remain as the essential elenments of
fandom while the fornmer is substantially larger and the latter has
been rendered nmuch nore accessible. It is a lot easier to become
"filmliterate' in the nineties as the various novie-related 'info'
has been stored and transmitted via the means of the digital
technol ogy. The nineties' filmcirculates within a plethora of data
and |inks attached to it.

The primary reference here is to the internet in general and
the Internet Movie Database in particular. |IMDb has cone to provide

the nost inclusive filmguide for the "buffs' interested in
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"anything' that is connected to the novies they see. |Mb was
initiated by a group of film fans in 1990 as a nodest web
establi shment under the address 'rec.arts.novies.' Before the world-
wide distribution of the first user-friendly web browser, |NMDb was
made up of a set of scripts and files that allowed the user to build
hi s/her own |ocal copy of the database on a Unix-based personal
computer. Over the ten years of constant expansion, |Mb surpassed
the novie sourcebooks mainly due to the fact that it is constantly
updated and linked to other websites that go even deeper into
particular filns, directors, actors etc. The core of the database is
the effective search capabilities it offers to the user. |Mb has
catalogued all sorts of information on over 250,000 novies nade
since the very beginning of cinema, acconpanied with the nanes of
900, 000 people who were, in one way to the other, involved in the
maki ng. Wthin that 900,000, there are over 500,000 actors, 50,000
directors, 70,000 witers, and a wide variety of technical staff
ranging from the producer to the grip. Amdst the web through which
these titles and nanes are linked to one another, various other
itens of 'info' are also situated into the system allowing the
searcher to gather data on every single aspect related to a film
The main links of novie information presented by IMXb are as
follows: plot sunmary, keywords, full cast and crew, user conments,
external reviews, newsgroup reviews, awards & nominations, user
ratings, reconmendat i ons, menor abl e guot es, trivia, goof s,
soundtrack listing, novie connections, nmerchandising |inks, box
office & business, release dates, filmng |locations, technica
specifications, laserdisc details, DVD details, news articles,
taglines, trailers, posters, photographs, schedules on TV, and
sound/video clips. Depending on the particularities of the film or
TV series in question, many auxiliary links are also added to the

dat abase; for instance, "crazy credits" appears in the list if the
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closing credits of a film or program include hunorous references or
jokes; likew se, the "official site" link appears if the feature is
al ready supported by a separate webpage; and the user can find out
just about anything through the link titled "miscellaneous.”

Probably the npbst inportant link that |INMDb has recently
established is the one with Amazon.com - the |argest web-based nai
order conpany that sells books and videos. As of April 1998, |NMb
has becone part of Amazon.com enterprise and posted a |link section
on each of its novie pages enabling the user to instantaneously
order a copy of the feature on VHS or DVD. This alliance makes
clearer the extent to which filmc fictions have becone parts of a
|l arge network of cultural know edge. In the late nineties, novies
circulate across the vast |andscape/netscape of information as
"entries.’

Speaking of the inpact of the digital technology on novie
fandom the other reference is to the advance of |aserdiscs and
DVDs. Joan Hawkins observes that the digital nedia revolution has
engendered a highly sophisticated consumer group that is into
collecting the '"digitally-restored" versions of its favorite fil ns.
The pioneering conpany that created and catered to this public is
The Criterion Collection, which had started releasing feature filns
on |l aserdiscs |long before CD-ROVW and DVDs were used as commrercia
film nmedia. The quality of the reproductions provided by Criterion
was the primary issue that gathered a staunchly |oyal consuner group
that populated the mmil groups on the internet to discuss and
criticize the technical specifications of the recently released
| aserdiscs. As a natter of fact, the sound and inmage quality of the
Criterion discs were quite remarkable; the digital inage transfers
were made from the 35mm or 70mm prints mnted from the origina

negatives, and the master sound and effects tracks were separately
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digitized and enhanced via the use of state-of-the-art technol ogy
(Hawki ns 41).

Chris MGowan nmintains that the real digital revolution
started when Criterion introduced what has cone to be known as the
"annotated novie' (Hawkins 42). The use of nultiple soundtracks had
been an wunexplored possibility easily afforded by the digita
medium Criterion exploited this potential of the laserdisc in King
Kong to "pull a neat trick": the audio track of the filmwas doubl ed
into two parallel sectors that included both the original soundtrack
and a shot-by-shot analysis recited by the filmhistorian Ron Haver.
The viewer could switch back and forth between these two ongoing
tracks as s/he watched the novie. Due to the huge praise this
digital feature received from the consuners, it has becone one of
the nost comopn 'extra-features' provided by the l|aserdisc's nore
feasi bl e descendant - DVD. The significance of the energence of
annotated novie, as regards the issues addressed by this study, is
that it stands for the inclusion of Staiger's 'neta-talk' into the
substance of the film The novie, published in the digital nedium
comes with its own netacomentary, in a sense, generating a self-
refl exi ve node of presentation

The audi o conmmentary feature notivated the outburst of a slate
of other extra features that were included in the DVDs. The
incorporation of theatrical trailers, interviews with the actors,
televised reviews of the film etc. turned the DVD into a digita
package that presented the novie, as it were, as a conplete event
that came with every link that is relevant. For exanple the
Hal l oween DVD includes the following set of special features:
screen-specific audio commentary featuring witer-director-conposer
John Carpenter, witer-producer Debra Hill, and actress Jam e Lee
Curtis on her big-screen debut; Gene Siskel and Roger Ebert giving

splatter novies two thunbs down while praising Hall oween in a
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controversial 1980 Sneak Preview segnent; the original theatrical
trailer; separate effects and nusic track; additional footage shot
for the 1980 television release; photo-essay on the naking,
mar keting, and mmcking of Halloween; illustrated fil nographies of
John Carpenter, Donald Pleasence, and Jam e Lee Curtis; genre guide
by John McCarthy, author of Splatter Myvies: Breaking the Last Taboo
of the Screen, including capsule reviews of cold-blooded-killer
movi es from The Bad Seed to Hal |l oween 5 (Hawki ns 43).

The netafictional stalker can be seen, in this respect, as a
genre that encapsul ates one of the domi nant nodes of film reception
that holds sway in the late nineties. Scream then, is a novie that
effectively incorporates the 'relevant links' into its narrative

structure by virtue of its intense self-reflexivity.

4.3. Kevin WIIliamson, the New Stal ker, and Scream (1996)

...they're all the sane. It's

al ways sone stupid killer stal king some
big breasted girl-who can't act-who

al ways runs up the stairs when she shoul d
be going out the front door.

It's insulting.

