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Abstract

Amid the often complex and paradoxical relationdtepiveen Hollywood and American
Christianity lies the dichotomy between the arctzaid the futuristic, and the way in which
biblical beliefs have been intertwined into thersagyly discordant realm of science fiction.
Hollywood, as an institution that has often beagarded as pronouncedly secular, was once
deemed at the opposite end of the cultural spectouimerican evangelical belief — in much
the same way that science and religion are oftentified as conflicting arenas of ideological
latitude. My study lays emphasis to the fact thialidal allegory and religious cabal are now
adopted by Hollywood on a frequent basis, and catanvisions of apocalypse, incorporating
ideas of biblical ‘myth’ and prophecy, are oftearfred within the machinations of science
fiction.

What makes this development all the more intrigugntpat, in effect, this represents an
ideological inversion of what had not only beereapressly secular #century (sub)genre of
science fiction cinema, but one which had oftemrporated a denigration of religion as a
whole. My key conceptual approach is based on dkdeal analyses of a body of
contemporary apocalypse films that most effectivefyresents this ontological shift. As a
cultural backdrop to post-9/11 America over thetfitecade of the kcentury, | examine the
influence of ‘premillennial Dispensationalism’, thre form of evangelical belief that is
intrinsically concerned with the biblical ‘endtimeind thus with the future, and is
‘hermeneutically hungry’ for signs and prophectegt tmight signal the beginning of the end.
Correspondingly, | draw on Hollywood’s own accortascination with prophetical signs and
codes and premonitions of apocalypse, and considesocio-cultural intersection between
premillennialist belief and post-9/11 social sttwes of trauma, paranoia, and neoconservatism.
This thesis ultimately contends that, since tha tifrthe century, perceptions of
Premillennialist endtime belief has become an irgtegspect of Hollywood’s apocalyptic
vision, and this is something that informs a straglgyious consciousness already at the heart
of the American apocalyptic imagination.
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Introduction

On the 2% of August, 2014, during a news briefing at the Pentadmnerica’s top-ranked
military officer, Joint Chief of Staff Gen. MartiDempsey, described the self-proclaimed
‘Islamic State’ as possessing an ‘apocalyptic, “ehdays” strategic vision’, and declared that
this eschatological ethos identified them as agtbat could not be defeated unless the United
States and a coalition of partners confrontedahen! This comment may have come as no
real surprise to many political observers at threetiwith General Dempsey attempting to
underscore what is often perceived as the destauatid nihilistic nature of modern jihadist
ideology. The term ‘apocalyptic’ now seems commatiiwy modern parlance when indicating
times of global strife, disaster, and upheaval, laaslinvariably been utilised by the media,
often appositely so, in describing much of the deste and devastating environs today in parts
of the Middle-East. The word ‘apocalypse’, of cayrarther retains a fixed biblical nexus and
derivation. The term itself comes from the Gresgbokalypsismeaning a ‘lifting of the veil’ or

a ‘revelation’ — a disclosure of something previgusdden. Crucially, it is a word that has
always retained degree of biblical mystique in its connectionhe final chapter of the New
Testament, the Book of Revelation. Sometimes mor@ausly referred to as the Apocalypse

of John, with its cryptic prophecies of doom anl¥a@on, the Book of Revelation remains one
of the Bible’s true enigmas, and is from wheredhaally portentous term, ‘Armageddon’,
originates. Though not always consciously acknogeedwithin tropes of contemporary,
secular Western culture, the biblical source té&R@velation continues to infix a concomitant

religious nuance to the term, ‘apocalypse’.

Going back to the words of General DempseyBihek of Revelation is the seminal scripture
from which this eschatological concept derivedstgngelical denotation as ‘the end of days’.
Sometimes also referred to as the ‘endtime’, tipastcular phrases emerge from doctrines of
Premillennialist or Dispensationalist beliéfat is to say, those segments of Evangelicalism that
places biblical prophecies of apocalypse at théreeand their faith and refers more literally to
the premillennial perception of a time of ‘tributat’ that will signal the end of the world as we
know it. That the United States’ top General migimploy such a specifically evangelical term
to depict the burgeoning threat of a Middle-Easti#radist sect illustrates perfectly the
conceptual magnitude of biblical apocalypse thatai@s rooted within the American cultural

consciousness (to say nothing of the metaphorealliels this draws between American

! Report by Dan Lamothe and Karen DeYoung, ‘IslaBtate can’'t be beat without addressing Syrian
side of border, top general say#ashingtonPost.ConAugust 21, 2014.
<http://www.washingtonpost.com/news/checkpoint2@i 4/08/21/pentagon-leaves-door-open-to-strikes-in
syria-to-curb-islamic-state/> (retrieved, Augfgt 2014).



Christianity and Islam). In a political contextijgikind of Premillennialist rhetoric is nothing
new. In 2006, during a nationally televised pressference, President George W. Bush was
asked the serious question: ‘Do you believe... thattar in Iraq and the rise of terrorism are
signs of the apocalypséhis study, however, is less concerned with tleeliogical
confrontation between Christianity and Islam thas with the Dispensationalist discourse that
underpins this socio-political deportment. In Priéennialist Dispensationalism, aspects of
religiously ideological conflict and fundamentalistrorism are interpolated as prominent signs
of the endtime, wherein the expectation of Armagedd as prophesized in the Book of
Revelation — is regarded as always at hand andvingly imminent. In this understanding,

the ‘end of days’ will be a defining epoch thatlvérald the Second Coming of Christ,
whereupon only those who are adequately devoutightéous will be bestowed salvation
from the horrors of the ensuing apocalypse.

Nonetheless, to many outside the United Statethis ‘end times’ rhetoric may seem like an
overwhelmingly far-fetched millennialist fantasy soy of Hollywood fiction, as envisaged in
the recent.eft Behindnspired U.S. television serieBhe LeftovergHBO, 2014), and
lampooned in the 2013 film comedihis is The EndSeth Rogen & Evan Goldberg).
Importantly, Hollywood’s visions of ‘the end’ haweaditionally evaded its original biblical
context, whereby ‘apocalypse’ has come to mean gongemore resoundingly scientific and
secular. The tradition of modern apocalyptic cinestggnmed from the real nuclear doomsday
nightmares of the Cold War, and this was the cantéthin which Susan Sontag identified an
aesthetic of destruction in ‘The Imagination of &ter’. Sontag saw contemporary science
fiction films as largely rooted in ‘historical amty’ and the ‘inconceivable terror’ induced by
the threat of nuclear Armagedddfrom this emerging sub-genre of apocalyptic s&diution
films, Mick Broderick, in accordant response to Bgfs treatise, asserted that this apocalyptic
terror later developed into the narrative horropo$t-nuclear holocaust survivarhus, the
potential demise of humanity, in fictional termdestst, was connected to our own self
destructive nature rather than biblical propheoiesoom or anything to do with God. This, to
many, had represented a secular shift in the wagrfoa, as signified by Hollywood at least,
had come taiew the ultimate end; no longer the preserve of divine providence, no longer the

biblical Apocalypse of John.

2 Mathew Barrett Gross and Mel GilleEhe Last Myth: What the Rise of Apocalyptic Thigkiells Us
About AmericdNew York: Prometheus Books, 2012), p. 10.

3 Susan Sontag, ‘The Imagination of Disast€ommentary Magazin@®ctober 1965, p. 42—48.

4 Mick Broderick, ‘Surviving Armageddon: Beyond thmdgination of DisasterScience Fiction Studiesol. 20,
no.3 (November 1993).



This study, however, contends that the sectdalitton of apocalypse in American cinema,
since the turn of the millennium, has increasiragpropriated more biblical connotations
concerning the end of the world. This is somethivag reached a pinnacle in the period of five
years between 2007 and 2012 — on which | focughieisis. Initially, this can be pinpointed to a
shift within Hollywood that occurred towards thedesf the 1990s, and that coincided with the
surrounding millennial anxieties of the time. Duritnis period, ideas of biblical prophecy and
evangelical ‘endtime’ belief converged with exigtimillennial tensions and concerns about
environmental degradation, and began to reformyliseious secular apocalyptic traditions.
Going into the 2% century, and taking into account the changingaediitical climate after
9/11, the unexpected succesg be Passion of the Chrié¥lel Gibson, 2004) unveiled a
previously untapped market for Hollywood with redgto interest in religious themes, and, at
the same time, reminded Hollywood of the huge comrakpotential of thestimated 30
million evangelical Christians in the United Stat&¥hile it is possible that Mel Gibson’s film
may have acted as a catalyst within Hollywood fdeaper engagement with religious subject
matter, the unerring success of premillennialistteme prophecy literature, famously espoused
by the best-sellingeft BehindTim LaHaye and Jerry B. Jenkins, 1995-2007) sesfedbooks,
had already made evangelical beliefs highly matketacross various forms of media.
Correspondingly, the subsequent cultural interesjpiocalyptic themes may have been

regarded by Hollywood as an ideal platform for dasimbiblical notions of Armageddon.

Indeed, Hollywood’s dalliance with biblical notis of apocalypse towards the end of the
1990s at times appeared to configure preciselyth@aevangelical endtime narrative. Films like
Armageddor(Michael Bay, 1998)End of DayqPeter Hyams, 1999), affithe Omega Code
(Robert Marcarelli, 1999), and the apocalyptic scers therein, appeared to be pronouncedly
accessing the surrounding Premillennialist rhetofithe time. These and other films tapped
into a ready-made apocalyptic mythology that hashiy@erpetuated through the popularity of
premillennialist literature and best-selling botike The Late Great Planet Eari{iial
Lindsey, 1970), which spawned follow-up titles sasi$atan is Alive and Well on Planet
Earth (1972) andrhe 1980s: Countdown to Armagedd@f880). This was only the precursor to
the hugely successfukft Behindbook series, which sold more than sixty threeiamlkcopies
during the first decade of the new millenniffihe pervasive popularity dfeft Behind
sonorously articulated an inherent fascination itbphetic biblical doomsday scenarios, in

which premillennialist concepts like ‘the rapturtie proposed celestial phenomenon that will

5 Boyd Farrow, ‘Hollywood MissionariesNew Statesmar/ol. 134, 21 Nov 2005, p. 39.
6 Gross, p. 10.
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literally snatch believers up to heaven duringeghdtime, have entered into the everyday
mainstream to become part of the fabric of Amescathological ‘end of days’. In fact, a
2002 poll commissioned Byimemagazine found that 59% of Americans believed ttiat
apocalyptic events prophesized in the Book of Raia would in some way come triie.
Having moved beyond the scriptural rhetoric of emhialist groups and evangelical
fundamentalists, ‘an expectation of an apocalyps®t an anomaly in American culture but a

view held by the majority?’

However, this cultural interplay between Hollyazgband Dispensationalist discourse only
partly explains why the idea of biblical apocalygsems to be so firmly entrenched within the
American psyche. Firstly, it is indisputable thahdérica remains a comparatively fervent
Christian nation, in which evangelically espoussehis of the biblical Armageddon appear to
be disseminated effortlessly into the wider culttn@posphere. Secondly, it is important to set
this apocalyptic consciousness within both a caltand historical context, especially when
lining it up alongside Hollywood’s own cinematiqresentations of the end of the world. In
the 1980s, when dystopian conceptions of the imipgnaillennium were beginning to gather
pace, fictional or otherwise, a 1984 poll condudiggublic opinion analyst, Daniel
Yankelovich, found that approximately 40% of a sengopulation of Americans concurred
with the assertion that, ‘when the Bible preditistithe earth will be destroyed by fire, it's
telling us that a nuclear war is inevitablé/hether the framework was sacred or secular, it
seemed, a substantial number of Americans werey teaaccept that the prophesized endtime
was imminent. Hence, for many Americans, a periogliomounting Cold War tension had

only acted as the looming harbinger of a bibliggd@alypse.

In a comprehensively Christian nation, in whilsd overarching influence of the Bible — in
both its literal and ‘deciphered’ interpretations-not to be underestimated, this may come as
no surprise to some. In America, more so than aingrcChristian based culture, the concept of
the end of the world has been prevailingly shapexh feschatological prophecies — drawn from
Revelation, Daniel, and other Christian and Jewjsticalyptic text$® But, crucially, within a
cultural context, it has also undoubtedly been etidyy Hollywood. With the turn of the

millennium fast approaching, this was a time whempocalyptic outlook became culturally

7 Nancy Gibbs, ‘Apocalypse NowTimeg July 1, 2002
<http://www.time.com/time/covers/1101020701/gtatmI|> (accessed, June 10, 2015).
8 Ibid.
% Daniel Wojcik, The End of the World As We Know It: Faith, Fatalisnu Apocalypse in Ameri¢dlew York: New
York University Press, 1997), p. 1.
10 Kirsten Moana Thompsoipocalyptic Dread: American Film at the Turn of tédlennium (Albany: State
University of New York Press, 2007), p. 1.
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prevalent, and there seemed to be a degree olenc# developing between a traditionally
secular Hollywood and evangelical premillenniatistiefs. These two traditionally opposed
institutions, who had customarily been at oppositds of the political spectrum, had long
shared a common preoccupation with narratives abeutnd of the world; the discernable
difference was that Hollywood’s apocalyptic nawasi were usually based on science and self-
destruction whereas evangelical narratives werecas divine providence and spiritual
redemption. In the eschatological atmosphere ofatgenineties, while enigmatic elements of
biblical prophecy may have seemed unavoidable flyiWood — or even perhaps too good to
miss — what was imperceptible, at the time, wasthtiral impact this was to have once
America had safely traversed into the new millermiiVhat is more, the disastrous events of
the early 21st century, in which the destructiothef World Trade Center on September 11,
2001 were to have unalterable consequences faottie-political environs of the U.S., would
furthermore play a vital role in shaping the radigs scope and magnitude of the film industry —

or at least the apocalyptic parameters within witietould operate.

Hollywood and Religion

Millennial doom or not, the mid-to-late ninetiesnked a key period of religious re-venture for
Hollywood. Before this, from the mid-sixties onwaydHollywood had started to exhibit a level
of ‘individualist’ alienation from traditional modeof American religious belief. In their
comprehensive study of the American film induskigl]lywood’s AmericaStephen Powers,
David J. Rothman, and Stanley Rothman, positedthigaHollywood elite’ maintained a

highly critical view of American Christianity, whicat best retained a degree of indifference,
but overall encompassed a general disdain forioeléginstitutions altogethét.Indeed, along
with film historians such as Stephen Prince, thrgyped that Hollywood, from this point,
remained ‘disproportionately anti-Establishmenitsnsocial and political views’ throughout the
1980s and into the 199&%Hollywood screenwriter, Coleman Luck, speakinghristianity
Todayin 1998, stated:

Christianity is to some degree feared in HollpadoThe only forms of Christianity Hollywood
understands are Catholicism and right-wing corsdeve politics dressed in religious terminology.
Also, there is a large Jewish community in Hethypd, and Christians don't have a spotless record
when it comes to anti-Semitism. These Jewishrfibkers have understandable reasons to be afraid
of institutionalized Christianity. This fear lnénces the attitudes of Hollywodt.