Si dney Prescott (Neve Canpbell)
from Scream (Wes Craven, 1996)

The new stal ker phenonenon is predomnantly centered around the
upstart screenwiter Kevin WIIlianson. Following his big debut
feature Scream WIIlianson went on to wite a series of novies that
fortified his status as the 'iconologist of horror specializing in
the stal ker genre.' The now 32-year-old screenwiter was anong the
young audiences of the early eighties, experiencing in the first
person the boisterous stalker game that broke out in the shabby

nmovi e theaters (Broeske). Apparently, WIlianson did not have to
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carry out deep narrative analyses of the genre or fulfill an
exhaustive audience research to cone up wth the idea of a
met af i cti onal stal ker novie. As reported under the WIllianson-trivia
I inks of various web sources focusing on the new stal ker, an 'eerie'
experience inspired himto script a filmcalled "Scary Movie" that
|ater turned out to be Scream (Krantz). During a nonment of solitude
in his bachelor apartnent, WIIlianson heard a noise in the kitchen
and noticed that the w ndow, which was supposed to be closed, was
ajar. He called one of his best friends on his cell phone, grabbed a
but cher knife, and started creeping around while nervously chatting
with his friend about 'where the intruder could be" and 'how he
could possibly be avoided or elimnated.' They started referring to
the rules of the classic stalkers to figure out what to do, which
later on turned into a trivia-ganme whereby they asked each other
questions about various aspects of the particular filns belonging to
the stal ker genre. WIlianson, then, blew up this experience into a
feature-length script.

This anecdote is interesting in tw respects. Firstly, it
hints at the intensity of the old stal ker phenomenon by show ng that
the rules of the genre managed to stay with its fans over the years.
Secondly, it depicts a 'scene' that encapsulates one of the
significant prenises on which the narrative of the new stalker is
built. WIIliamson gets through the above-described unnerving
situation by setting up a fancied scene where he uses his know edge
of the stalker genre to deactivate a (in this case inmagined) threat.
Steven Schneider believes that WIlianson's peculiar nethod of
dealing with his fear made him nail down the axiom of the new
stalker: if you are in trouble, then "consult your insider know edge
about those conventions governing the genre of which the nmovie you

find yourself in is a nenber" (2000, 82).
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Because such know edge prepares you for whatever may

be hiding behind the corner, for whatever it is

maki ng noises in the other room There is less to

fear, not because the threat has gone away, but

because you now have sone idea of what the threat

is, how to protect yourself fromit, nmaybe even how

to defeat it (Schneider 2000, 82).

Wlliamson's imagining hinself as partaking in a mnovie and his
recourse to the rules of one particular genre to get rid of his
uncanny feelings resonates with nost of the fundanmental issues so
far presented in this study. As regards Currie's contention that
life is increasingly invaded by fiction, whereby we picture
ourselves as being in a narrative (gane, correspondi ngly),
Wl lianson's anecdote stands out as an exenplary incident. The event
al so harnmonizes with the general structure of the late nineties'
met afi cti onal horror novies where we can find an abundance of such
scenes in which the characters either inplicitly or explicitly
convey the idea that they are aware of existing in a fictional world
governed by filmc rules.

This awareness domnates WIllianson's scripts in varying
degrees. Besides the Scream series where he effected a head-on
encounter with the issue by taking self-reflexivity as the
fundanental premise that infuses all of the character actions,
Wl lianson wote several other horror novies that tackled the filmic
consci ousness regarding the basic rules and iconography of the genre
(Brosnan). | Know What You Did Last Sumer (Jim Gllespie, 1997) is
probably the one that cones closest to nerely imtating the classic
stalker; the film centers around a group of teenagers who get

stalked and killed by a man carrying a fisherman's hook in his hand.

Neverthel ess, two aspects of the narrative do reflect on the

participants of the genre. Firstly, the title "I know what you did
last summer" directly verbalizes the notivation behind the
repetitive killings, nanely, a past trauma that drives the psycho-

killer to weak havoc on the nmenbers of the young community who got
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involved in a wongful action, in this case a car accident ending up
with a supposedly dead person. Secondly, the filmopens with a scene
where a bunch of teens tell each other scary stories based on urban
| egends and end up discussing whether they are real or fictional
and whether they should be taken seriously or not. Halloween H20
(Steve Mner, 1998), which can as well be categorized as a stal ker
comes nuch closer to the self-reflexivity of Scream In this late
sequel to the Halloween saga, Mchael again cones back to haunt
Laurie (Jamie Lee Curtis), who now leads a new life as a schoo
teacher and a nother. The events unfold in quite a 'stalkerly'
fashion in that Mchael starts killing people here and there while
exhibiting himself to Laurie via uncanny apparitions. However, this
time Mchael has to confront with a 'stalker-literate' Laurie who
knows the basic rules of the gane. |In various struggle scenes with
M chael, Laurie consciously avoids the mistakes she made in
Carpenter's 1978 feature. In the big final sequence, she chops
M chael's head off with an axe to make sure he's not coming back
again. Furthernmore, WIllianmson also scripted a sci-fi/stalker hybrid
titled The Faculty (Robert Rodriguez, 1998) in which a group of
m sfit high school teens discover that their town is invaded by
aliens in an 'lInvasion of the Body Snatchers' sort of way. They
struggl e against those aliens, who are disguised as their friends
and relatives, by retrieving their insider's know edge on the sci-fi
and horror genre.

The self-reflexive narrative node initiated by WIlianmson al so
spawned ot her specinens issued by witers/producers who wanted to
capitalize on the imrense popularity of what seemed to be an
energent popular genre. The npbst promnent exanples are U ban
Legends (Jami e Bl anks, 1998) and Urban Legends: The Final Cut (John
O tman, 2000) both of which resenble to a great extent the new

stalker in terns of their basic narrative participants. One
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difference is that the Uban Legends series wutilizes another
dat abase of insider's knowl edge, which is a series of spooky
incidents that are believed to have repeatedly occurred in the
nmodern cities. The teenaged characters of the film use their
know edge of this nythology to find out about the identity of a
psychopath who performnms copy-cat versions of these incidents all of
which end with the death of a youngster. Hence, the viewer is
called/challenged to participate in the film by retrieving his/her
own know edge of these stories. The sequel (The Final Cut) even
rai ses the aspect of self-reflexivity by making all the events take
pl ace among a group of film students, one of which is interested in
making a filmcalled "U ban Legends."

Among all these new horror filnms, Scream stands out as the new
stal ker par excellence for its direct incorporation of the issues
regarding metafiction, audience participation and playful ness.
Arguably, Screamis success depends on its incorporation/activation
of the insider's know edge (literacy) that is nost pertinent to its
tinme: the knowl edge of novie culture in general and the
horror/stal ker genre in particular. The increasing preval ence and
accessibility of this cultural domain, as treated in the previous
section, nust have helped Scream in gathering an audience that is
not limted to the older generation that happened to have seen the
classical stalkers in their own tinme. The renowned popular film
critic Roger Ebert also underlines this aspect of Screamas its nmain
device of drawing interest:

True, [the characters] went to the novies in "The

Last Picture Show,"™ and the heroes of "derks"

worked in a video store. Even Bonnie and C yde went

to the novies. But those novies were about the *act*

of going to the novies. " Screant is about

*know edge* of the novies: The characters in

"Screamt' are in a horror film and because they've

seen so nmany horror films, they know what to do, and
what not to do.