11 Stephen Powers, David J. Rothman, and Stanleynfoth‘The New Hollywood Elite: A Profile’ in
Hollywood's AmericaSocial and Political Themes in Motion Pictu@xford: Westview, 1996), p. 77.

121bid., p. 46.

13 ‘Why Hollywood Doesn't Like You' Christianity TodayVol. 42, Issue 9, 1998, p. 64.
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Perhaps what was more salient, at the time tinaighis article — within a popular Christian
periodical — was entitled: ‘Why Hollywood Doesn’ike You'. In effect, Hollywood, which, as
Coleman Luck had highlighted, consisted of a sutistily Jewish community, had become an
oasis of secular seclusion within a pervasivelyisifan nation. This evolved during the 1970s
and 1980s, when an increasingly ‘liberal’ film irstity presided over a slide in positive
religious perceptions, or substituted Christiamitth forms of fantasy-spirituality, which often
incorporated tenets of Eastern philosophy and mniinoligions. R. Albert Mohler comments
that, ‘In the years since 1977, Americans have tmecprimary consumers of Eastern
philosophies and ancient mythologies — dumbed dmwpopular consumption and dressed up
for a media aget* For Mohler, the year 1977 is notable for the hag@mercial success and
popularity of George LucasStar Wars with the concept of ‘the force’ being a noted rapée
of what he perceives as subversive notions of aespirituality. From the advent 8tar Wars
Mohler charts a decline in media-related formsafwentional faith, in which he adds that,
‘conspicuously absent from Mr Lucas’s cosmologgngthing connected to biblical
Christianity.® Mohler goes on to state that interest in ‘pagathmipgies’ may have peaked in
the 1980s with Joseph Campbell’'s ‘monomythic’ apptoto global folklore, and argues that
Campbell, through books and a television series;gduced a generation of secularized and
confused Americans to the world of ancient and modeyths.® Again, isolating the same
key year as Mohler, Peter Kramer notes that marlgeofnost successful films between 1977
and 1986 had, in part, instituted a drive towanaisging ‘spirituality and religion back to the
centre of American film cultur¢’. However, as Mohler is keen to observe, this offtad little
to do with established tenets of Christianity, cetitdeep, as it was, within ‘the guise of fantasy
and science fictiont® Otherwise, Christian themes in Hollywood film Haeen largely
sublimated by satanic tales of demonic possessidrdavil worship Rosemary’s Bahylhe
Exorcist The Omeretc.). Even here, it is onljhe Exorcis{Wiliam Friedkin, 1973) — where a
heroic Catholic priest sacrifices himself to sawgrbs soul — that evades any scathing critique
or vilification of religion. In comparisorRosemary’s Bab§Roman Polanski, 1968) portrayed
Christian institutions as powerless in the facewgdernatural evil anthe Omer{Richard
Donner, 1976) actually depicted the Catholic Chasltomplicit with the nefarious aspirations
of the Antichrist.

14 Albert Mohler, quoted from ‘The Mythology &tar Wars The Faith versus the Force’, in, John C.
McDowell, The Gospel According to Star Wars: Faith, Hope, @hd ForceLouisville: Westminster John
Knox Press, 2007), p. 17.

15 1bid., p. 17.

16 Albert Mohler, ‘The Mythology ofStar Wars The Faith versus the Forc&lbertMohler.ComMay 25 2005

17 peter KrameiThe New Hollywood: From Bonnie and Clyde to Starsflondon: Wallflower, 2005), p. 101.

18 |bid., p. 101.
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Heading into the nineties, and hurtling towaaidsew millennium, pre-existing apocalyptic
anxieties began to surface throughout American jpomulture. Millennial misgivings about
potential global catastrophe, moreover, begank®e éxplicit narrative form within nineties
American cinema. During this period, a millennidvour of ‘apocalyptic dread’ manifested
itself in films such a3welve MonkeyégTerry Gilliam, 1995))ndependence DafRoland
Emmerich, 1996)Contact(Robert Zemeckis, 1997Armageddor(Michael Bay, 1998),
Godzilla(Roland Emmerich, 1998Reep Impac{Mimi Leder, 1998),The Matrix(Andy &

Lana Wachowski, 1999The Omega Cod@obert Marcarelli, 1999), arteihd of DayqPeter
Hyams, 1999). Terry Gilliam enigmatically accesteslcinematic potential of millennial dread
to be found in eschatological biblical texts, eteough, within this body of filmsfwelve
Monkeysds the only film that proposes our impending dasraffected by something deemed
less than supernatural or, at least, not of thiddvés the 1990s gathered patayelve
Monkeyskick-started an increasing concern with prophecfedSrmageddon in Hollywood.
Although other apocalyptic science fiction filmkdiThe Matrix Godzilla andDeep Impact

had touched upon foretold notions of global catgte near the end of the'20entury, Twelve
Monkeyshad earlier rooted this idea within a specificliodd context. In the same year thagft
Behindtapped a reservoir of apocalyptic fascination whige Gilliam, it gleaned its own
interpretation of the world’s end from cryptic cedeund within the Book of Revelation,
Gilliam’s film propagated an intriguing blend ofoical prophecy and apocalyptic science-
fiction fantasy. In this technological time-tra¥able, Gilliam proposed the idea that various
ancient prophesiers of doom were, in fact, timgelars lost in the wrong historic period
(here, time travel ‘ain’t an exact science’) andowtere merely warning of the global
catastrophe that they had witnessed in the fuhey had come from. Ifiwelve Monkeys
Gilliam affirms his own vision of a doomsday propii@nd, even though, in his typically
dystopian brand of ‘sci-fi fantasy’, humankind ietinstrument of its own demise, Gilliam
perceptibly borrows from the Bible’s most mystes@and apocalyptic text. In the Book of
Revelation, there are brought forth ‘seven viasich containing death, disease, and destruction
and ‘seven angels’ appear, who ‘pour out the \oathe wrath of God upon the earth’
(Revelation 16:1). With similar apocalyptic zeklyelve Monkeg glass vials contain strains of
a biological man-made virus that effectively wiped 99% of humanity, and it is an unhinged
laboratory assistant — described at one stage apacalypse nut’ — who takes it upon himself
to play the role of angel deliverer. Also, earlrethe film, the foreboding auspices of biblical
apocalyptic prophecy had already been laid outifgua lecture on ‘Madness and Apocalyptic

Visions’, amid slide-show depictions of medievatgatory and damnation, Dr Kathryn Railly
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(Madeleine Stowe) quotes conspicuously from thekBafdRevelation; *...and one of the four
beasts gave unto the seven angels, seven vialsf filé wrath of God'. It is perhaps with more
than a note of biblical symbolism that Gilliam tséers this scriptural language to the title of his
film, and appropriates the same numerical nomemdas the Book of Revelation — four
beasts... seven angels... Twelve Monkeys — a cryptagrapgnal of the film's apocalyptic
portent. ‘We always need a bogeyman, we always tieednd of the world,” says Gilliam, ‘|
think it's the problem of being in a Christian setgi It's based on it. If you don’t have the end
of the world, you don't get heaven and eternt{yOf course, Gilliam’s comments specifically
reflect the widespread prominence of biblical apyase and its eschatological interpretation
within American Protestant religion and societyendas Catholicism, which is often perceived
by it European Otherness, and which representdithetomy between the Old World and the
New, has invariably downplayed the biblical impoca of the Book of Revelation — a text that
has often been transliterated by American Evangislio order to demonise the Catholic
Church. In contrast to the Premillennialist biblibalief from which Hollywood and Gilliam
take their cue, there does not appear to be the dafaterious appetite for ‘the end of the
world’ within the Catholic faith and many Christiaommunities outside the United States.

‘Born Again’ Hollywood

Now a decade into the new millennium, it seemseangelical doctrines have become a far
more pervasive feature in Hollywood's apocalypision, and the fact that the traditionally
opposing factions of Hollywood and religion are nconfluent in a more deterministic view of
the world's end is worthy of further examinatiorithugh the extinction of humanity and ideas
of determinism had featured previously in sciencioi films, this was more a brand of
scientific determinism, invariably wrapped up withime-travel conundrums (e.ghe
Terminator[James Cameron, 1984], afdelve MonkeysAn important distinction, here, has
to be made between scientific determinism andicelgyfatalism: the concept that there is a
prophetical or pre-determined order to the universehat might be termed ‘God’s plan’.
Hollywood’s new willingness to explore biblical aedchatological themes frames a key
narrative element whereby fundamental meaningtencafearched for within fatalistic modes of
perception. For Daniel Wojcik, fatalistic beliefs American culture ‘provide a framework for
interpreting events otherwise considered to be &zguia, uncontrollable, or incomprehensible,

reducing uncertainty and offering a sense of comdrosituations in which personal action is

18 Terry Gilliam interviewed in ‘The End is Near asliywood Does the Apocalypselpday.Msnbc.Msn.Com
<http:/today.msnbc.msn.com/id/33882514/nsheelatertainment/>
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believed to be futile?® This can be described in terms of the ‘appeapotalypticism’, in

which the biblical understanding of the ‘end of therld’ can provide an inclusive structure of
meaning; an explanation for otherwise enigmaticiargplicable events. Films such as M.
Night Shyamalan’sSigns(2002), and Alex Proyasksnowing(2009), provide key examples of

a new religious tone in Hollywood’s apocalypse &lnm which matters worthy of theological
debate are contemplated in depth; such as theiguestrandomness versus determinism in the
Universe, for one. In this context, such complegsiions of spiritual stratification act as a
fundamental reconnoiter of the science versusiogligichotomy, a polemical discourse that

had largely been ignored or discounted by Hollywaatl the turn of the new millennium.

So what has changed? Religious ideals have stigoably been an important component
within American society and politics, and have bbahitually regarded as a necessary
discourse for ‘the moral development of the nat@dm.he medium of film has also been used
to disseminate religious values, as clearly illatgd in the example of Moody Bible Institute
(MBI) creationist science films, which were reglyashown on U.S. military bases in the
1940s and 1950s. These films were commissionedilitanmy leaders who believed that
religious instruction and its ‘intrinsic’ relatido democratic ideals would enhance the character
development of their troops: as Eric Crouse expldlny offering a “commonsense”
interpretation of the world, evangelicals from Mf&iccessfully promoted Christianity to
countless servicemen under the auspices of thedlegievernment?? The Reverend Bob
Richards, a staunch advocate of evangelical vatnasitains that the core ethics of American
Christianity were a key fundament in America’s pastr period of economic boom.
Affectionately known as ‘the vaulting vicar’, aftheis gold medal winning pole vault triumphs
at the 1952 and 1956 Olympics, Richards declawes) don’t understand the American psyche
unless you realise that capitalism and religiontagether 3 As Hollywood is increasingly an
industry centred round profit margins, is this idgéarting to ring true of the film business
itself?

Hollywood movie analyst, Scott Mantz, believieattstudios are perhaps realising that films
with messages of faith are not necessarily limitediche audiences. According to Mantz,

20 Daniel Wojcik, The End of the World As We Know It: Faith, Fatalsnd Apocalypse in Ameri¢ilew York:
New York University Press, 1997), p. 135.

21 Eric Crouse, ‘Twentieth Century American Culturel @ne Persistence of ReligioitCanadian Review of
American Studie&/olume 29, issue 1, 1999, pp. 123-132.

22 Crouse, pp. 123-132.

23 Bob Richards interviewed in ‘One Nation Under Gdttherican Dreantdocumentary series - part 3, BBC 2,
Dec 14 2010.
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‘Religious-themed movies do well with big stardfriont of or behind the camer#: The
resounding economic success of Mel Gibsditie Passion of the Christight well testify to

this view; a film that became the highest grossialgtitled film in U.S. history, made on a
purported budget of 30 million dollars and takingrenthan 600 million dollars worldwide. It
has been noted that, in light of Gibson’s successpe major studios saw there was money to
be made by reaching out to religious audiencesanducing more films with religious
themes 2 Indeed, one could easily conclude that the suanfeBse Passion of the Chrikas
been a key catalyst for a deeper engagement wigiores themes within Hollywood. ‘Mel
Gibson did us a service,” says Bob Waliszewskiealim specialist with Focus on the Family,
one of thirty evangelical groups invited to seeearly trailer forThe Chronicles of Narnial'he
Lion, the Witch and the Wardroljandrew Adamson, 2005): ‘Hollywood said, ‘I thoughe
church was dead. | didn’t think people cared. #sible that we don’t know what's happening
in state after state?’ And the answer is a resmgntlies”.””® Ben Wilson, of the Church of
England communications office, contends that, ‘artistic work that sensitively explores the
stories of the Bible will be welcomed by many Chaiss, but clearly the extent to which any
particular film helps to develop an individual'gtiewill depend on the specific work and the
specific viewer 2’ As for a wholly evangelical viewpoint, speakinglwehalf of Christian film
campaign group, His Only Son for Us, Brittany Haodynments that, ‘though they still seem to
have some way to go, it seems that Hollywood stithay be realising that biblically themed
movies that herald justice, compassion and peraaeerappeal to audiencé’lh the United
States, this should come as no real surprise, @ftexs Boyd Farrow points out, ‘70% of
consumers of mainstream films in America consitlentselves either quite or very religious —
it is clear that simply affirming Christian valugsnon-religious films can only help

commercially.?®

Farrow also cites the aforementiofidgte Chronicles of Narnia a clear Christ allegory
(written intentionally so by C.S. Lewis, who is thad by many evangelicals) — as a prime
example of a ‘resurrection of Christian conservatis the American mainstream’, especially,

‘at a time when Hollywood studios are sufferingralpnged slide in admission® Farrow

24 Scott Bowles, TheBook of Eliand Other Films: Hollywood Gets ReligiotSA TodayJanuary 14 2010.

25 Bill Berkowitz, ‘Religion-US: Will The Roade a Tool for Evangelism?’, IPSNorthAmerica.Nett@er 30
2011.
<http://lwww.ipsnews.net/2009/11/religion-usivwiiie-road-be-a-tool-for-evangelism/>

26 Boyd Farrow, ‘Hollywood MissionariesNew Statesmarvol. 134, Issue 4767, Nov 21 2005, p. 39.

27 Anne Billson, ‘The Return of Religious Films’, TBeardian.Com, March 11 2010.
<http://www.theguardian.com/film/2010/mar/11{mm-of-religious-films-legion>

28 | bid.
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explains how ‘Disney had previously shied away fidarnia, partly because, like other secular
studios, it thought Christian symbolism would soaffeaudiences® However, the
unprecedented and unexpected success of Mel GgiBassion of the Christreminded
Hollywood of the huge commercial potential of #stimated 30 million evangelical and
fundamentalist Christians in the United Stafé$eborah Caldwell maintains that a major
factor for the successful marketingTie Passion of the Chriatnong evangelicals, despite
what would be seen as some controversial elemegé&ding its subject matter, was the
strategic incorporation of religious groups, paracly where, in the past, evangelicals had felt
generally excluded from Hollywood, especially wiggard to their values being
misrepresented or even ‘lampooned’ by the métliadeed, as Kirsten Moana Thompson
decreesThe Passion of the Chrisan eschatological tale of the first order... wosldely have
withered on the vine, had it not been for the dsovkreligious fundamentalists who
worshipped at this movie’s altat ' This would have no doubt instructed Hollywood $bscbn
the importance of bringing Christian audienceside,svhile, crucially, at the same time
allowing scope for previously marginalised Christ@oduced media to break from its market

niche and begin to influence American popular ntag@sn culture’®

Analysts estimate that a film that appeals diydo American Christians, can earn an extra
$50 million at the box office, and sell an addiabfive million DVDs on the back of church
endorsements alorfé As for the potential staying-power of movies wighigious themes and
biblical influence, Scott Mantz exclaims, ‘I dokitow how long it will last. | think it's cyclical.
But considering the times we live in, people aklog for something to believe iA”

However, at the same time, Mantz maintains, ‘I wlatilgive Hollywood too much credit for
finding religion... when they're not making money ifthey'll lose it again®® Catherine von
Ruhland, a film reviewer foFhird Way(a British magazine offering ‘Christian comment on
culture’) holds the perspective that, ‘explicitBligious-themed horror movies have proliferated
in times of global crisis and cultural unea$n the United States, it seems that this is a
precept that has gone hand-in-hand with the risavahgelicalism, which has coincided with
Hollywood's recent triumvirate mix of religion, apalypse, and science fiction. Perhaps there

is some truth in Anne Billson’s remark that ‘bildlchemes have only ever been one global

31 Farrow, p. 38.
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crisis away® The apocalyptic context that was cemented by teats of September 11, 2001,
and which would irrevocably shape both the politarad media landscape in the first decade of
the new millennium, cannot be overstated. The waslave knew it, in many respects, perhaps
did end on that fateful date. For many inside th®.la lingering feeling of post-millennial
doom was compounded by a severely faltering ecortbatywould, by the end of the decade,
jolt the country into a bleak recession. If thisswet bad enough, the shadow of millennial
Armageddon would surely have seemed like a refditgome, as, in 2005, Hurricane Katrina
(one of the five deadliest Hurricanes in U.S. higtéaid waste to vast swathes along the Gulf
Coast and New Orleans, creating a national cridishdical proportion. An estimated 1,833
people died during the devastation and the sel@wdihg that followed, as millions of others
were left homeless and in total disarray. This thasdark climate of post-millennial portent
that, over the first decade of the’Z®entury, would act as the backdrop to Hollywood’s

burgeoning visions of apocalyptic disaster.

In terms of apocalyptic cinema, the marketingnofvies to Christian groups is nothing new.
Since the 1970s, ‘beneath the radar of the avdilaggoer’, there has been a ‘steady trickle’ of
low-budget apocalypse horrors, funded by Chrishiaoked production companies and often
distributed through churches and evangelical mmssidhis was epitomised by Donald W.
Thompson’s Premillennialist ‘Rapture’ trilogg; Thief in the Nigh¢1972),A Distant Thunder
(1978), andmage of the Bea$1981); which marked a turning point in termsuoé t
propagation of Dispensationalist doctrine througdern film entertainment. Anne Billson
avers that, ‘in the 1990s, that trickle becamead| though the films were still preaching to the
American Bible belt*! By this time, however, evangelical cinema had &b new and more
professional approach, often employing establistetdrs to play major roles in films with
more elevated production values. Nonetheless,itfematic mission was invariably the same,
with films like The Omega Cod@obert Marcarelli, 1999) and its sequdkgiddo:The
Omega Code BBrian Trenchard Smith, 2001), along withft Behind The Movig(Vic Sarin,
2000), operated to underscore the Evangelical gessamillennial doom that was pertinent to
the period. In the late 1980s and early 1990s Maltyd had tried its hand at a couple biblical
fantasy horror films witifhe Seventh Sigi€arl Schultz, 1988) anthe RapturéMichael
Tolkin, 1991) — in which the rhetorical questiorpissed, ‘Who forgives God?’ However, with
the turn of the millennium fast approaching, ‘Hellyod joined the end times part§with a
timely plethora of biblically inspired horror filnfer the year 1999. In Peter Hyant&1d of

40 Billson
41 |bid.
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Days Arnold Schwarzenegger played an ex-cop attempairigil the Devil’s millennial
designs on the planet while at the same time ragaims lost faith in God. Humanity gets
entangled in the fallout of an angelic civil warliheProphecy(Gregory Widen); ‘clearly an
influence on the angel versus angel deathmatchedrdéesert ofegiori; 3 and Roman
Polanski'sThe Ninth Gatesees Johnny Depp searching for satanic propimegyrsuit of

immortality.

Nonetheless, once the end of human civilizatias been assured, applying Evangelical
convention to mainstream Hollywood’s ‘post-apocélyprisions — a dystopian setting
traditionally imbedded within secular science bet— might provide obvious challenges,
particularly in terms of the lack of scope for supaural intervention. Post-apocalyptic science
fiction cinema may always retain a foremost assimgiavith the late 20 century, but in the
new millennium, one might assume a film likee Roadin depicting a characteristically bleak,
desolate, and violent post-apocalyptic wastelanghtsimilarly be seen to work against any
affirmation of God’s divine power on Earth. Not aoding to A. Larry Ross, who contests that
The Roadoresents ‘a unique entry point for those in thdfeommunity to share the hope of
the Gospel in a hopeless world’, adding that tlme firovides a useful juncture for church
leaders to ‘participate in a robust spiritual dssion’** To this end, Ross’s company had been
instrumental in organising ‘advance screeningsharch leaders nationwide’. Moreover, as
was reported by Entertainment Weekly, an exclugigbsite featuring ‘free sermons and
discussion guides’ was included as part of the'silavangelical induction, as well as ‘a special
trailer with extra scenes underscoring the filmsrat message*® More cynically, Rob Boston
of Americans United for the Separation of Churct 8tate, said that he was not surprised to
hear about Dimension Films’ plans to markbe Roado a Christian audience: ‘They would
pitch Saw Vto a Christian audience if they thought they caultke money. The studios want
as many people as possible to see any fifhooking at the evangelical perspective, Boston
adds: ‘Clearly the Religious Right wants to userttezlium of film to spread its message of
how society and culture should be ordered, theytwago back to the days when movies were
wholesome and religion was never portrayed in atmglight. The Religious Right used to

rage against Hollywood; now they want to co-opt/t.
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In a more pragmatic sense, the reason why Diime®sIms felt the incorporation of a
Christian media company was necessary in thedieste remains key in ascertaining
Hollywood's eschatological recourse; or a new disi@nmal premise of cinematic apocalypse.
Citing the enormous commercial popularity of radigs apocalyptic fiction propagated largely
by theLeft Behindseries, David Kirkpatrick, in resonance with ArtyaRoss’s evangelical
marketing ofThe Roagclaims that ‘the culture war fits into pre-millgalists’ expectation of
the end of history — the decline of civilizatiohetbreakdown of morality, a general breakdown
of order. The warrior Jesus returns to set evamgthight again?® Although the trends that lead
to the idea of a ‘culture war’ are rooted in thertail of the 1960s, the term itself first began to
appear in the late 1980s and was soon thereafigeddy James Davison Hunter in his book,
Culture Wars: The Struggle to Define Amer{¢891). The term, ‘culture war’ is largely
deemed to represent a symbolic fight for ‘the sslAmerica’; the purported cultural conflict
between traditionalist conservative (and EvangBlica@ues and those considered liberal or
progressive. This might appear particularly perttria light of the divisive and often vitriolic
climate that defined the 2016 presidential campagmeen Clinton and Trump, and which
appeared to precisely outline the acrid and disadrbinary socio-politics of the culture war in
question. Since the mid-to-late 1960s, Hollywood teggularly been regarded, in both an
artistic and political sense, as a chief exponéth®liberal Left, often much to the chagrin of
the Religious Right. Configuring this to a furtltergree, Kirsten Moana Thompson identifies a
new front within the proposed and ongoing cultues,vand, compounding Kirkpatrick’s idea
of a ‘warrior Jesus’ within a pre-told socio-histal narrative, puts forward the notion that
Christian media’s representational strategies laaele Jesus the new action hefoPlacing
this idea specifically within a Hollywood contekitms like ConstantingThe Book of EJi
Solomon Kand_egion andPriestoffer examples of films with explicit religious @n
apocalyptic frameworks, that portray a warrior $&suessiah figure; a religious superhero that
diligently wages battle on behalf of a righteousdGar rather against ‘him’ ihegion, and this
will be the focus of one of the case study chap#ettsin this study. Thompson adds: ‘Just as
Christian Media has appropriated the generic cothwes of horror, the action film, and science
fiction, so Hollywood has found itself turning tieetlogical subject matter, and this

reorientation also underscores the generic hyprafiepocalyptic dread®

48 David Kirkpatrick, ‘The Return of the Warrior JesuNew York Timess April 2004.
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Evangelicalism within Hollywood

Internally, Hollywood has undergone its own Chastrevolution, of sorts, and this is
epitomised by the institution of Act One, a Hollysebprogram for aspiring Christian
screenwriters. Founded by former nun, Barbara Na&ipChristian creativity is now often
called upon to provide scripts for studios seelgpigitual themed stories. Nicolosi explains the
reasons for the program’s popularity as partlyig@r and partly economic: ‘The movie
industry remains affected by post-9/11 nationalietlyxand now studio heads want to make
movies that “mean something.” At the same tims,we&ll aware of what’s known around town
as “Passion dollars” — the previously untappedji@lis audience revealed by Mel Gibson’s
movie success?! Interestingly, the degree to which Hollywood hasrturned its aversion to
religion is underscored when Nicolosi reminiscesutlthe nineties. According to Nicolosi,
Christians in the film industry seemed almost dkimvitch-hunted communists in fifties
Hollywood, as she recalls the time CNN requestemtanview, but found she could not get
any of her faculty to appear on air for fear ofingtthemselves and losing their jobs: ‘Back
then people used to joke that it was a sin in Hetigd to admit you went to churct. But after
9/11, everything changed, and studios began tcesdilms that were more spiritual and
sombre in tone: ‘Act One faculty started coming oluthe closet’, and, as Nicolosi puts it, in a
wholly positive, albeit ironic sense, being ‘Chiast is the new gay’® Now the Christians in
Hollywood are the ‘cinematic wing’ of what sociolegAlan Wolfe calls ‘the opening of the
evangelical mind — a cultural renaissance amongeawative Christians’* Hanna Rosin
informs us that ‘Christians can now choose from agn@ dozen Hollywood prayer groups,
including the Hollywood Prayer Network, dedicateduilding ‘an army of talented
professionals to change Hollywood from the inside’® Some may be forgiven for assuming
that an increasing Christian influence in Hollywaodyht mean a reduction in violent
horror/thriller films, replaced with an influx oflvelesome family movies with spiritual,
uplifting themes (for example), and while many nrayeed advocate this direction, there are a
significant number of directors who are contentwadépicting darker evangelical renditions of
apocalyptic portent. One of those is Scott Deracks graduate of Biola; an evangelical
university based in Los Angeles; and director afhs(gothic) horrors adellraiser: Inferno
(2000) andrhe Exorcism of Emily Ro$2005), as well as his perilously apocalyptic w@rof

a classic fifties science-fiction filnThe Day the Earth Stood St{R008). Derrickson has

51 Hanna Rosin, ‘Can Jesus Save Hollywood®antic Monthly Vol. 296, Issue 5, Dec 2005, pp.161-162.
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previously drawn criticism from Christian web-sifes ‘dwelling in the darkness’, but
vehemently defends horror movies as the genrédbats most directly with good and evil’,
proclaiming that it ‘not only allows but also oftédemands a religious or spiritual point of
view.’®® By 2005, directly after the release of Derricksoffie Exorcism of Emily Rosehich
itself grossed over $140 million world-wide, HarfRasin observed that ‘all over Hollywood,
spirits and angels were rising up on billboardgitmuthe new fall TV seaso@host

Whisperer Medium Three WishesAnd while you can’t quite call it Christianity;s a clear

sign that Hollywood is enthralled with the realnybed.®’ This having been said, biblical
metaphor and mythology has, right back from the-twientieth century onwards, been a staple
aspect of Hollywood science fiction, albeit in amrmar that has been largely averse to the
propagation of religious ideology, and sometimespite of it. Nonetheless, secular audiences
of Hollywood science fiction have, for a long tinesen ‘fed a steady diet of Christian
symbolism’>® whether it be the messianic Neo who, after a itive resurrection, saves
humanity from technological purgatoryTie Matrix(Andy & Lana Wachowski, 1999), or
Harry Potter, who equally emerges as humankindisiate redeemer; playing the metaphorical
Christ figure to Voldemort’s symbolic Satan (or Ahirist) in a stupendous battle that
approaches biblical ArmageddonHiarry Potter and the Deathly Hallows: Part(Bavid

Yates, 2011). In any instance, Anne Billson goefaato say, ‘who needs explicit religious

themes when they've been sneaking on to our scieatisguise all along®

Dispensationalism and the Evangelical Apocalypse

A steadily growing concept at the heart of muchi€tan belief in America and a thriving
business to boot, Evangelicalism has, for a lomg tibeen immersed in its own ‘doom
industry’ of films and literature, as believers gasgly look forward to the end of the world and
their impending salvation. Kirsten Moana Thompsomments that ‘recent apocalypticism
emerges out of the increased political and cultufédence of Christian fundamentalism in the
last thirty years® This far-reaching cultural influence was, in panitiated through the
success of Hal Lyndsey’s 1970s best-selling bdble, Late Great Planet Eartlwhich

instituted a seemingly boundless interest for bdlliend time’ prophecy, and brought the
biblical apocalypse to a much wider and seculareanog. Lyndsey’s book, which had sold
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more than 28 million copies by 198bpropagated a form of pre-millennialist prophecidie
commonly referred to as Dispensationalism, whicduéed on key passages from the Book of
Revelation, as well as the Book of Daniel and Ezlekiyndsey predicted the Second Coming
of Christ that would occur at the end of historg avould instigate a time of tribulation on
earth for all non-believers. The faithful, on thtber hand, will be rescued from the ravages of
the planet and physically rise up to heaven inpeswatural event known as ‘The Rapture’.
Christ will then battle with the Antichrist, who $ideceived the unrighteous into following his
rule on Earth, before God’s divine army vanquisthesforces of darkness in the final battle of
Armageddon. Lyndsey originally suggested the pdggithat these climactic events might
play out in the 1980s, which he interpreted asgareeration from the foundation of modern
Israel in 1948, a pivotal event in most consenetivangelical schools of eschatological
thought. Lyndsey went on to write several sequatsg withSatan is Alive and Well on
Planet EarthandThe 1980s: Countdown to Armageddasre further doom-dripping titles like
The Road to Holocau$1990), The Apocalypse Cod&997),Planet Earth: The Final Chapter
(1999), and, much more recently, an eschatologwalstigation into extremist Islam, with the
topically titled, The Everlasting Hatred: The Roots of Ji2011).