117



Ebert, who is not really into 'clichéd stalkers, appreciates
Screaml's open discussion of them rather than leaving it to the
audi ence, because "Screamis not about the plot. It is about itself.
In other words, it is about characters who "know' they are in a
plot" (Ebert). Ebert also thinks that the aspect of self-reflexivity
"defuses' the graphic violence used by the film The particular
focus on 'know edge' nust have convinced him as a serious critic,
that Screamis not really a stalker but a 'theory of the stalker.'
The figures that bespeak the inmense conmmercial success of
Scream are anal ogous to the ones enjoyed by Halloween at its tine.
It literally becane the story of the year; as Chris Nashawaty notes,
Scream becane "a $102.6 million-grossing franchi se spawner that has
enabled Mranmax to cross over from rarefied art house to sequel-
happy grind house." Six nonths after its opening, Scream did not
only do remarkable business in nore than 400 theaters in the US
($181,000 the weekend of June 27-29 1996) but the director and the
stars (Neve Canpbell, David Arquette, and Courteney Cox, anong
others) quickly reunited in Atlanta on June 16th to start shooting
the sequel. Another reported incident that nmakes the Scream
phenonenon sinmilar to the one initiated by Hall oween is the presence
of an audience that watched the film 'repeatedly.’ The co-chairman
of Mranmax, Bob Winstein, after experiencing the playful anbiance
in the theatre, told the Hollywod Reporter that "sone of [the
vi ewers] know every line in the novie. Normally, it is four weekends
and you're gone, but this one stuck around for twenty-six weeks in

wi de rel ease" [enphasis added] (Robb 182).

The story, netafiction, and the gane

Descri bed through the condensed node of a synopsis, Scream reads

quite simlarly to a classic stal ker narrative.
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On the outskirts of the town of Wodsboro (an anonynous
American suburb that seens to exist in the mddle of nowhere), high
school student Casey (Drew Barrynore) and her boyfriend Steve (Kevin
Patrick Walls) are brutally butchered by a knife-w elding killer who
di sgui ses himherself behind a white ghost mask and a hooded bl ack
robe. This incident coincides with the anniversary of the rape and
murder of Maureen Prescott, nother of Sidney (Neve Canpbell) -
anot her high school student in Wodsboro who has been 'sexually
anorexic' due to the trauna caused by her nother's death (the
andr ogynous nane ' Si dney' seens to have been chosen to reinforce the
girl's asexual nature; Sidney, later on, turns out to be the 'final
girl'). Casey and Steve's nurders put the town of Wodsboro into a
state of panic, and the attention is centered on the town's high
school. From here on, the filmrevol ves around Sidney, her boyfriend
Billy Loomis (Skeet Urich), and their fellow students, Tatum (Rose
McGowan), Stuart (Matthew Lillard) and Randy (Jam e Kennedy). Except
for Sidney, who seens sonewhat serious and enotional in nature, al
these teenagers are shady characters, nostly interested in 'playing
around' rather than engaging in 'neaningful' activities. However,
they are extrenely cultured in a particular field: horror novies
Especially Randy, who works at a video rental store, displays a
remarkabl e expertise in every aspect of the stalker film Mstly
guided by Randy's comments and declarations regarding the basic
rules of the genre, the gang tries to make sense out of the ongoing
murders by seeing them through stalker participants, Halloween in
particul ar. The Wodsboro murders also attract the attention of the
famous TV reporter Gale Wathers (Courteney Cox), who shortly
arrives in town to investigate the case. The police declares a
curfew, and the youngsters gather in Stu's house for a party (the
nmost appropriate playground for the stalker killer). As the party

goes on, the killer dispatches Tatum and the high school principle
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M. Honbry (Henry Wnkler). Finally, Sidney and Gal e manage to crack
the case and find out that Stu and Billy were the killers who had
organi zed the whole carnage by studying sone horror novies. In the
closing scene, we see Gale Wathers in front of a I|ive-broadcast
camera turning the 'Wodsboro nurders' into a valuable prinetine
news item

Regarding its basic story, as sunmarized above, Scream does
not constitute a total aberration in the stalker genre. In this
sense, it is not appropriate to declare it as the new filmic text
that 'subverts' the worn-out narrative structure of the old slice-
and-di ce novies. Many other horror filnms that appeared after the
retreat of the stalker have already effected every possible
digression of its essential participants. Scream does have certain
"twists' in its plot devel opnent, but these tw sts should be seen as
"adjustnents' rather than serious diversions from the generic
formula. The 'new status to be attached to the 'stalker' tag of
Scream nainly refers to the 'secondary (neta/parodic) discourse' it
activates in relation to its 'primary discourse,' and these two
levels of filmc articulation are kept nmore or less distinct from
each ot her.

Hence, Screamls intention, as regards the discreteness of its
met a- di scourse, can be seen to 'reanimate’ the genre rather than to
reinvent it or to cone up wth sonmething conpletely new. This
recalls some of the issues elaborated in the 2nd chapter regarding
t he basic mechani sms of nmetafiction. Mark Currie defined the term as
"the literary act of creating a fiction and at the sanme tine nmaking
a statenent about the creation of that fiction' (43). Scream
mani fests this definition verbatim in that the meta-conmentary
generated by its second order discourse is literalized through the
characters' speeches. In this sense, as Hutcheon noted, via the

verbal neta-comments stated by its fictional characters, Scream
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"trans-contextualizes' the stalker narrative, that is, resituates
the genre within the nineties' zeitgeist. And, to foll ow Hutcheon's
definition, the pleasure generated by such doubl e voicing cones from
the "degree of engagenent of the [viewer] in the intertextual
"bouncing' between conplicity and di stance (32).

As far as the idea of '"authorized transgression' is concerned,
Scream less transgresses or nocks its dominant prinary text
(Hal | oween) than pays honage to it. In its several sequences, the
way Scream positions itself against Halloween recalls Bakhtin's
contention that parody re-creates the parodied |anguage as an
authentic whole, "giving it its due as a | anguage possessing its own
internal logic and one capable of revealing its own world
inextricably bound up wth the parodied |anguage (364)". One
particul ar scene of Scream epitomzes this principle. Randy, alone
in Stu's living room watches the scene of Halloween where M chael
comes very close to Laurie while Laurie is totally unaware.
Rem ni scent of the eighties' participatory view ngs, Randy starts
yelling at the TV screen, warning Laurie of the inpending danger. He
"knows' that this always happens in stalkers: the victim is
arbitrarily made to overlook the killer while the latter cones
dangerously close to the fornmer. Meanwhile, the very sane thing
happens to Randy; the ghost-faced killer approaches him from behind
without his being aware. The fact that he 'knows' all the rules of
the stalker gane, in this scene, does not prevent Randy from
becom ng the ignorant stalker victim thus, Halloween's validity is
confirmed through the secondary text's mirroring of the primary one.
Scream however, does not settle with this filmc suggestion and
literally includes a nodel audience that would react 'properly' to
Randy's ignorance as manifesting a typical stalkerly behavior: TV
reporter Gale Weathers and her canmeranman, in their broadcasting van,

wi tness Randy's victim zation via a spy canera they had pl aced
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inside Stu's house. Their reaction to what they see on the nonitor
is exactly the same wth Randy's: they vyell at the screen
desperately to mmke him turn around. Nevertheless, the narrative
arbitrarily rewards Randy by distracting the killer's attention with
some noises conmng from the outside that nake him |eave the room
bef ore he coul d attack.