Within all of Lindsey’s premillennialist literate is the central idea of The Rapture, along
with the somewhat paradoxical notion of both apgese and salvation at Christ’s divine
return. These concepts were developed and furgtableshed in the Evangelical and American
popular Imagination by thieeft Behindseries of books. Even after the best-selling densaf
The Late Great Planet Eartithe astounding successladft Behindstill managed to take
everyone by surprise, eclipsing Lyndsey’s bookhasfastest selling Christian series e¥er.
Made into several minor-production movies, tieft Behindmythos is a concept that is readily
accessible on-line with a host of inter-related ¥s#bs and forums, and even deals with the
dilemma of leaving loved ones behind on Earth,aw lone should cope if a family member is
suddenly ‘raptured’. With such wide-scale proliteya through various modes of media, the
Left Behindseries went on to generate millions of dollarspm-off sales and merchandise;
includingLeft Behind: The Gamein which competing players attempt to bring akibe
rapture and defeat the Antichrist by answering @thvia and performing Tribulation tasks.
Amy Johnson Frykholm claims that, for some evamgdsiLeft Behindcame to represent ‘a

61 Paul BoyerWhen Time Shall Be No More: Prophecy Belief in Modenerican Culture(Harvard University Press,
1992).

52 Amy Johnson Frykholm, ‘The Gender Dynamics ofltkét BehindSeries’, in, Bruce David Forbes and Jeffrey
H. Mahan (ed.)Religion and Popular Culture in Amerigaondon: University of California Press, 2005270

83 Lynn Schofield Clark’s account afft Behind: The Gamén From Angels to Aliens: Teenagers, the Media, and
the SupernaturglOxford University Press, 2003), p. 44.



24

long-deserved cultural presence’ within the &.8ut for academics and scholars of American
religion alike, Left Behinds evidence that evangelicalism should no longedédscribed as a
subculture, but perhaps as a cultural domin&rfrykholm contends that,‘the next evangelical
blockbuster will find a well-trodden path to Barn&&oble, and marketers and publishers will
be on the lookout for the nekeft Behind Evangelicalism has become good busin&sslight

it be that Hollywood has come to recognise thi$ é&0? Evangelical themes have become
highly marketable now through a variety of differemedia. By the same token, Hollywood'’s
increased interest in apocalyptic themes creatéseah platform for dramatic evangelical
notions of apocalypse. All this suggests that ttodifieration of modern ‘end time’ prophecy in
resoundingly successful books likae Late Great Planet Eartland the_eft Behindseries, has
helped to shape an irremediable vision of apocalypthin the American cultural psyche, and
this is something that is now being played outigllywood’s own biblically inspired

doomsday scenarios.

Neo-evangelicalism in Post 9/11 America

In the days directly following the attack on the kdoTrade Center, countless people
commented that watching the devastating eventsldf &d the horrifying collapse of the Twin
Towers was like watching a disaster movie, simpgcause they had no other referent to fall
back on in the face of such apocalyptic destrucibhlollywood Screenwriter, Lawrence
Wright, commenting on the hyperreal nature of tagedy, went as far to say that the events of
9/11 were ‘cinematic in a kind of super-real waywas too Hollywood® Correspondingly, in
Premillennialist thinking, the events of 9/11 mavé similarly induced a certain narrative
interpretation and significance; understandingtthgedy as a definitive sign that marks an
eschatological progression along a pre-told lireedih. To many Dispensationalists, just like a
Hollywood disaster movie, 9/11 was the playing @usomething already written within a
script. The evangelical apocalyptic imaginatiosestred on deriving eschatological meaning
from past and current (and possibly future) wostdrgs, and the destruction of the World
Trade Center in 2001 was emphatically incorporatemmillennial ‘endtime’ prophecy. For
believers, such catastrophes are regarded assigthe ‘tribulation’ to come, and are key in
formulating a deterministic understanding of thesunding world. Kirsten Moana Thompson

puts it thus: ‘as a form of premillennial Dispengaalism, this form of Christianity is
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intrinsically concerned with the end-time, and thwuth the future, and it is hermeneutically
hungry for signs and prophecies that might signelteginning of the end? Daniel Wojcik
adds that ‘within this framework of ultimate coritio divine hands, suffering, death, and
tragedies are not cruel or absurd occurrences ins@msitive universe but have a larger,
symbolic meaning as part of a transcendent ordés well as major global disasters, key
political developments and military conflicts alleelise perceived as part of a linear historic
process towards prophecy fulfilment, in which catrevents in the Middle-East, especially
those involving the continuing onslaught of theusic State group (ideologically and
otherwise), will undoubtedly attain special Preemithialist significance and implication. Daniel
Wojcik exclaims that, in light of heightened neweaties, including ecological angst and the
threat of Fundamentalist terrorism, American apguat beliefs are being reformulated to the
point where ‘new endtime traditions’ are now takprgcedencé The threat of nuclear
annihilation, once the great apocalyptic prospé&remillennialist Dispensationalism, is now

an eschatological anxiety of the past.

Wheeler Winston Dixon talks of the ‘bleak peraldioss, paranoia, and political cynicism’
that took hold after 9/11 — that changed the Anagricultural landscape forev&rEven before
9/11, at the start of the millennium, America seéntebe spiralling towards political and
societal meltdown, as the century began in less élugpicious terms with a presidency
affirmed under ‘a cloud of doubt and dissentidmis George W. Bush finally took office after a
controversially close election. After the shockl arauma of 9/11, the U.S. found itself on the
brink of another Gulf War. What was more, the seddsdisastrous recession had begun to
take root, as vast areas of business and industny wto steep decline and unemployment
figures began to spike vigorously. By 2004, Dix@sctribes a nation seemingly in freefall: ‘the
dot-com crash has cost billions of dollars andwhréhousands of people out of work, pension
funds have been looted, the national debt grovas atlarming rate, global warming is melting
the polar ice caps, and television “news” chanbebdadcast an unremitting stream of
propaganda that mak&884seem tame in comparisoft.As if this was not enough, the
scourge of Hurricane Katrina in 2005 caused untbklbs and destruction along the Gulf Coast
from Florida to Texas, and laid waste to much afiis@na, where the death tolls were highest.
In amidst such bleak turmoil and destruction, pexs of the ‘end of days’ undoubtedly haunt

89 Kirsten Moana Thompsoipocalyptic Dread: American Film at the Turn of tddlennium (Albany: State
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the cultural consciousness where Dispensatiorddistrines might seem to befit such

apocalyptic environs.

In the aftermath of 9/11, terms such as ‘neaigedical’, or, the ‘New Christian Right’ began
to surface commonly throughout American media, thiglwas both compounded and
epitomised by the reactionary political implemeiatas and religious rhetoric of the nation’s
Commander-in-Chief, President George W. Bush. Thpgnsity of the use of evangelical
doctrine to interpret reality in terms of a Maniaheethos (that is to say, a dualistic coda of
absolute good and absolute evil) was encapsulatdtievangelicalized language used by
Bush directly after 9/11: ‘This will be a monumdrguggle of good versus evil, but good will
prevail.” Later, in a State of the Union address in 2003HBieclared that the nation must
‘confound the designs of evil men’ and talked a$ tih terms of ‘our calling’ as ‘a blessed
country’.” In a speech in 2002, Bush, with pseudo-evangdkcabur, paraphrased biblical
verse (John 1:5) in the build-up to war with Irgfd the light [America] has shone in the
darkness [the enemies of America], and the darkwélssot overcome it [America will
conquer its enemies]”. Bush would, in the end, notoriously define Amesanemies as the
‘axis of evil' — a term that is as much theologigdbaded as it is morally. Lynn Schofield
Clark posits that ‘evangelicalism has not provitlesl cause for our concerns with evil, but due
to the heritage of the United States, evangelicahas inadvertently provided a framework for
thinking about and representing evil in populatund.”® More acutely, Kirsten Moana
Thompson contends that, ‘since 9/11, dread andhf@ae regained prominence in the public

sphere and become politically instrumental tootsafnessianic Bush administratidf.’

In 2005, Stephen Healy remarked that renewehidh must clearly be given to the
relationship between Islam and the West. ‘A goadlttistg point’, he says, ‘is to view the post-
9/11 era as the post-Cold War era. A dimensiohefanalysis ought to question this us/them
rhetorical construction. In the post-Cold War érslam” often is used as a “dyadic other” that
replaces “Communism # Just as with the warring ideologies of the ColdrVRichard
Cimino observed that much of the post-9/11 liter@fuom evangelical sources drew sharper
boundaries between Christianity and Islam; Ameaicd its adopted ‘other’; and aimed to
assert that Islam was an ‘essentially violent refigin the same way that Communism was

castigated as an inherently violent and imprisomileglogy. Cimino suggested that the

5 Juan Stam, ‘Bush’s Religious LanguageTimeNation Vol. 277, Issue 21, Dec 22 2003, p. 27.
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evangelical polemic against Islam took three migans: ‘apologetics to prove the truth of
Christianity against Islam’; ‘charismatic literaguapplying “spiritual warfare” teachings to
Islam’; and ‘prophetic literature linking Islam #ge main protagonist in end-times scenarios’.
Cimino concluded that ‘greater and more visibleglism in American society’ was
‘challenging evangelical identity, leading to threaion of new boundary markers between
evangelicalism and other religions. Such new botieg@&an strain interfaith relations, yet they

also function to strengthen evangelical Protestentity in the U.S®!

The dualist absolutism that acted as a coredexof evangelical belief, easily transcribed the
events surrounding 9/11 in terms of good versuls €Wristianity versus Islam, Democracy
versus Dictatorship, which, among more fundameurillennialist conceptions, will
ultimately end with Christ versus Antichrist. Muohevangelical apocalyptic understanding,
then, draws prevailingly from an overdetermined Mhean ethos that might be said to fit
rather neatly into a Hollywood narrative schemaeA&ll, the battle between light and darkness
could possibly not be more clearly and symbolicdliyined than within the mythology of film
like Star WarsThis is a film that, in the words of Lynn Schofigldiark, contains ‘elements of
human drama and futuristic imaginings, a battleveeth good and evil, horrific consequences
for some, and a happy ending for the “good gu§5This might seem like an earnest enough
appraisal of George Lucas’s durable plot structexegept, in this instance, it is actually the
prophetical endtime narrative of the Book of Retielathat is being described. Schofield Clark
maintains that the emphasis on the battle agauiisheans that evangelicalism holds ‘a great
deal of appeal for persons who are alienated ¢artted from other faith traditions. This may
be one reason for its growth. It also providesasoe for why its categories of evil and the
“End Times” continue to provide taken-for-granteahieworks that are often found in popular
entertainment and even news storf88y the same token, contemporary media has terded t
identify a major factor for the radicalisation afung Muslims (especially in Europe) as those
who are ‘alienated or distanced from other faiffdiions’, as well as society in general, and
often cites how this has compounded a convictigoitothe jihadist cause of the self-
proclaimed Islamic State: a fundamentalist growgh yually propagates an apocalyptic

struggle between good and evil framed within ungjaesg religious dogma.

Nevertheless, amongst all the surrounding maligirhetoric, does Hollywood’s own

predilection for apocalypse operate to reflect lbthpsychical and cultural collective trauma
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of 9/11 and America’s socio-political trajectoretkafter? ‘After 9/11, the [film] industry
started to change’, says Hanna Rosin, ‘studio hbadan asking for movies that were
“spiritual” even if not explicitly religious® This may well explain the inception behind films
such asSignsandKnowing Kirsten Moana Thompson furthermore contends thad(-9/11,
Hollywood's visions of apocalypse also became @iafl with pervasive anxieties concerning
the threat of terrorism, which often manifestedlitsn underlying tensions regarding ‘family,
patriarchy, religion, and “family values® This form of apocalyptic dread, says Thompson,
‘continues and intensifies after 9/11.” ThompsdretaM. Night Shyamalan'Signsas an
example that provides ‘a conservative frameworlkafiuressing a crisis of faith’ that ultimately
unifies and restores the family and its patriarcthie midst of global crisf.Indeed, this is a
repeating pattern that can be applied to otheralpptc films such a¥he Day After
Tomorrow(Roland Emmerich, 2004\Var of the World¢Steven Spielberg, 2005 nowing
(Alex Proyas, 2009), an2012(Roland Emmerich, 2009). Nevertheless, what is als
perceptively present, especially in films suctsamsandKnowing is an eschatological
understanding of biblical prophecy, something whiels become a central facet of thé& 21
century American apocalypse myth. Just as bibschblars decipher cryptic codes in the Book
of Revelation, and Premillennial Dispensationaligts for clues of Armageddon inside global
events, in Hollywood’s Z1century vision of apocalypse, the interpretatind decryption of

‘signs’ now functions as a prime narrative compdnen

Mythological Approaches to Film and Religion

The term ‘myth’ is so laden with negative connatas$ that it is ‘practically unserviceable for
the study of religion’, says John C. Lyden, whoffens that the use of myth ‘persists’ and
continues to be used in reference to film largelg tb its distinct narrative forfi.

Nonetheless, Lyden also recognises that the urashelisig of myth in this pejorative sense must
be transcended ‘if we are to fairly assess thgioels power of the stories of film (or of any
religion for that matter)®® Correspondingly, ifscreening the Sacred: Religion, Myth, and
Ideology in Popular American Filndoel Martin uses the term ‘mythological’ as aprapch to
refer to comparative religious studies, and as thaakthat measures ‘how religion both
legitimates and challenges dominant visions ofsth@al order.” Martin, who maintains that

there needs to be a ‘rethinking’ in the relatiopghétween religion and film, posits that
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‘religion manifests itself through cross-culturatrs’, including both myth and ritual, whereby
religion is viewed ‘as a universal and ubiquitousnan activity?® Bruce David Forbes
ascertains that films can be examined for the sarnss-cultural forms’, which can provide a
gauge through which ‘Hollywood reinterprets, appiajes, invents, or rejects’ the archetypes
of myth, ritual, and religiod? In fact, it has been speculated that the cultpoater and

influence of film can be viewed almost like a fordaia religion in itself, which is the way John
C. Lyden sees it; ‘like any religion, the “religia film” will borrow from other religions as it
develops its own distinctive forms of myths, moyalsd rituals®! Indeed, in connection with
one of the most far reaching cinematic myths offrtla#l, George Lucas has commented that he
formulated the ‘religion’ ofStar Warsby ‘taking all the issues that religion represemtd

trying to distil them down into a more modern amagily accessible construct’, which did not

represent ‘any particular religious system’ buheata ‘syncretistic’ mix of idea¥.

‘As a popular form of the religious life, movide what we have always asked of popular
religion’ comments Darrol Bryant, ‘namely, that yhgrovide us with archetypal forms of
humanity — heroic figures — and instruct us inlthsic values and myths of our sociefyBut
Bryant also seems sceptical of this analogous coleglating it with a distinct ‘secular’ culture,
which, at the same time, has divergent agendaaddional religious belief. Conrad Ostwalt is
more explicit in this assertion, and, like JohrL@den, suggests that American Christianity is
crucially predisposed to cinematic sublimatione‘thovie theater has acted like some secular
religion, complete with its sacred space and rittlaht mediate an experience of othern&ss.’
Ostwalt contends that religion in America is notsiach in decline, but, as with Mohler, rather
a belief system that is ‘being popularized, scatteand secularized through extra-ecclesiastical
institutions.®® In his bookHollywood Dreams and Biblical Stori¢$994), Bernard Brandon
Scott, attempts to address some of these questjosseking to establish a dialogue between
biblical belief and contemporary film. Acknowledgithe role of myth within the Bible, while
viewing films as myths themselves, Scott maint#ivas the power of myth is rooted in the
‘hidden’ or subliminal agency through which ‘thenflamental problems of life’ are mediaféd.

Scott emphasises the importance of the myth remgihidden’, when he exclaims that ‘to
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reflect on the presence of the myth is to cuttsfipower; one will see the illusion it represents
and its inability to reconcile the tensions it se&kresolve®’ At the same time, Scott
recognises that not all films work as myths, arat there are ‘antimythical’ films that work to
‘subvert the myths of society® He attests that, without gaining some insight ow these
myths operate upon us, ‘religion will risk becomengasualty of the electronic media that will

govern how religion is conveyed and understddd.’

Interestingly, Scott comments on the negatiVecebf the apocalyptic myth in both the Bible
and film, and its undesirable tendency to sepdmateanity into the good and the bad — the
chosen and the rejected. Scott proclaims that teexeneed for this dualism to be subverted in
essence, whereby the demonization of ‘the otheh@napocalyptic fable must be reconstituted
in terms of redemptive reconciliation as ‘the solntto chaos™ Film is one agency through
which the reconstitution of traditional (or biblitapocalypse might be rendered, although
Hollywood may not always view it as conducive tteefive storytelling. As conjectured, while
Hollywood science fiction undeniably incorporatemagnitude of religious myth and biblical
symbolism, which, itself, fits neatly into Hollywdaarrative configurations, this is embedded
within a strictly secular framework, and wherezan be argued, many of these mythological
templates often extend beyond or predate the Basld|ustrated by Joseph Campbell — and as
George Lucas (one of Campbell’s devotees) himsetfht testify. At the same time, 20
century science fiction, in particular, has oftealiided denigrations of religious faith; such as
the mocking of (misguided) religious absolutisnboth Planet of the Apeg-ranklin J.
Schaffner, 1968) anthe2mega Man(Boris Sagal, 1971). Although Hollywood has not
unduly turned away from traditional, secular mytgés of apocalyptic science fiction, far
from it, the question that needs to be addressetiysHollywood, then, has shifted much of its
focus towards explicitly biblical ‘endtime’ mythaj@es in much of its ZAcentury depictions of

apocalypse.

The Evolution of the Apocalypse Film

215 century apocalypse movies likmowingand Roland Emmerich’012 are part of a new
trend in films that integrate secular environmengtaicerns with visions of biblical apocalypse.
Within the secular framework of these Hollywoodrfd, echoes of the eco-apocalypse science

fiction films of the 1970s reverberate into thelemhium. Daniel Wojcik avers that, ‘in
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numerous secular apocalyptic scenarios, worldlyrdetson is considered immanent in human
nature rather than externally prescribed, fulfillgdthe actions and character of human beings
rather than determined by outside forc@$In the distant future ddilent RunningDouglas
Trumbull, 1972), for example, all plant life is n@xtinct, except for that preserved on-board
an aimlessly adrift spacecraft. Although it is nwde clear whether this eco-extinction is the
result of climate problems or other excesses ofdnity, this is a film that is adamantly
concerned with the damage that humanity is doirtbedearth. IrSoylent GreeriRichard
Fleischer, 1973), the culpability of mankind i lef no doubt, as the earth’s resources have
been depleted to the extent that it can no longstas a spiralling human population — with
darkly sinister consequences. And in Robert Altra&iintet(1979), a future ice age sees a
dying humanity revel in its capacity for self-destiion, as mankind occupies its remaining
time playing a form of deadly chess within a frooggscape. This was the kind of
environmental catastrophe narrative that was tepleetacularly reintroduced in the’2dentury
by Roland Emmerich witifthe Day After Tomorro2004).

Unlike Emmerich’s film, the 1970s eco-disast@wvies featured explicitly bleak renditions of
secular doomsday scenarios, proffering the humeaaaa inherently flawed and irredeemably
destructive. This was to remain the underlying tewtlin the profusion of apocalypse films in
the 1970s, none more so than in the man-made s@ersarios such &o Blade of Grass
(Cornel Wilde, 1970)TheQ2mega Man(Boris Sagal, 1971) he CraziegGeorge A. Romero,
1973) andPlague(Ed Hunt, 1978): like the eco-apocalypse filmshaf same era, and similarly
representative of ecological breakdowns, humanismacapable of saving either itself or the
planet in these films. This is in line with the piesistic timbres of dark cynicism that these
films typified, viewing humanity as unworthy of gation. Though secularly sourced, this
damning outlook, in itself, brings these films iimd with an expressly evangelical apocalyptic
ethos; one that regards human society as innaté|yrea state of sin, and overall undeserving
of redemption. As David F. Noble observes: ‘beytne professed believers and those who
employ explicitly religious language are countleisers for whom the religious compulsion is

largely unconscious, obscured by a secularizedowdasy but operative neverthele$®’

The Day After Tomorrowike Emmerich’s later apocalyptic fab@)12 along with
Knowing and, perhaps to a lesser extent, Danny Boyl€)§ 2@sualisation of solar-apocalypse,

Sunshingerepresents a shift from the 70s model in thewgian of ecological disaster films, in
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that, not only is the major concern primarily cli@arisis, the environmental cataclysms that
transpire are sudden and stupendous external eiattare beyond humanity’s control. This
absence of eschatological culpability situates nrahi a position whereby the ‘locus of
control’ is externally determined by forces outsudeither individual or collective effort. As
Wojcik explains, ‘fatalistic beliefs exemplify thotion of an external locus of control because
such beliefs are characterised by the assertidrothside forces beyond one’s control
determine the outcome of event&In bothKnowingand2012 the elements of biblical
apocalyptic prophecy (as well as Mayan prophe@0ib2— to which the title alludes) acts to
underpin the fatalistic conceptualisation thatiladites causality to external forces, whether this
is down to the haphazard cosmic movement of theepda or some pre-ordained divine plan.
As such, this narrative alignment with evangeliwations of fatalistic passivity and
helplessness, in turn, allows for the potentiala@bn of the planet, and, unlike their doom-

laden 70s counterparts, permits humanity roomddemption.

Dispensationalist prophecies indicate that tiesgnt reveals the future and that the future
cannot be altered in any way by human actiomr&@tterized by a belief in inevitability and human
helplessness concerning certain occurrencetgmsrand prophecies reveal the fundamental
human desire to predict future events and tidate meaning to that which is regarded as
unchangeable or unavoidaké.

In seeking to correlate a cinematic schemaldfdal apocalypse within a surrounding
cultural context, the central aim of this studerthis to identify a body of apocalypse films
that, if not fully supplanted the traditional ide&20" century apocalyptic science fiction, have
immutably attenuated the secular nature of a giratehad predominantly operated outside the
realms of supernatural horror/fantasy. To this g@adl of the methodological framework for
this study looks at the application of the Bibleag®calyptic intertext, while at the same time
acknowledging the political and socio-cultural bgeund of each film. Hence, a key
conceptual approach relies on the close textudysisaf a selected group of films that perhaps
best represents Hollywood'’s increasing confluenitk kiblical apocalypse. The basis for three
case study chapters, therefore, will be the filden Legend(Francis Lawrence, 2009),
Knowing(Alex Proyas, 2009), anthe Book of El{Albert & Allen Hughes, 2010). The latter
will lead progressively into a following chapter Grhe Religious Superhero’. Although the
focus of these chapters will extensively rest otiu@ readings, various aspects of their
narratives and themes will act as natural entrpfsdor certain interrelated apocalypse films to

be introduced and discussed.
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As proposed, this thesis puts forward the assetthat Dispensationalist endtime prophecy
belief has, in the Zicentury, become a fundamental factor behind méi¢tholywood'’s visions
of apocalypse, and, at its core, is somethingittiatms a prevailingly religious cultural
consciousness of apocalypse. To illustrate thisndament of my overall methodological
approach will be to search for explicit biblicabgect matter in each film, and to apply biblical
and Dispensationalist prophecy theory, appositlgn@l the apocalypse films under analysis.
During this process, | will closely engage with peeisationalist ideas and mythologies,
including the key concept of determinism — the itledt there is a pre-determined order to the
universe — and how this plays out in contemporancalypse films. This also involves a close
examination of biblical apocalyptic texts that preotal to evangelical endtime belief, especially
the Book of Revelation. This is not to say thateothiblical texts have not been explored by
Hollywood, and in conjunction with the fillinowing there will be particular focus on the Book
of Ezekiel, and a specific passage that enactataat@schatological premise to the film’s
narrative. Although this highlights an encompas&ngagement with biblical texts in
contemporary apocalypse films overall, it is priftyathe apocalyptic auspices of the Book of
Revelation that, as with much Premillennialist grepy belief, sources an expressly biblical
understanding of the term ‘apocalypse’. This ia@eft that now permeates throughout
Hollywood's interpretations of ‘the end’, leadingwhat might ultimately be perceived as the

innate biblical aesthetic of apocalypse.

It is important to begin the first case studguter with a film that, perhaps more than any
other, encapsulates the transition from seculaptatual apocalypse. In Francis Lawrence’s
film adaptation of Richard Matheson’s book of tlene name, Am Legend2007), the journey
from secular science fiction to religious redempti® made all the more stark when comparing
Lawrence’s film to the 1971 film adaptionhe2mega Man(Boris Sagal). Both films constitute
wholly disparate ideas from the seminal novel,udolg having lost the vampire theme that was
central to the original story. Hence, this chapiatly investigates the reasons for the
disappearance of the vampires, and looks at holwhentratives have redefined this element to
suit each film’s specific ideological functions.i$lnvolves an exploration into corresponding
representations of the (meta)physical human caditiithin horror/science fiction in both their
generic and ideological configurations. More sigaifitly, comparing these films discloses a
transference from a prevailingly secular cycle @f 2entury apocalypse films to an overtly
religious reinterpretation of apocalyptic scienictidn in the 2% century. Essentially, the
questions that need to be considered are: how tilm based on the same secularly rooted
story engender such an inverted doctrinal displagnand what might be the contributing
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socio-cultural factors for such an ideological sfiguration — in which these two adaptations

might be viewed as emblematic of a significant gerghift.

The second case study chapter, ‘The Coordimdt€atastrophe: Finding Faith Knowingthe
End’, looks at Alex Proyas’s 2009 filrKnowing a film about prophesied disasters that signify
the end of the world. Here, the focus is primaoitbythe way the film uses biblical texts to
construct a simultaneously theological and sciedrogen idea of apocalypse. Crucially,
Proyas’s film also indicates Hollywood’s new willjiness to explore deterministic notions of the
end of the world; an intrinsic element of biblical endtime prophecy belief. This chapter also
elucidates its analysis gnowingwith reference to a range of other films. FilmeIKnowing
Contact(Robert Zemeckis, 1997nd of DayqPeter Hyams, 1999), and M. Night Shyamalan’s
Signs(2002), can be talked about in conjunction witle @another in their connected themes of
profound personal loss, subsequent lost faith th@degaining of this faith during the course of
their own eschatological odysseisowingandSigns,in particular, are linked in their use of a
more explicit biblical context. Their meditationgan deterministic themes frames a focal
narrative constituent whereby spiritual comprehamss articulated through fatalistic
interpolation. Here, part of the process of cortding meaning, in the face of apocalyptic
events, rests in the decryption of various sigas fierald the (potential) end of the world.
Knowingprecisely exhibits the way in which evangelicalgdrecy belief is derived from
‘decoding’ the Bible and it is this form of eschatgical elucidation — an apocalyptic
consciousness of hermeneutics — that enables thegpdien of signs and codes to predict the
future and help prepare for the ultimate end. Wigome evangelical interpretations, the events
of 9/11 were seen as such a ‘Sigan indication of the pre-ordained path to the ‘endt The
distinct auspices of 9/11 are a prominent feat@iferoyas’s film (as well aSigng, especially in
the mysterious manuscript of sequenced numbergevdigl acts as the pivotal key code in
deciphering the dates of all other past and futiisasters. This prominent link to 9/11 performs
a psychological function, which suggests a spiriteged for fatalistic assurance, and places the
film directly in line with evangelical prophecy lefl This can be described as the ‘appeal of
apocalypticism’, in which the biblical understangliof disasters and the ‘end of the world’ can

provide a structure of meaning for otherwise incoghpnsible apocalyptic events.

In the third case study chapter, ‘Blind Faithre@&hing Post-Apocalypse he Book of Elj
there is a continuation of a theme that beganamtievious chapter dinowing regarding the
guestion of lost faith, although, this time notamindividual sense, but concerning humankind
overall. | explore how the essential story of tifra is intrinsically linked to the biblical figure

of Eli, who stands as a metaphor for the lost tras of Israel. Like the biblical parable, the
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film’s central protagonist, Eli (Denzel Washingtpajnbarks on a crusade to restore the lost
word of God - literally, in this case, with Eli e guardian of the world’s last remaining

Bible. The Book of Elalso continues a theme from the preceding chaptlerthe prominence

of codes, signs, and symbols. Here, biblical sargpts emphasised as a supreme agency of
power and knowledge. In a post-apocalyptic wastelanere books are no more than
antiquated artefacts, obsolete tomes which aresséb most, they are nevertheless of
immeasurable value to those few able to deciphear siecrets. This underlying aspect again
participates in Dispensationalist discourse andsthatological impulse to decipher codes and
signs within the Book of Revelatioihe Book of Elfeatures as a key discussion within this
thesis in that it, again, exemplifies explicit giius context, which, lik&nowing includes the
incorporation of explicit biblical subject matter connection to the destruction of the planet, or
at least the end of human civilization as we knbwnithis chapter, | will take the reader
through the narrative trajectory of the story sacesffectively display the textual mechanisms
of religious post-apocalypse, through which theonignce of hermeneutic signs and codes is
clearly revealed. During this close textual analysexplore aspects of biblical prophecy (and
prophets), themes of resurrection and biblicalnmaeement, expressions of the divine
supernatural, and the concept of the religious kigwe — a central theme which will continue

into the following chapter.