Seen through the concept of "mmcry,' which is a prerequisite
for the metafictional stance to manifest itself, Scream effects a
high degree of senblance in its relation to the classic stalker
text. However, it is equally inportant to point out that Scream does
not mimc its antecedents verbatim that is, it does divert fromthe
original stalker narrative in certain respects. These diversions
have notivated sone theorists to see Scream as a subversive text
that revolutionized the genre in its entirety. To repeat what has
al ready been stated above, the sporadic diversions brought about by
Scream are 'adjustnents' rather than 'subversions,' and their
primary function is to adapt the old stalker narrative to the
ni neties' standards of plausibility, to render it 'playable by the
contenporary viewer. Here, Steven Schneider's concept of "conflict
of judgenent" proves wuseful in elaborating on these textua
adj ustnents. Schneider contends that a horror film nmanages to evoke
uncanny/unsettling feelings by affecting its viewer in such a way
that s/he experiences a certain conflict of judgenent regarding the
"reality status' of the events presented on the novie screen.
Accordingly, the horror filminvolves its viewer by generating

a palpable "conflict of judgnent" regarding the

possibility of reconfirmation in reality. Wat we

must believe, in spite of our "better" (mature,

conditioned, rational) judgnent, is that the objects

or events being depicted really could exist or

happen. But note: this is not to say that what we

must believe, in spite of our better judgnment, is

that the objects (events) being depicted really do

exi st (really are happening) [ enphasis added]
(Schnei der 1999).
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As nentioned in the section 3.1, the post-Psycho horror film had
established a firmbasis in a certain sense of reality by featuring
events that could happen in real life. The classic stalker, as a
subgenre, had its share in this general tendency toward 'realism on
account of its participants that enabled the viewer to inmagine
himherself as a part of the fiction. Evidently, the filmc
participants that bring about such a conflict of judgenent are tine-
based, conditioned by what the viewer of the period has cone to
regard as plausibly realistic. Mtivated by this awareness, Scream
clematises its fiction to the nineties via a nunber of adjustnents,
hence sidesteps the problem of beconming a 'naive slice-and-dice
feature.'

For instance, Scream provides its viewer with an explanation
for the asexual nature of the final girl Sidney. Sidney's reluctance
to have sex with her boyfriend Billy is not seemngly linked to a
noral code, as in the classical stalker, but to the severe traumm
caused by her nother's rape and nmurder. To associate the survival of
the final girl with her chastity in a straightforward manner woul d
probably 'not work on' the nineties' relatively progressive female
audi ence. Besides, toward the end of the film Sidney does have sex
with Billy. However, it is also inportant to point out that Sidney's
sexual act with her boyfriend does not suffice to render her as
"sexual ly active,' hence subversive, regarding the stalker's
"survival of the virgin' rule. Primarily, the event is not quite
visualized; we only see Sidney begin 'doing it' hesitantly and,
after a brief insert showi ng Sidney taking her clothes off, the film
junps to the afternmath scene in which she is getting dressed. The
narrative carefully stays away from giving the inpression that
Si dney 'enjoyed' engaging in sexual behavior. Hence, Scream manages
to depict her as the asexual final girl of the stalker w thout

aggravating the fenmal e audi ence for advocating virginity as a gauge
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of survival. As another exanmple for adjustnment, the anbiguously
super human status of the stalker killer is fit into a nore rationa
explanation in Scream |In the final scene, the killer turns out to
be 'two people:' Billy and Stu. In this way, the outrageous strength
of the killer with his apparent ability to sinultaneously exist in
more than one place is rendered plausible for the nineties' viewer.
The new stalker's killer is not 'really' the bogeynan.

If we keep on looking for the nmanifestations of conflict of
judgenment in the nineties' stalker, we eventually conme across the
requirenent of self-reflexivity as regards the state of affairs
described in the previous two sections (4.1, 4.2) of this chapter.
Both Ebert and Schnei der seemto believe that today's horror films
incorporation of self-reflexivity is an inevitable outcome of what
has been happening with the audi ences (Schneider 1977, 424). Wile
today's viewer cannot sinply assune that the final girl survives due
to her wvirginity, neither can s/he believe that the nineties
fictional teenagers have not heard about M chael Myers and Jason. By
this awareness, Scream is careful to include as nmuch of the
contenporary horror film history in its secondary discourse as
possible; in the final sequence where Billy delivers his fina
speech, he nentions both Norman Bates and Hanni bal Lechter, along
with his beliefs regarding the transformation of the ways in which
horror novies assign notivations to their fictional psycho-killers.
Scream al so i ncorporates various concepts related with the tel evised
media into its nmeta-discursive layer. The constant presence of the
TV personality Gale Wathers indicates that the events taking place
in the fictional world of Scream are also valuable news itens to be
broadcast to the prine-tine audience.

The literacy aspect of netafiction brings us to the gane
engendered by Scream As elaborated in the previous chapter, the

pl ayful participation provoked by the classic stal ker was based on
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the activation of the viewer's literacy. A large group of 'repeat’
Vi ewer s, who had acquired a deep know edge regarding the
participants of the stalker genre indulged in a playful nopde of
viewing whereby they wverbally interacted wth the fictiona
characters and anong thenselves (neta-talk). This event, as treated
earlier, was an instance of the viewer's act of 'utilizing' the film
through a distinct intentionality. The difference of Scream in this
respect, is that it directly addresses the issue of literacy by
turning it into an unanbiguous textual construct. Nanely, the
intention of playfulness is enbedded in the netafictional narrative
of Scream as a solid participant, and it is |linked to novie/stalker
literacy as a conspicuous requirenment. The scene in which Randy
presents his Halloween video to his friends can be seen as the
consummat e nmoment where such transformation can be observed. Randy
i ntroduces the novie to his friends by letting them'know the rules
by which the stalker film functions, otherw se, he believes, they
can not possibly interact with it. Actually, Randy's renmarks are
directed both toward Hall oween and Scream while ascertaining the
fact that the old stalker was neant to be played/interacted with
Randy, by clearly articulating the rules, invites the nineties'
viewer to switch to a simlar npde of reception as s/he watches the
present novie. Later on, as previously mentioned, we see Randy play
with Halloween by shouting at the screen, warning Laurie of the
approachi ng danger. Wiile this perfect reenactnent of the eighties'
stal ker gane continues, the killer creeps toward Randy from behind,
m m cking exactly what is happening on the TV screen. In this
particul ar nonent, Scream encourages its viewer to do the sane
thing: warn Randy to watch out.