The final case study chapter, ‘God’s Represeatan Earth: The Rise of the Religious
Superhero’, continues with a more detailed analyktbe religious superhero in apocalypse
films, where, traditionally, the superhero genre bfien incorporated a dystopian or
apocalyptic outlook. Here, | explore ideas pertagrio the narrative signification of the
religious superhero within an expressly apocalyptictext. Case study examples comprise of
the filmsConstantingFrancis Lawrence, 2005eason of the Witgibominic Sena, 2011),
and two films by Scott Stewaltegion(2009), andPriest(2011). Each film provides stories
with explicit religious and apocalyptic contextdjish accordingly portray a religiously infused
superhero that fights the forces of darkness aa@tiemies of God. However, together with the
familiar trait that features a male protagonist wias become disillusioned with his Christian
faith and who is charged with redemption throughrégaining of this faith, what this chapter
also explores is a somewhat unexpected critiqu@attolicism as a religious institution,
whereby the Catholic Church is portrayed as eitoerupt or impotent, or both. Moreover,
adding to this discursive complexity, each filnguestion features both a female captive/victim
and a demonized or monstrous female villain. Bb#sé elements combine to form a

fascinating dialectic concerning the narrative gigance of religious apocalypse within each
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film, operating in tandem with critiques of Catloidim in which both the monstrous woman

and the Catholic Church, although often in direatrative opposition to one another, ultimately
function as a dissolute Other within a wider esglogfical scheme. In addition, the filn&)0
(Zack Snyder, 2006), arfehntastic 4: Rise of the Silver Surf@im Story, 2007), are also
discussed in terms of Hollywood’s incorporatiorbddlical allegory into secular salvation
mythologies. Here, it is interesting to positioe figure of the religious superhero as something
of a decoded element within a traditional movie gloucture. This transfigures into a
recognisable narrative pattern that incorporat@sde-scale secularization of Judeo-Christian
redemption drama¥®in which the ‘supersaviours’ that had previousigdtioned as symbolic
replacements for the ‘Christ figure’ have becomelimiess opaque or coded as such within

increasingly religious apocalyptic parameters.

Lynn Schofield Clark proposes that Christiandfehnd ‘evangelicalism in particular’, is not
only widely accepted, it is in fact close to thgpested norms of American society, and that
evangelicalism is now an important supplier of Aica&s ‘cultural tool kit.% This thesis
examines the idea that endtime prophecy beliebvs, likewise, an important facet of this
‘cultural tool kit’, and, since the turn of the hethnium, this is something that has been
appreciably reflected in Hollywood'’s perceptionsapbcalypse. What is perhaps more abstruse
to ascertain, however, is the extent to which fhecalyptic events of 9/11 would have on
Hollywood's disparate depictions of the end of Wald. 9/11 undoubtedly galvanised the
apocalyptic fervour of Premillennialist convictignBrough which eschatological ideas and
endtime portent appeared to gain traction amicha tf widespread cultural anxiety and
paranoia. This was only exacerbated by a reactydBash administration that was never
hesitant in using the language of Revelation taped conceptual conflict of good versus evil.
However, a compelling indication of the impact 9¥tduld have on the film industry, and its
apocalyptic imaginings, resides in the auspicab®isaster that continue to recur in many of
the apocalypse films discussed in this study. Tihigself, imparts an extra and profound
dimension into the linear progression of the apges# film and its transformation, in part,
from a prevailingly secular genre to an apocalyptmonnoitre of religion and Premillennialist
prophecy belief. This disaster, unparalleled in Aican history, interposes itself as a further
eschatological enigma, and, in conjunction wittcesdof the endtime, affixes a fundamental

component to the 2Ycentury American apocalypse myth.

105 Robert Jewett and John Shelton Lawrefide Myth of the American Superhé@rand Rapids, Michigan:
William B. Eerdmans Publishing Company, 20¢)6.

106 | ynn Schofield ClarkFrom Angels to Aliens: Teenagers, the Media, aed3tpernatura{New York:
Oxford University Press, 2003), p.29
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Chapter 1

I Am Qmega Man: Religious Repositioning of the Secular Agralypse Film inl Am Legend

Although!l Am LegendFrancis Lawrence, 2007) has been previously letb@ remake of the
1971 film, The2mega ManBoris Sagal), much of what they have in commamésely the
source text of the book from which Lawrence’s filmkes its name. In fact, as | hope to
establish, the differences between the two filnessar distant, that | would not attributdm
Legendas a remake any more than | would considermega Marto be a remake of the first
film version, made seven years earliehe Last Man on EartfiJbaldo Ragona, Sidney
Salkow, 1964). The first film adaptation is inteneg in itself, but, examined carefully, it can
act as a useful counterpoint in discussing thefiiwoversions that followed. Tying all three
films together is Richard Matheson’s boblym Legend1954), and this is a text | will look at
closely in relation to narrative shifts from thegimal text within each film. Through this
comparison, we can investigate the way in whickohisal ideological factors have played a
vital role in repositioning important narrative cpaments within each text, and also how
Lawrence’st Am Legendtontrasts against both Matheson’s book and thaque 1971 film
version in resituating its textual foregroundingscfence fiction/horrod. Am Legendlirector,
Francis Lawrence, has attested to gleaning ingpirédtom The@2mega Manas well as
Matheson'’s book, and even includes in his filmdheasional visual homage to the 1971
version®’ In essence, however, what emerges more than agyéfse, is that each of the film
versions proffer very different interpretationsaof idea from the original story. Focusing
primarily on the contrast between the 1971 and 2@03ions, in relation to Matheson’s
original text, |1 hope to trace the developmentexttal ideological functions from the first film
versions in the 20century; which | will argue contain, at their cpaevery secular
representation of the original science-fiction/leomovel; up to the Zicentury version, which

I will examine as an ideologically religious refantation of a secular science fiction text.

First and foremost, Richard Matheson&sm Legendfor all intents and purposes, is a
vampire novel. In fact, on the cover of the modermasTeErRwoRksedition, Dean Koontz
proclaims it to be ‘the most clever and rivetingngre novel since Draculd®® The book’s
exploration into this classic bastion of gothicrooris more than emphasized by the stark

accompanying image of vampiric terror, leaving me @ doubt of its chilling content. At the

107 Interview with Francis Lawrence and Akiva GoldsmimdieLondon.Co.Uk
<http://www.indielondon.co.uk/Film-Review/i-alagend-francis-lawrence-and-akiva-goldsman-intm
Retrieved January 29 2013.

108 Richard Mathesor,Am Legendq1954), SF Masterworks (London: Gollancz, 2001).
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beginning of the story, we join the protagonist,

SF MASTERWORKS

Robert Neville, replacing strings of garlic and

| AM LEGEND. broken mirrors around the perimeters of his

R|C_HARD MATHESON house. He then proceeds to his lathe to fashion

B . riveting v hovel since Dracua some wooden stakes with the intention of killing
DEAN KQONTZ ) ) )
- . ! as many sleeping vampires before the next nightly

-y attack upon his house. From the start of
Matheson’s novel, it seems clear that we are
dealing with a very traditional understanding of
the vampire myth. However, during the course of
the story, a gradual dismantling of this myth takes
place, whereby a secularly rooted revision of the
vampire ‘condition’ is imposed through a
scientific and psychoanalytical exploration of the
biochemical cause of ‘infection’. What transpires

is a secular/scientific reorientation of the varapir

myth, in which science triumphs over superstition.

This incorporates a general debunking of the
Fig. 1.1 Vampire Apocalypse: the cover of SF . . ) .
Masterworks’ edition which leaves no doubt as Vampire ‘legend’, including, importantly, the

to its gothic horror antecedents. myth of (Christian) religious power over vampires

(the crucifix, holy water, etc.) — something thlinnately transpires to be psychological rather
than mystical — albeit a ‘hysterical’ derangemdfeaing only those vampires who had been
previously religious, or more specifically, Chrasti In Matheson’s novel, Robert Neville
explains why a psychological (and irrational) feathe cross does not work for all vampires;

Why should a Jew fear the cross?’ he said. Whbylsha vampire who had been a Jew fear it? Most
people were afraid of becoming vampires. Moghem suffer from hysterical blindness before
mirrors. But as far as the cross goes — weltheeia Jew nor a Hindu nor a Mohammedan nor an
atheist, for that matter, would fear the crt8s.

Furthermore, Matheson’s novel performs an ultintgeigration of religion altogether. In a
flashback sequence, Robert Neville remembers tighhef public panic after the onset of the
plague, and describes being roughly cajoled irttob@ng of religious hysteria, in which an
evangelical preacher feverishly recants propheatfi&sternal damnation’, ‘creatures from hell’,

and ‘God’s almighty wrath’. Neville concludes timemory by his dry and derisory summation;

109 Richard Mathesor,Am Legend1954), SF Masterworks (London: Gollancz, 20111 24.
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In a typical desperation for quick answers,lgasiderstood, people had turned to primitive

Worship as the solution. With less than sucddesonly had they died as quickly as the rest of

the people, but they had died with terror irithearts, with a mortal dread flowing in their net*°
After which, Matheson extracts all religious supiéis) from the vampire legend altogether,
dispelling the mythic and mystical power of theaifix (which Neville refers to always as ‘the

cross’);

And then, Robert Neville thought, to have thidelous dread vindicated. To regain consciousness
beneath hot, heavy soil and know that deathioadirought rest. To find themselves clawing up
through the earth, their bodies driven now Isyrange, hideous need. Such traumatic shocks could
undo what mind was left. And such shocks coufalan much. The cross first of all. Once they were
forced to accept vindication of the dread ohlgeiepelled by an object that had been a focaltdin
worship, their minds could have snapped. Dréateocross sprang ugt

After isolating and scientifically studying thergn responsible for the plague (which Neville,
in ironical fashion, namesyampirisBacillus’), rather than true vampires of legeneéyvNe
describes the infected as ‘demented suffererstolesl victims of a virulent bacteria who, due
to the insanity caused by infection, can only cliaghe myth of vampirism as a credos for their
‘living-dead’ existence. The bacteria that causés ¢ondition drives a compulsion for fresh
blood so that it may thrive, and this compoundsidiea of the vampire legend in the mind of
the host — with all its psychological, mythic acttements. In essence, Neville (and Matheson)
debunks all the traditional and mystical superstitissociated with the vampire, and brings the
myth squarely into the secular sphere of sciend@ches, vampires’, Neville says to himself,
‘—in all these feared beings there was an inteemadiinship. Legends and superstitions could
overlap, and did*'? In terms of genre, Matheson effectively imposestemporary science
fiction over more romantic and fanciful forms oéssic, literary horror, and, in doing so,

negates all accompanying notions of ‘evil’ regagdiihe traditional view of the vampire myth.

Where have all the vampires gone?: textual reorieations of Matheson’sl Am Legend

As for the first film adaptation in 1962 he Last Man on Eartfollows on from Matheson’s
secular repositioning (or re-reading) of the vammpiryth, in that the film extracts all mention of
religion altogether. The film elects to do awayhwatucifixes as part of the traditional armoury
against vampires, while, quite conspicuously, kegjaill the other mythic menagerie of
weapons... garlic, mirrors, wooden stakes, dayligttt, By the time oThe®2mega Manin

1971, the story has altogether lost the vital idgnet of ‘the vampire’ — something which was

110 Richard Mathesor,Am LegendLondon: Gollancz, 2011), p. 105.
111 pjid., pp. 105-106.
12 |pid., p. 106.
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also a fundamental feature of the first film versias well as central to Matheson’s original
text. In Matheson’s novel and, to a significanteex{The Last Man on Earttihe historical

reason for the vampires’ existence is largely gepl, the important aspect is that vampires
now dominate the earth. The basis for the plagaewipes out civilization iThe2mega Man

is deeply ideological, and this ultimately supeesethe vampire aspect of the novel and first
film. Firstly, the reason for the germ warfare tavastates humanity is a ‘border war’ between
the virulent forces of Russia and China. Very madim of its time,The@2mega Manthrough
Neville’s nightmarish flashbacks, depicts the iasiag global tension caused by the escalation
of a ‘Sino-Russian border war’. At the height of ttold War, in 1971, the biggest threat to
human civilization, it seems, is the scourge of oamism — be it either from Russia or China,
or, in this case, both. A flashback, blended witreatreme close-up of Neville’s anguished
face, shows a news report graphic that depictsrartea and sickle sinisterly descending over a
map of the globe. The United States, on the othedhis portrayed as a non-aggressor that has
inescapably been dragged into the conflict. Thaltieg global germ warfare causes a plague
after mutated bacilli form out of the biochemicaapons, destroying civilization and
transforming what little that remains of humanityo psychotic mutants that sleep by day and
ravage by night. IThe Last Man on Earththe reason for the plague’s existence is muctemor
opague. All that is revealed is through a newsphapadline; PLAGUE CLAIMS HUNDREDS is
Europe’s disease carried on the wind?’ Again, thedd States, here, is clearly not culpable for
the end of the world.

Where the first film version elects to elide asgpect of faith and religiomhe®mega Man
like Matheson’s book, effectively incorporates aemll denigration of religious belief.
However, rather than do this through a depictioapcalyptic desperation or the dispelling of
myth and superstition, as with Mathes®he®2mega Mannstils a secularly sourced
ideological standpoint that posits the (Americardividual over the community. Not only does
the film establish the infected, who refer to thetan as ‘the family’, as a nihilistically
destructive uniform group intent on crushing alhfie of non-conformity — a metaphor for
communism, as opposed to Charlton Heston’s ‘evenysyanbol of American individualism —
the community of infected are depicted as a deseghigious fraternity, albeit entrapped within
their own delusionary and self-destructive coddefout law. Of course, according to the
conventions of genre, it would make no fictionalsethat vampires could in any way show
religious devotion. Hence, any talk of blood-sugkghouls is written out cfFhe®2mega Man
in favour of more ideological intonations — namehg social threat of the ‘communist ideal’,
married with the danger of religious fanaticism.
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Fig. 1.2The Red Peril: Neville looks back to how ‘the s@mipof communism’ destroyed
civilization. This is also a prime visuaétaphor in which Neville is the representation of
the American individual against the anis social absorption of the communism threat.

Moreover, inThe2mega Manlike Matheson’s book, there is no inference miadany
religious belief on the part of Robert Neville, wiewen in the previous world, is portrayed as
somewhat of a loner, with there being no mentiofriehds or family. In essence, Robert
Neville seems quite at home in his isolated, ppsicalyptic environs, in which a discernible
dialectic, here, is the domestic dichotomy betwtbenione individual and ‘the family’. In
contrast, in Am LegendRobert Neville’s prior faith is clearly registereas well as the
palpable loss of this faith after the death ofwiife and child — not to mention the eradication
of human civilizationThe@2mega Marrepresents a significant departure from the bawk a
others films, in that Robert Neville does not haweife and child, and therefore does not seem
haunted by the death of loved ones from his preagptic past. In Botihe Last Man on
Earth, andl Am Legendduring Robert’s flashbacks, we see that he hadeaand young
daughter, and, in both films, we experience Robentense anguish as we witness the deaths
of both wife and child. However, unlike LawrencéAm LegendRobert Morgan (Vincent
Price), likewise a man of science, is evidencedaasng no prior faith or belief in God, and
therefore, the tradition of the crucifix against trampire is summarily abandoned.
Consequently, a recurrent narrative theme of &gt through the death of the protagonist’s
wife is only prevalent to LawrencelAm Legendand is not applicable to the book and other
film versions, as the protagonist, here, has rtb tai begin with. This narrative aspect
transpires to be a fundamental difference regartfiadilms’ denouement overall, and, as
indicated, fits a recurring pattern in several apocalypse films, whereby the lost faith that is

instigated through the death of a spouse is réetsthrough divine supernatural experiences.
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Turning Vampires into Zombies: Ideological represemations of the monstrous Other

Matheson, throughout his book, meditates on thepuanas a site of outright abjection, as
nothing more than a living corpse driven by basemasions. Matheson does this as a further
way to undermine the somewhat romanticized imaghetjothic vampire. Matheson’s
‘vampires’ are figures of disease, ‘filth’, and diefnent; they are symbols of death, decay, and
nihilistic destruction. Indeed, Matheson’s depiotmf vampires is rather more akin to the
image of the zombie, in terms of fictional repreaa&ions of ‘the living dead’. In effect, what
perhaps emerges is a hybrid of both vampire andmrin her bookk-ilm, Horror, andthe

Body Fantasti1995), Linda Badley observes that ‘modern hota&es little solace from
“worn-out platitudes about a heaven and the aféérlThe fear and fascination concerns a lack
of spirits, vengeful or otherwise: the horror ohbeing on the one hand and of the corpse,
material death, on the other. The real horror &thie aftermath: decomposition, absence, grief,
or as [Walter] Kendrick terms it, “dreadnes&®’Badley goes on, ‘The dissolution of the
boundaries of death and life has also destroyedimmgle concepts of soul as an “eternal” or
essential self. Its loss raises disturbing questafridentity that have fostered new mythologies
of the body.*** One of these mythologies is the unassailably afigare of the zombie, as
prodigiously characterised in film by George A. Rapis ‘Living Dead’ trilogy,Night of the
Living Dead(1968),Dawn of the Dead1978), anday of the Dead1985). Other than this
subversion of the vampire — downgraded to the lsagad harrowing figure of the lumbering
zombie — one of the reasons why Matheson’s ‘varhpoeel is quite so chilling, other than his
clinical dissection of a classic horror myth, isthkeson’s almost empirical observation of the
abject body. Matheson has his ‘everyman’ protadpRisbert Neville, methodically dismantle
the romanticized legend of the vampire almost niytimyth. Margaret L. Carter observes that
within much related contemporary fiction, ‘the varepoften appears as an attractive figure
preciselybecauséie or she is a vampir&!® The vampire is frequently idealized as either a
‘rebellious outsider’, a ‘persecuted minority’, @mdangered species’, or as a ‘member of a
different “race” that legend portrays as sexuattynicompetent®® In short, ‘the vampire
makes a fitting hero for late twentieth-century plap fiction.*’ By direct contrast,

Matheson’d Am Legendloes away with any such romanticized notions,ragirg ‘vampires’

as simply walking corpses, enfeebled zombies, botraeically driven by scientifically

113| inda BadleyFilm, Horror, and the Body Fantasti{gVesport, CT: Greenwood Press, 1995), pp. 23-24.
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115 Margaret L. Carter, ‘The Vampire as Alien in Canfmorary Fiction’, inBlood Read: The Vampire as Metaphor in
Contemporary CulturéPhiladelphia: University of Pennsylvania Pre€97), p. 27.
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explained compulsions to survive — much like humangact. For despite Matheson’s de-
romanticizing of the vampire myth, his story nefagets the human equation, within which a
further more poignant feature is the subtext of &bbleville’s pre-plague life, as we find that
the leader of the vampires and Neville’s chief temtor, Ben Cortman, was once his close
friend and colleague. This is a constant remindétdville (and to the reader) that each
‘vampire’ once possessed friends, family, and lowees, and this brings further tragedy and
pathos, as well as adds to the terror overall,@fill’s seemingly hopeless existence. In
Matheson’s novel, the vampire as zombie typifieeweerall effort to encapsulate the decay and
abjection of the reanimated dead body, rather tharfantastical and superhuman physical
prowess that is often associated with the vamgipopular fiction. This was also the way in
which the vampires were depicted in the first fisrsion,The Last Man on Eartlwhich is by
far the closest film adaptation to the book. Lif#alley adds thaRomero’s Night of the living
Deadwas horrifying because the “dead” were in the nieshnical senses living. They were
functioning bodies going about the business ofigatyen masse. They were the horror of our
embodied — consumed and consuming — selves. “Tdegy’ a character in Romerd®ay of

the Deadexplained.t!®

Despite their symbolic representation as zomliealignment with Matheson’s text, the first
two film versions, unlike LawrencelsAm Legendportray the infected as capable of speech,
with The@2mega Manjn particular, featuring a charismatic and elogueader in Mathias. As
Kenan Malik attests in his booklan, Beast and Zomhispeech is an integral aspect for the
symbolic recognition of humans as a social spetlasians, says Malik, ‘are symbolic
creatures, with language, self-awareness and sedagtence. These three phenomena are
intimately connected. Language can only existso@al form, but it also helps create the
possibility of a social existence beyond simply kiveds of individual interactions that animals
experience!® The fact that the ‘symbol’ of speech is taken afvagn the infected in Francis
Lawrence’s film version is telling in terms of native function. As with the Matheson’s novel,
in bothThe Last Man on EartandThe®2mega Manthe leader of the infected represents
Robert’s chief nemesis, and, in all three texts, ¢haracter is roundly explored within the
flashback sequences, and, in the process, isig#gchumanised as a former close
acquaintance to Robert. For all intents and purpdbe leader of the infected represents
Robert’'s own shadow-self; a perpetual remindeheffate that should have befallen him.

Whereas the book and first two film versions warlstress the connection between Robert and

118 Badley, p. 25.
119 Kenan Malik,Man, Beast and Zombie: What Science Can and Calfellot)s About Human Natui@gondon:
Weidenfeld & Nicolson, 2000), p. 220.
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his nemesis, the fact that this aspect is completesent in LawrencelsAm Legend

constitutes a clear demarcation between Nevilletaadnfected, and operates to emphasise the
dehumanisation (and de-socialisation) of the plagctans — who are no longer capable of
speech — instead focusing on their monstrous aimaadistic characteristics.

In contrast td’ hemega Mandespite the fact that the infected are showrr@aamin large
numbers, in Lawrence’s film, the infected are nepidted as having any social form of
community (although this idea is turned on its he@tin the alternate ending). Instead,
Neville dwells on the aspect of their animalisstabhuman condition, registering their
behaviour as a form of ‘social de-evolution’, armserving that ‘typical human behaviour is
now entirely absent’. Neville moreover refers te thfected’s place of sanctuary as their ‘hive’
— a term that equates the infected more with issbetn with fellow mammal species, and an
insight to how they are perceived in Neville’s mitd fact, when the infected attack, they
attack in swarms of countless numbers, indeed, l@ea plague of insects rather than
predatory mammals. [hhe2mega ManNeville refers to the infected’s hideout as theast’,
which is more in keeping with the traditional vamepihetoric of the original text, and like the
traditional vampire of legend, the infectedlihe@mega Manwhatever destructive menace
they pose, are no less articulate, intelligent, @adulating. However, unlike the original text,
despite their ghoulish appearance and aversioaytgtt, ‘the family’ are not typically
portrayed as vampiric, insomuch that they do nsit &dfter blood, do not possess elongated

canine teeth (as in the novel), and are just asahiynimortal as Neville.

Inlast Man on Earthalthough the infected are referred to as ‘vangjjitbey more
characteristically resemble slow, lumbering zombidsugh they appear to suffer the same
aversions of the fictional vampire (other than ¢hecifix), the victims of the plague are a
dishevelled rabble that are so feeble and fraiberiofights off their numbers with apparent
ease. Conversely, from the perspective of the ‘veeg]) it is Robert who must seem to possess
the superior strength, speed, and agility of a swgiaral being. Robert says of the infected;
‘individually, they’re weak, mentally incompetefike animals after a long famine. If they
weren’t, they surely would've found a way of breakin here a long time ago.” Nonetheless,
like The@mega Manthe infected are still recognisably human, amdike the infected of Am
Legend are clearly still capable of speech, as theyigierstly goad Robert to ‘come out’ each
night, calling to him specifically by name. Simligrin The2mega Mandespite their obvious
afflictions, the infected are cast as nothing thss human; in fact, what could be more human
than the idea of ‘the family’? In his bodkyil and the Demoni¢1996), Paul Oppenheimer
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attests that ‘'vampires, no matter how one wisheefme the term, must at the very least be

seen as previously human, presently ‘undead’ cresittho have plainly surpassed the human
by joining forces with death, who have managedetoime superhuman by returning from the
grave somehow, and who — a nimble point — seekttasa dominion of converts, a hierarchy

of the undead, that will, as they increase andashrefface humanity altogethéf®

In the 1971 film version, rather than dehumangghe infected, as withAm LegendMathias
effectively serves as Neville’s darker double;dusially charismatic shadow-self; as is often
configured of the vampire of fiction. In this respePaul Oppenheimer describes the traditional
role of the doppelganger in film as the ‘demonipagite’ or ‘the fervid other’; ‘the dark twin
of the brain animated with rich, destructive pugm2! Likewise, inThe Last Man on Earth
Robert’s former fellow scientist, Ben Cortman, diam Robert says was ‘like a kid brother’,
as with Mathias, ends up as the leader of the tedeand Robert’s chief nemesis. Similarly,
Cortman represents Robert’s own dark double or elgapmger; a constant and unbearable
reminder of who Robert would have been had he sabed to the virus; a disease which
unleashes one’s most dark and fetid impulses — ngethat is, again, traditionally
encapsulated by the figure of the vampire. Whatase, in bothrhe Last Man on Eartand
TheQmega ManRobert’s ‘demonic double’ possesses a relentesgpulsion to destroy their
uninfected opposite, and each, with their ghouksgfions, gather outside Robert’s house every
night with this sole purpose in mind. Oppenheindasathat the figure of the ‘double-spectre’,
or doppelganger, is ‘far more than a release oftsened impulses and latent, cruel energy.
Unwilling simply to share its growing power, it agees a lethal, demonic independence,
gradually coming to tyrannize the initially receqatipersonality that is its souré#.

In contrast to the recognisably human plaguemgof The Last Man on Earttand
particularly, The2mega ManLawrence’'d Am Legendconversely, posits the infected as
wholly animalistic bodies of abject horror. Grotasty demonic in appearance, the infected are
completely hairless with grey translucent skin ungleich dark veins are markedly visible.
With misshapen, elongated skulls, their monstraagids are a snarl of unsightly skeletal and
muscular protrusions. What is more, these horbfidies seem capable of unnatural elasticity,
as evidenced by the unsettling sight of their argly gaping jaws, in conjunction with their
unearthly banshee-like screams. In direct conteahe Last Man on Eartlthe zombie-like

infected, here, are phenomenally strong, fast,iapdssibly agile, able to leap superhuman

120 paul OppenheimeEvil and the Demonic: A New Theory of Monstrousé®@ur (London: Gerald Duckworth & Co.,
1996), pp. 91-92.

121 bid., p. 19.

1221bid., p. 20.



46

heights and distances. The infected also seem uigpisrto any pain, although, like the other
films, they possess a strong aversion to daylighaddition, the infected’s noticeably frantic
rate of breathing is more naturally aligned withioa panting than with something
recognisably human. Furthermore, as Steffen Hamikeobserved, instead of using actors to
depict the infected, as with the other filrh&m Legendelies predominantly on CGl,

a facet that further works to distance the infet¢henin from their ‘real’ human counterparts.
Hantke adds that, ‘though the film refers to thet far process of transformation from human to
infected, there is no scene in which we see a C&atare morph into an actual actor or vice
versa: the otherness of the infected is an unalefact.? Ironically, the only time we see a
creature begin to transform due to infection, i@ a human, but Neville’s pet dog, who has
been bitten by one of the infected’s own demonignias. Later in the film, however, there is a
reverse transformation, when a captured infectetke gradually begins to turn back to
human, though not to full non-CGI completion. larktcontrast to the infected bAm Legend
the physical afflictions of ‘the family’ iThe@2mega Mammount to no more than extreme
albinism and blindness to light; and whereas tifiecbed in Lawrence’s film display no social
interaction other than to swarm when attackingfémely are depicted as a radical pseudo-
religious cult — with all the human social struetuorganisation, and ritual this might entail.
Through these disparate portrayals, we have a deaarcation of what the infected, in both
texts, are intended to represent to the viewerntbestrous de-humanized loAm Legend
against the delusional re-humanized’ beQmega Man

Christian symbolism at the end ofThe Last Man on Earth and The Qmega Man

Ultimately, the ironical twist at the end Richarcitleson’s bool, Am Legendis that the last
human has, himself, become like the vampire ofldg&obert Neville, without realising, has
become a real-life Bogie Man; a mythic creature liwas by day and sleeps by night, existing
only within the liminal nightmares of the new hunsotiety. This original message has largely
been lost amidst the various ideological functiohthe films, although the first film version
perhaps comes closest to this principal idea bethadbook. InThe Last Man on Earthas in

each film, Robert eventually encounters a young amnwho, on the surface, seems healthy
and virus free; except, in this case, she is dgtpalt of an organised and growing society of

humans that has learnt to stave off the plagueugiralaily injections of a makeshift vaccine.