The aspect of literacy incorporated by Scream can be viewed in
two ways: the literacy of the characters - the vessels by which the

secondary/ parodi ¢ discourse is articulated, and the literacy of the
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actual viewers. Al the teenaged characters in WIlianson's scripts
sound as if they belong to the generation-X, that is, the people in
WIllianson's age (32) who have seen the peak period of the stalker
genre, and who had the chance to observe the ways in which nedia
exercised an increasing influence on our lives. In this context,
Schnei der maintains that the sophistication of Screams characters
is nore indicative of a general 'enculturated self-awareness' that
came to typify the nineties' youth (2000, 85). Here, we can renenber
Currie's contention about the increasing consciousness regarding the
fictionality of life, stimulated by the rise of 'gaming' as a node
of behavior coupled with a high degree of nedia/novie literacy.
Hence, the novie literate teenagers of Scream sinply cannot ignore
the fact that they exist in a stalker film Wat they do, then, is
to deal with the situation by retrieving their 'know edge' of the
genre to which their film belongs. However, in alignnent with the
idea that nmetafiction cannot initiate a najor ideological change,
the know edge that determines the characters' (neta)coments on the
fictionality of their situation does not produce a major effect in
the fiction. In other words, the fact that they 'know the rules of
the stal ker only enables themto 'talk' about it rather than giving
them the power to alter the essential structure of the genre.
Therefore, in Scream the 'display of know edge/literacy’ proves
nmore inportant than its inherent capacity to effect change. By this
way, Scream nanages to resurrect the genre in its entirety while
al so encouraging the viewers to interact with it in the way the
eighties' viewers did.

One illustrative exanple for the non-transgressive display of
literacy is the scene where Tatum is confronted by the ghost-faced
killer in the garage. Not believing that it is actually him she
starts joking around with a playful meta-conmentary: "OCh, you wanna

pl ay psycho-killer? Can | be the hel pless victin? Ckay, let's see.
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'"No, please, don't kill ne, M. GChostface. | want to be in the
sequel."" By the time Tatum figures out that it really is the
psycho-killer, it is too late. As she runs away, her behavior
epitom zes the 'big-breasted/small-brained stalker girl; she tries
to escape through the little pet exit in the garage door. The
i nevitabl e consequence is that the killer activates the door,
di spatching Tatum via a broken neck. W hear a simlar display of
literacy from Billy in the final sequence where he delivers a
di scourse on how the |ack of motivation for the psycho-killer is so
fashi onable these days: "...did they really ever explain why
Hanni bal Lecter |liked to eat people? Don't think so. You see, it's
scarier when there's no motive, Sid." Nevertheless, following this
interesting meta-commentary, Billy fits hinself back into the
identity of the stalker killer who does have 'stalkerly’
nmotivations: "Did you know your slut nother was sleeping with ny dad
and she's the reason ny nom noved out and deserted ne...You know
what time it is, Sid? It's after midnight. It's your nother's
anni versary. W killed her exactly one year ago today." Also, in the
"aftermath' sequence where the killer is lifelessly lying on the
ground, the video guru Randy rem nds Sid of what always happens in a
simlar stalker nonment: "Careful. This is the nonment when you think
the killer's dead, but then he springs back to life for one |ast

scare." Wiat Randy says happens and Billy jerks forward 'for one
| ast scare'. However, Sid had already pointed a gun at Billy that
she fires imediately to annihilate him for good; then cones the
somewhat paradoxi cal meta-comrent: "Not in ny novie!"

As regards the literacy of the viewer, Screamis conscious of
the fact that it would be enjoyed by a particular group of
spectators. Schneider determnes the target audience of Scream as

"curious adol escents |l ooking to ride the stalker filmroller-coaster

t hensel ves, and nostal gic Gen-Xers hoping to see the subgenre - and
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their teenage years - revived" (2000, 85). As a mtter of fact,
today's 'film literacy' situation, as treated in section 4.2, has
al nost rendered the difference between the adult and the adol escent
audi ences insignificant. As W Ilianson hinmself declares: "I think
our target audience today is just so savvy, so | try to wite all of
my characters so that they are sel f-aware” (Schneider 2000, 86).
Actually, the narrative strategy nanifested by Scream takes a
more focused aim than nerely catering to a generically-literate
audi ence. Scream seens to have taken up a distinct literacy project
whereby a particular speech community can be formed and sustained.
The way Scream positions its viewer as the third party of a
tripartite netafictional dialogue is remarkably strict; to be able
to fully align hinmlherself with the secondary discourse of the
narrative, the viewer has to have acquired a high degree of
"stalker-literacy.' In this structure, the stalker-illiterate viewer

is alnbst denied access to the intertextual bounces effected by the

t ext wher eas vari ous ot her scal es of literacy are
echoed/ accommodat ed through different 'levels of difficulty.' The
opening scene, which will be treated in detail in the wupcomng

section, delineates the perfect exanple for Screanmis act of
categorizing its viewer's into ranks of aptitude: novice, regular,
advanced, etc. 1In this peculiar structure of interaction, the
alternative player/literacy positions for the viewer could arguably
be interpreted as follows: s/he may fall behind the text's |evel of
expertise and remain inactive; manifest a full alignment with it and
"echo' the meta-comrent (verbally or nentally) either before or
after the comment is delivered; or surpass the text's command of the
met al i ngui stic realm and prove hi nl her sel f to be nor e

advanced/literate than the narrati ve.
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4.4. Scream (A Suppl enent)

This final section is reserved for a closer look at Screams text to
provide the main argunent of the thesis with a few nore solid
exanpl es. Various scenes and sequences of the filmhave already been
cited throughout the previous sections for their capacity to
illustrate the concepts of netafiction, gane, and visual literacy.
This section activates a tighter framework with an intent to expose
‘"literacy in action' in particular as nanifested in certain nmonents
of the narrative

Before going into sonme specific sections of the screenplay, |
would like to point out two participants ingrained into the whole
text, which confer significant inplications regarding Screams
bringing about a requirenent of literacy and its declaration of
being a self-reflexive narrative. The primary reference here is to
Screamis use of the name 'Loomis.' It had first appeared in Psycho
as the last name of Marion's (Janet Leigh) boyfriend Sam (John
Gavin); then, it reappeared again as Sam Loonis (Donald Pleasance)
who was Mchael's psychiatrist in Halloween. In Scream it is
Sydney's boyfriend Billy Looms, who turns out to be one of the
killers at the end of the nobvie. The viewer has to retain a high
| evel of horror novie-literacy to be able to follow this subtle
thread that runs across three nmilestones in the history of the
stalker: Psycho as the film that initiated the rise of the
contenporary horror cinenma, Halloween as the stal ker par excellence,
and Scream which heralds the rebirth of the genre. The other
i ncessant participant in Scream that particularly stands for self-
reflexivity is the design of the mask worn by the killer. Screams
mask is an abstracted replica of the hunman face depicted in Edward

Munch's painting The Scream The significance of this particul ar
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formis that it represents a 'scared/irritated" human face rather
than a scary/irritating one. The mask used in Hall oween was arguably
intended to frighten the viewer with its blank expression whereas
the Scream nask 'reflects' the viewer's facial expression of fright

back to hi ml herself.

The introductory quiz
The opening scene is probably the nost fertile section of the whole
narrative in which the 'new stal ker' status of Screamis established
via a nmultitude of participants. Casey Becker (Drew Barrynore) is
alone at night in a big house that apparently is located in the
m ddl e of nowhere. She nakes popcorn as a part of her ritualistic
preparation to watch a 'scary novie' on video when she receives a
phone call froma nale stranger, seemingly calling the wong nunber.
The stranger insists on talking to Casey, calling her repeatedly,
and finally nmanages to get her attention by raising a topic in which
she seens interested:

MAN

Do you like scary novies?

CASEY
Uh- huh.

MAN
What's your favorite scary novie?

He's flirting with her. Casey noves away fromthe stove
and takes a seat at the kitchen counter, directly in
front of the gl ass door.

CASEY
I don't know.

MAN
You have to have a favorite.

Casey thinks for second.
CASEY
Uh. .. HALLOAEEN. You know, the one with the

guy with the white nmask who just sorta wal ks around and
stal ks the baby sitters. Wat's yours?
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MAN
Quess.

CASEY
Uh. .. N GHTMARE ON ELM STREET.

MAN
Is that the one where the guy had knives for fingers?

CASEY
Yeah. .. Freddy Krueger.

VAN
Freddy-that's right. | liked that novie. It was scary.

CASEY

The first one was, but the rest sucked.
This section introduces us to the peculiar world of Scream
Primarily, the setting and the situation (the blond teen alone in
the big house, confronted by an invisible stranger) is indicative of
the stalker genre. The novie dialogue adds on the nmetafictional
| ayer, which | consider as a warmup round for both Casey and the
viewer in preparation to the forthcom ng chall enge. The introductory
lines are pretty straightforward and 'sinple;' it is stated, in the
first place, that a scary novie fan has to have a favorite and
Casey's is, quite understandably, Halloween. Then, we are given a
concise plot sunmary of this filmfollowed by information on Freddy
Krueger and Nightmare on Elm Street (1984). Casey's |last conment on
the sequels of the latter ("the rest sucked") hints at the
ostensibly critical attitude of Scream toward its primary texts.
Following this brief netafictional nonent, Scream swi ngs back into
the classic stal ker node, albeit with a significant tw st:

MAN

So, you gotta boyfriend?

CASEY

s&;ggkgag&anna ask ne out?

MAN
Maybe. Do you have a boyfriend?

CASEY
No.
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MAN
You never told me your narme.

Casey smiles, twirling her hair.

CASEY
Wiy do you want to know ny nane?

VAN

Because | want to know who |I'm | ooking at.
Casey does have a boyfriend, which we find out shortly afterwards,
however, she doesn't seem to have problens being flirtatious with a
total stranger. Behaving the way Casey does is sinply a death w sh
in the world of the stalker. The significant twist in this passage
is manifested in the stranger's response to Casey's |ast question:
"I want to know who I'm looking at." This line renmnds us of the
fact that there have been no POV s of the killer throughout the
whol e sequence, which seens to be quite an aberration for the genre.
In a classic stalker, a scene like this would definitely be conveyed
through the killer's lurking gaze; we would be peeping at Casey
through the big windows of the house. The killer of Scream was al so
observing his victim whereas the narrative chooses to nmake him
‘verbalize' this act rather than to show it. At this point Scream
effects a formal difference in its relation to the classic stalker
narrative: the latter was highly visual whereas the former is
dom nantly intellectual and |oquacious. Scream in all its scenes of
viol ence, sacrifices the POV to open up space for the netafictional
commentary to be delivered by the characters. By valorizing
‘utterances' over sights, Scream in a sense, replaces Carpenter's
gliding steadycamw th the tel ephone.

The situation with the stranger gets serious when he demands
Casey to answer a series of questions on 'novie trivia,' otherw se
he will kill her and her boyfriend who is tied up to a chair in the

pati o.
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CASEY
I's this some kind of a joke?

[...]

More of a game, really. [...] It's an easy category.
Movie trivia

MAN

Nane the killer in HALLOANEEN. [...] Come on. It's your
favorite scary novie, renenber? He had a white mask, he
stal ked the baby-sitters.

CASEY
M chael ... M chael Mers.

MAN
YES!

Casey SIGHS...relieved.

MAN
Now for the real question.

... ]

MAN

Name the killer in FRI DAY THE 13TH

CASEY

Jason! Jason!...JASON

MAN

|"msorry. That's the wong answer.

CASEY

It was Jason. | saw that novie twenty goddamed ti mes.

It was Jason.

MAN

Then you should know Jason's MOTHER - M s. Vor hees was t he

original killer. Jason didn't show up until the sequel.
Havi ng declared that what he is really demanding from Casey is her
participation in 'a game,' the killer confronts her and the viewer
with a challenging quiz where the right answers would nost likely
have a survival value for the forner. This introductory test
arguably encourages all the potential participants in the novie
theatre to vyell out the answers that would save Casey, while
discrimnating anong three types of players: the one who cannot
answer any of these questions is practically out of the ganme as s/he

will not be able to fully observe the "intertextual bounces' between
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the primary and the secondary texts; others who know the answer for
the first question (Mchael) can be regarded as average players who
had attained the basic know edge of the stalker genre; and the few
who can answer the tricky question about the killer in Friday the
13th are the expert players - they nust have watched the film very
carefully (The difficulty level of this question is remarkably high
primarily because in the classic stalker the identity of the killer
is always less inportant that his location in the scene; besides,
Friday the 13th spawned 9 sequels all of which featured Jason as the
killer).
The killer asks Casey one last question before his assault -

the ultimate question that a stal ker gane revol ves around:

MAN

What door am| at?

CASEY
What ?

MAN

There are two doors to your house. A

front door and a back one. If you answer

correctly-you live.
The stalker-literate viewer has enough reason to believe that this
is quite a difficult question to ponder as the 'bogeyman' could
possi bly be behind both of the doors at the sane tinme. That turns
out to be the nost probable case at the end of the novie for it is
reveal ed that there had always been two psychopaths on the | oose.
Hence, this introductory sequence unavoidably ends wth Casey's
brutal nurder. Here we can ask whether Casey's right answers could
have saved her life. The answer would definitely be "no" since the
rest of the film establishes the principle that knowing the rules,
in Scream does not necessarily save lives, especially if the
character is fated to be slashed by featuring the typical traits of
the stalker victim However, the opening sequence with Casey does

have sone potential to conpel even the nobst stalker-literate viewers
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to assume nonentarily that she could actually save herself by
delivering the correct answers, because Casey is portrayed by Drew
Barrynore - the nost well-known actress anong the overall cast of
Scream The 'loser' fenmale characters of the stalker are never
pl ayed by known actors, which, in the opening sequence of Screamis
cleverly subverted to present a bigger challenge to the viewer.
Later on, the homicide of Barrynore's character turns out to be an
effective reinforcement of the idea that the stalker rules still

hold sway in the netafictional narrative of Scream

Reality nerged with fiction
Scream utilizes the neta-level conmrentaries of its characters also
to display the ongoing process through which our sense of reality is
structured Vi a premni ses t hat originally bel ong to t he
representational categories of filmed and televised fiction. The
behaviors of the narrative individuals of Scream are distinctly
infused with the notion that life is something to be 'broadcast."’
The nost interesting scene in this respect is the one where Billy
tal ks about his sexual relationship with Sydney as something that
could be 'rated" in MPAA standards:

BILLY

| was hone, bored, watching tel evision, THE EXORClI ST was

on and it got ne thinking of you [...] it was edited for

TV. Al the good stuff was cut out and | started

t hi nki ng about us and how two years ago, we started off

ki nda hot and heavy, a nice solid "R' rating on our way

to an NC17. And how thi ngs have changed and, |ately,

we're just sort of...edited for tel evision.

S| DNEY

So you thought you could sneak in my w ndow and we woul d
have little bunp-bunp.

BI LLY
No, no. | wouldn't dream of breaki ng your underwear
rule. | just thought we might do some on top of the

cl ot hes stuff.

... ]
SI DNEY
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Wul d you settle for a PG 13 rel ati onshi p?

Bl LLY
What's that?

She pulls her flannel gown open for a split

second. ..flashing her left breast. H's nouth drops

open...surprise, shock. Their eyes neet. They share a

smile.
Even when it is not surfaced as distinctly as in this dialogue,
Screamis characters 'know that they are being watched by an
audi ence. Especially, the way we |earn about Sidney's past nanifests
a conpacted illustration of this idea: Scream reveals the
information regarding the rape and murder of Maureen Prescott
through televised news. As Sidney flips through channels, she keeps
com ng across conpacted versions of her 'back story'; prime tine
news hosts tell briefly how Muwureen had been attacked and
sl aughtered by the man naned Cotton Wary (Liev Schreiber) who,
then, was identified by Sidney as the killer and has been waiting on
death row. These televised synopses alnobst function as nenory
fl ashbacks that annoyingly confront Sidney with the past she cannot
escape from Throughout the whole narrative, Sidney undergoes a
transformation regarding her relationship with the idea of life as
fiction. At the beginning, she seens to be the only character in
Scream who nakes an effort to remain indifferent to this state of
affairs; she refrains from tal king about horror novies and doesn't
seem to be as enthusiastic as her fellow students about the
nineties' nmedia culture. Sidney's refusal to busy her nind with such
"trivial' stuff actually adds to her identity as the final girl who
is supposed to be 'nore serious' than her peers. She displays a
particular hostility toward Gale Wathers who believes that Sidney
falsely identified Weary as the killer and the real crimnal is on
the loose. For a long tine, Sidney regards Gale as an opportunist
media person who is into making up stories that bring about

comrer ci al success. However, as the story unfolds, Gale turns out to
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be the only person who is right about the reality of the situation,
and later on she teans with Sidney in catching the actual culprit.
As Sidney starts facing the truth about her existence as being

a part of a fiction, the existential crisis that has overwhel med her
transforns into a neurosis regarding the way her character and the
fiction is structured.

S| DNEY

I think in sone weird analytical, psychol ogical bullshit

way |'mscared |'mgonna turn out just l|ike her, you

know? Li ke the bad seed or sonmething [...] Every tine

get close to you | see my nom | know it doesn't make

sense.

BI LLY

Sure it does. It's like Jodie Foster in SILENCE OF THE

LAMBS when she kept having fl ashbacks of her dead

f at her.

S| DNEY
But this is life. This isn't a novie.

BI LLY

Sure it is, Sid. It's all a nmovie. Life's one great big

novie. Only you can't pick your genre.

S| DNEY

Wy can't | be a Meg Ryan novie? O even a good porno.
This dialogue marks the nmonent in which the reality (of fiction)
dawns on Sidney via Billy's coments, all of which seem to nake
perfect sense. In her last line, Sidney switches to a self-reflexive
nmode of awareness and expresses her angst through categories of
fiction. She verbalizes her powerlessness to effect a change in her
"self' as a resentnent for the unfair inpossibility to alter the
genre in which she exists as a character. However, as Billy aptly

puts: ...you cannot pick your genre;" they are in a stalker and
Sidney is the asexual final girl. As a straightforward attenmpt to
change this fact, Sidney has sex with Billy. However, this effort
ends up being a failure for two reasons: 1) she does not 'enjoy' it;
2) she finds out in the end that Billy was the psychopath

responsi ble for her nother's rape and nurder. Sidney's attenpt to
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transforma stalker into a Meg Ryan nmovie or a porno results in her

rape by the stal ker killer.

Rul es repeatedly announced
Scream allows its viewer to participate in its playful narrative on
various levels, and it occasionally feels the necessity to openly
remind all the players (including the fictional ones) of the basic
rul es of the stal ker-gane. In one of the phone-harassnent sequences,
for instance, Sidney asks the killer: "Who are you?" and the killer
i mediately 'corrects' the question: "The question is not who am |
The question is where am | ?" The scenes in which we are given the
nmost out spoken know edge about the stal ker iconology are the ones
where the teenager video guru Randy gives lectures to his friends on
"the rules of the stalker'. Before sitting down to watch Hall oween
on video, Randy feels the need to informhis friends about the basic
principles of the filmthey are about to see:

RANDY

Not until TRADI NG PLACES in '83. Janmie Lee was al ways

the virgin in horror novies. She didn't show her tits

until she went legit.

BOY TEEN
No way.

RANDY

That's why she always lived. Only virgins can outsnart
the killer in the big chase scene in the end. Don't you
know t he rul es?

Stu finishes his beer.

STU
What rul es?

Randy hits the pause button on the renpte and stands in
front of the television, explaining;

RANDY

There are certain rules that one nust abide by in order
to successfully survive a horror nmovie. For instance: 1
You can never have sex. The mnute you get a little
nooki e--you're as good as gone. Sex always equal s death.
2. Never drink or do drugs. The sin factor. It's an

ext ensi on of number one. And 3. Never, ever, ever, under
any circunstances, say "lI'll be right back."

138



Randy is a well-suited filnmc icon for the nineties' teenagers who
were brought up in the nmidst of the boonming internet-video culture,
and the fact that he works at a video rental store reinforces this
imge. In Randy's imagination, fiction and reality seemto be firmy
interlaced. He is the exceptional character in Scream who nanifests
the extrene point of self-reflexivity by insisting on interpreting
the Whodsboro nmurders in direct reference to the classic stalkers:

RANDY

You're such a little lap dog. He's [Billy's] got killer

printed all over his forehead.

STU
Then why'd the police | et himgo?

RANDY
Because, obviously they don't watch enough novies. This
is standard horror novie stuff. PROM N GHT revisited.

STU

Wy woul d he want to kill his own girlfriend?

RANDY

There's al ways sone stupid bullshit reason to kill your

girlfriend. That's the beauty of it all. Sinplicity.
Besides, if it's too conplicated, you | ose your target
audi ence.

[...]

STU
| think her father did it. How come they can't find his
ass?

RANDY

Because he's probably dead. Hi s body will cone popping
out in the last reel somewhere...eyes gauged. See, the
police are always off track with this shit, if they'd
wat ch PROM NI GHT they'd save tinme. There's a fornula to
it. Avery sinple one. Everyone's always a suspect--the
father, the principal, the town derelict...

STU
VWi ch is you..

RANDY

So while they're off investigating a dead end, Billy,
who's been witten off as a suspect, is busy planning
hi s next hunting expedition.

Bl LLY

(o.c.)
How do we know you're not the killer?
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Randy spins around to find Billy right behind him
Bust ed.

RANDY
Uh...hi, Billy.

Bl LLY
Maybe your movie-freaked mind lost it's reality button?

Randy shrugs, laughing it off.

Randy's lines certainly make sense to the literate viewer who has
seen Prom Night, and force himher to associate its plot with that
of Scream The nost interesting point here is that Randy turns out
to be right in the two major clains he puts forward with precision
and resolve: Billy is one of the killers; and, Sidney's father had
been elimnated by Billy and Stu from the very start, the only
difference being he was not dead. Considering the fact that the
stalker killer could be just anyone, Randy opts for the sinplest
connection: "There's always sone stupid bullshit reason to kill your
girlfriend." Neverthel ess, Randy's coments do not necessarily spoil
the filmgane, at least for the ones who are willing to play it by
the rules: in the genuine stalker ganme, it's not the killer's
identity but his/her location that really matters. Besides, the
"stupid bullshit" notivation that turns Billy into a honicidal
mani ac i s kept secret until the very last scene, which let's all the

other red herrings effected by the narrative full play.
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5. CONCLUSI ON

This thesis, in a sense, has returned to where it began: 'visua
literacy.' However, there have been quite a number of changes; the
set of terns | started out with has taken on different val ues al ong
the way. Primarily, due to the specificity of the representation
process being accounted for, the term 'visual literacy' has been
appended to a particular body of know edge and transformed into
nmovi e/ horror/stal ker literacy. The overall transformation of the
theoretical structure presented herein has taken the new stalker
Screamas its prine nover.

Scream treated as part of a broader event naned 'the new
stal ker phenonenon in the nineties,' has been useful domnantly in
two major areas of inquiry. Primarily, it helped in countering the
argunents put forward by the theorists who tend to solidify the
meaning of violence in horror cinema into a nunber of categories
that are in turn attached to «certain 'appropriate' audience
responses. This problem has been criticized via the notion of
‘comunication fallacy' - the contention that 'visual |anguage' is a
wel |l -structured medium through which a sender can transmt
t hought s/ concepts/ meanings to a receiver whereby the receiver's
illiteracy mght hinder his/her understanding the nmessage. The
exanple of the Schindler's List incident, given in the first
chapter, was intended to present the conmunication fallacy in
action. Theorist Sissela Bok attributed the 'inappropriately
festive' behaviors of the young audience to their visual illiteracy;

she believed that the kids did not understand what the filmwas
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real ly about and confused its 'serious violence' with 'entertai nment
viol ence." Screamis particular aid, in this context, has been its
representation and revival of a sinmlarly joyful node  of
spectatorship that had taken place between the years 1978-81
centering on the horror genre known as the stalker. As the narrative
of Scream proffers, the ostensibly dark and violent filnms bel ongi ng
to the stalker cycle were received with laughter and pl ayful ness by
the teenage audiences of the time. In direct opposition to the
clains of illiteracy as being the reason for the inappropriate
joyfulness, it was the literacy of the viewer that notivated hin her
to participate in the stalker ganme. This phenonenon evokes
Mtchell's concept of 'representation as a process' where the visua
product interacted with the intentionality of a particular group of
viewers to generate a specific netalanguage filled with a peculiar
set of concepts.

The 'new status of Scream as a stal ker has been associated to
its act of resurrecting the whole classic stal ker phenonenon as a
textual <construct. Scream genuinely incorporated the aspect of
pl ayfulness into its text by effecting a self-reflexive narrative in
which the viewer is called up as the third party of a tripartite
met afi cti onal dialogue. The netaconmentaries delivered by the
fictional characters addressed different viewers who held varying
| evel s of noviel/horror/stalker literacy.

Scream secondarily, has been useful in elaborating on the
current state of affairs that domi nates the world of visual nedia,
mani fested through both the forns of popular entertai nnent and the
ways in which the audiences relate and interact with them Scream
seems to stand on the juncture where the issues related to the
rising popularity of games and the nerging of fiction with reality

i ntersect.
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Scream has generated two sequels. The second episode of the
series, Scream |l (Ws Craven, 1997), arrived before the rave around
the first one settled. Again scripted by Kevin WIlIlianmson, Scream I
continued with the netafictional project in full force by including
the first episode in its primary textual domain. In the opening
scene of Scream |IlI, we see a huge group of teenage film buffs
wat ching (and playing with) the novie called The Stab - a stalker
adapted from the book about the W.odsboro nurders witten by Gale
Weat hers. The characters, this tinme, are film students who are even
nmore novie-literate than they used to be in the first episode. The
second sequel, Scream IIll (Wes Craven, 2000), canme a bit later than
expected, and WIliamson was not credited as the principal witer.
This episode revolved around the characters who were now in the
nmovi e business and had to track down a psychopath creeping around
the set of a stal ker novie, again, about the bl oody events that had
taken place i n Wodsboro.

Al t hough the new stal ker project seens to have sl owed down, it
is early to announce its end. Unless the producers are determned to
leave it as a stalker-trilogy and go on with the project in separate
films, we can expect Scream to spawn at |east two nore sequels -

i ke the successful stalkers of the early eighties.
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