123 Steffen Hantke, ‘Historicizing the Bush Years:iBo$, Horror Film, and Francis Lawrencé’am Legentin, Aviva
Briefel and Sam J. Miller (edHorror After 9/11: World of Fear, Cinema of Terrhustin: University of Texas Press,
2011), p. 170.
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As with the book, the woman has been sent to sgabert by this new sect. The woman,
Ruth, tells Robert; ‘You're a legend in the citypwing by day instead of night, leaving as
evidence of your existence, bloodless corpses.eR@bgrim lethality — to all sides — is echoed
again inThe@mega Manalbeit rather more contritely, when Lisa tellsbed, ‘Between “the
family” at night and you in the daytime shootingaatything that moved, man, we had to stay
low.” The first film version, however, is much maakgned with the original text, as Ruth’s
words closely mirror the original text. She tellsliert that he is regarded as ‘a monster’ by her
people, and speaks of the terror that he haslegtihroughout the new human society; ‘Many
of the people you destroyed were still alive. Mahyhem were loved ones of the people in my
group.’ InThe Last Man on EartHike Matheson’s book, it seems as though Robast h
become a kind of inverse vampire; the very thindgpae strived to eradicate, becoming, in the
process, the titular ‘legend’ in question.

After curing Ruth of the virus with antibodieeiin his blood, and from which, presumably,
she can now go on to cure the rest of humankirednéw order of humans finally come to rid
themselves of this mythic menace. Again, emulatiregnovel, the new human society send
soldiers clad in black with machine guns to Netsllertified house. Resembling a rather
fascistic paramilitary force, they corner the woeddRobert in a nearby church, and, before
Ruth can stop them, the saviour of humanity i#illsymbolically, at the alter with an iron
spear to the chest; the final metaphorical stakirte last ‘real’ vampire. In keeping with the
religious allegory present within all three filna)d which is a recurring trait in apocalyptic
science fiction in general — even if it is no lessular in nature — Robert’s spear to the chest
also metaphorically mirrors Christ’'s death on thess, and the Bible’s depiction of the Roman
lance that pierced Christ’s side. In fact, this &ih overall Christ allegory at the film’s end,
whereby Robert, regarded by some as a supernafutigl, and who offers salvation to
humanity with his (Christ’s) blood, is persecuted @aptured by the new ruling order, and then
executed by its soldiers, symbolically martyredd=sgh the (implied) crucifix of a church alter.

Like The Last Man on Earthithe end offThe@2mega Maris no less religiously symbolic, as
Robert Neville is finally killed by Mathias, agaiwjth a spear. After Neville lives just long
enough to pass on the cure he has made from hiblmed to the new generation of humanity,
he dies in a clear Christ pose within a fountathwéth his blood. However, far from being any
sort of validation of Christian ideology, this imeagf Christ-like sacrifice in the guise of
Neville’s mock crucifixion can be viewed as overtlybversive, and perhaps, if anything, might

seem nothing short of blasphemous to many fervansttans — an ersatz of The Crucifixion
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Fig. 1.3 End of a Legend: the saviour of hurtyagiies symbolically at a church alter, as Ruthiear
forth his life-giving blood. Interestingly, amepiction of the church’s own ‘holy saviour’ is abs
from the shot, having been transposed by themetive power of science.

for mere science fiction folly. In fact, what comm# of The©2mega Maroverall, other than

the explicit subversion of Christian symbolism amagery, is a clear vilification of religious
fundamentalism altogether. Here, the infectedttor family’ as they are known, represent a
regression back to a history when religious idealse regarded science and technology as
satanic or ‘evil’ — a word frequently used by ‘tianily’ to describe Neville and his scientific
and secular values. The family’s leader, Mathiefers to Neville as ‘the creature of the
wheel’, and solemnly decrees a day when ‘Nevillk eame down to “the family” for his
judgement — down to punishment for his blasphemlgiéimately, this pseudo-religious faction
is portrayed as perversely pernicious, with a pstictself-imposed leader that harbours
grandiose delusions that he has been ‘chosen’higher power to ‘cleanse the world’ (ifhe
Qmega Man‘psychotic delusions’ are later listed as onéhefprime symptoms of the virus).
In contrast to Charlton Heston’s portrayal of th&ican ‘everyman’, ‘the family’ are
depicted as fundamentalist fanatics, and theigialisly grounded ethics are corrupted to the
point of being nihilistically destructive. Upon begi captured, Neville describes ‘the family’ as
‘barbarians’, to which Mathias retorts; ‘You call barbarians, well, this is an honourable
name. We mean to cancel the world you “civilizedbdple made. We will simply erase history
from the time that machinery and weapons threatemm@ than they offered, and when you
die, the last living reminder of hell will be goh&he religious signification of the family, other
than the clear demarcation of their religious rhiet@xtends to their appearance, which is akin
to a monastic order, complete with black hoode@solvhilst often referring to themselves
collectively as ‘the brethren’, and individually esher ‘brother’ or ‘sister’. This clear religious

foregrounding is emphasised by the fact that tlaehdave specifically biblical names;
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‘Mathias’, ‘brother Joshua’, ‘brother Zachary’. Tetger, they constitute a group of neo-
religious zealots who represent the regressioruofan civilization to a time of medieval
religious hysteria against science and machinéng; evil, forbidden things — the tools that
destroyed the world’. Subsequently, when ‘the fghattempt to burn Neville at the stake, they
are effectively attempting ‘burn the witch’ (in fadNeville is made to wear a pointy hat for his
execution). In essence, very much in contrast®m LegendTheQ2mega Mamortrays an
extremely negative depiction of religious absohatignd, in the shape of the heroic Robert
Neville (indeed, Charlton Heston is the quintessépbst-apocalyptic hero in every sense)

champions science and secularism over archaic fofmedigious cabal.

Fig. 1.4 Christ pose: symbolising Neville’'ssa@nic sacrifice as the saviour of humanity. Awash
with the metaphorical ‘blood of Christ’, theaular bottom of the fountain’s central decorative
feature functions as a symbolic halo.

Fig. 1.5 Religious frieze: This final shot tréarens into a lurid negative to signify Neville'spisitual)
transcendence — or at least his framed immaoatiadiz into legend.
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The religious reconfiguration of] Am Legend

At the beginning of Francis Lawrencé’dm Legendwe are shown a visage of a desolate city
landscape. After a series of still settings thatictean utterly deserted and overgrown New
York City, the unsettling tranquillity is disturbdxy Robert Neville (Will Smith) as we ride

with him in his sports car hunting deer through ¢hyg streets. During the chase, he approaches
an abandoned convoy of military vehicles. Afterdnees past, the camera slowly closes in on
a series of posters on the back of an army ta®D ‘STILL LOVES US, the posters declare in
block capitals. However, in the bottom sectionha posters, there is a subverted version of
Michelangelo’s ‘finger of God’, which is mimicked the section above. This time, in
photographic negative, a hand with a gun poinGa’s outstretched hand, with the (counter)
qguestion underneath: ‘Do we still love God?’ Insthegly, the one poster that is predominantly
visible appears to have been partly scratchednoilte unmistakable pattern of a butterfly. This
is in fact an embedded code; part of a reoccuthege that will be of some profound
significance later in the film, and part of a réhgs subtext that seteam Legendstarkly apart

from its two earlier incarnations from the sixte®d seventies.

As established, the film repeats a narrativéepatevidenced within several apocalypse films
since 1999. Dr. Robert Neville is a former Christi@ho has lost all faith in God, and just as in
End of DaysSigns andKnowing this loss of faith has been triggered by thequatl sense of
grief after the death of his wife. Here, the faattthere can be no God is compounded by the
destruction of human civilization, for which Robakville himself feels partly to blame. We
know that Robert Neville had formerly believed indSrom one of his flashbacks that provide

the back-story to how the ‘KV virus’ gradually dests civilization. In one scene, Robert helps

Fig. 1.6 ‘God Still loves us. Do w#ll love God?’: A scratched out butterfly pattesignifies a
recurring motif.
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to evacuate his wife and young daughter as thdalityinto chaos. Before the helicopter takes
off leaving Robert behind, and even though theisddvarn that they must urgently leave, the
family all bow their heads as Robert’s wife saysayer; ‘Dear Lord, please watch over Robert
and keep him strong for the struggle ahead... plpssdring him home safely, Amen.” In a
further flashback, Robert watches on helplesslyisisvife and child perish in a helicopter
crash; the pilot appearing to succumb to the virughe post-apocalyptic world, Robert
Neville’s representation, or as least, premonitehumanity’s (potential) saviour, is
symbolically performed in one scene in which hesdoehind-the-neck pull-ups. His cruciform
posture, as well as indicating his status as ‘sayjialso signifies the sorrow of his deep
sacrifice, as well the heavy burden he personafrdin seeking the salvation of humankind —

albeit through scientific endeavour.

Fig. 1.7 Crucifixion pose: Robert Neville adoptslear cruciform position during his training regm

Crucially, just as astrophysicists Prof. Johrestter inkKnowing and Dr. Ellie Arroway in
Contact Dr. Robert Neville, a leading virologist, has tbedied his life to the advance of
science. As in these previous films, Neville usssshientific ideas and background in order to
rationally oppose notions of religious faith and tea of a higher power. This acts as a direct
and confrontational counterpoint to specific quasdiof Christian faith, which are eventually
presented to Robert in the form of Anna Montezelsponse to Anna’s gesticulation of ‘My
God’, Robert snaps back, ‘God didn’t do this Annae-did!” The profoundly religious Anna
replies, ‘God told me he has a plan — if we listga,can hear God’s plan.” Robert angrily
shouts, ‘There is no God! — There is no God!’

Neville has, nevertheless, managed to find d kirresidual spirituality in the music of Bob
Marley; whose music is heard throughout (both diegend otherwise), and a source from
which Robert derives both comfort and solace. Eneeming his daughter, ‘Marley’, Robert
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views Bob Marley’s music as the definitive artidida of humanity’s former spiritual and
poetic expression, and it is through the music ab Blarley, rather than the Bible or religion,
that Robert seems to arrow his remaining compassoodl integrity. The importance of
Marley’s music in helping Robert face his harrowday-to-day life, furthermore acts to
connote the ideals of Rastafarianism — a spiritu@ement which advocates, among other
things, a harmonious existence with the environnaentthe laws of nature, and which
encompasses a large-scale rejection of conventiteatern society?* We have already
witnessed Robert’s ‘harmonious’ integration witk hew natural environment in his hunting of
deer through the deserted city streets. For Rebeftto is racially linked to the Rastafarian
movement (steeped in traditions of African religierthis ethos might seem to possess more
spiritual gravitas and relevance over traditiomatrfs of Christianity, particularly within the

reflective context of humanity’s damnable demise.

Towards the end of the film, Robert, Anna, amelthoy, Ethan, are trapped in a reinforced-
glass panelled compartment, surrounded by legibtieednfected. The leader viciously and
repeatedly charges at the glass and it beginsatkcihe veined wing pattern that begins to
emerge in the cracked glass not only reminds Ralféhe butterfly tattoo on Anna’s neck, and
completes a running theme of symbolic butterfliest began with the ripped poster at the start,
but, here, it represents the key religious sigatfan of angel wings. This is embodied by the
infected’s leader, who, unexpectedly ceases haskatind stands motionless, as though taken
over by some other presence. All sound stops asgeems to freeze for a moment. The
camera focuses sharply on the outlined wings etattedhe glass, while the leader appears as
a featureless figure in the background, momentdeloid of his demonic characteristics. He
stands perfectly positioned between the wings whkinktch out either side. As if through
divine intervention, the demon is transformed iatasage of an archangel. Like the subverted
depiction of Michelangelo’s ‘finger of God’ in thoster at the beginning of the film, Robert
now finds himself pointing a gun at a symbolic es@ntation of God (in the Bible, archangels
are invariably portrayed as messengers from Gaod just as in the poster, Robert has to ask
himself the question; does he ‘still believe in GoAt this very moment, as time stops, we hear
calming music begin to play, and in front of thentyplic representation of an archangel,
Robert experiences an epiphany. We hear a whisges ihead; ‘Daddy, look it's a butterfly’ —
the last words spoken to him by his daughter besbeedied. This at once triggers a profound
revelation, as Robert turns from the butterfly @attin the glass to the butterfly tattoo on

Anna’s neck, which he now seems to identify withogerarching pattern. Throughout the film,

124 Stephen D. GlazieEncyclopaedia of African and African-American Rigligs (New York: Routledge, 2001), p. 263.
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Fig. 1.8 Messenger of God: A symbofpearance of an archangel provides Neville with the
revelation that humanity’s salvation restfiis own sacrifice.

the image of the butterfly has repeatedly beerelinio God; firstly, the poster that declares that
‘God still loves us’, the butterfly tattoo of theghly religious Anna, who professes to hear God
speaking to her, and finally the butterfly patternhe glass that transform into the wings of an
angel. Like Graham Hess 8igns and John Koestler iknowing Robert Neville has now
decoded the cryptic ‘signs from above’, and in sing, like Hess and Koestler, has regained
his lost faith in God. Through the aid of theseimivmessages, Robert finally realises that he
holds the salvation of humanity in his own handshalding with the film’s climactic
repositioning into modes of spiritual apocalypgéeo than a memory in Robert’s mind, his
daughter’s words can be understood as a form esttal communication from the afterlife —
for which the symbolic appearance of an archangghnact as a heavenly conduit. Similarly,
in Signs Graham Hess'’s wife; in a liminal state betweéndind death after she is pinned to a
tree by a car; likewise acts a conduit for proghetiormation from the ‘next world’;
information that ultimately acts to save Graham haisdamily. Inl Am LegendRobert
reinforces the idea that he has received a diwwmelation when, after placing Anna and Ethan
into safety, he hands Anna the vaccine from thedlf the cured infected female, telling her,
‘| think this is why you're here’. Anna asks, ‘Wharte you doing?’ Robert pauses in
contemplation for a moment and replies, ‘I'm listegi (...to ‘God’s plan’). This narrative shift
furthermore reinforces the unshakable evangeliekébof a deterministic order to the
universe, something which is directly attuned ta@G@wn eschatological design. Before he
releases the high explosive grenade that will alaénhimself and all the infected, Robert
Neville now understands, in alignment with Christizeliefs of divine sacrifice and salvation, it

is through his death that humanity might now live.
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One of the essential differences betwieAm LegendandThe®2mega Manand another in
which Lawrence’s movie remains more closely linkedhe notion of biblical apocalypse, is
thatl Am Legendiepicts the infected populace at large as mucle moimalistic, or demonic,
and who, in an evangelical reading, can easilynberibed as ‘evil’; or the hordes of the
Antichrist (during the ‘time of tribulation’). Inhie 1971 version, the infected are merely
portrayed as a pseudo-religious cult of mutatedited, who blame all science and technology
for the fall of humankind, and who set about destrg the remnants of technological
civilization. Robert Neville, who they see as tmeb®diment of this ‘evil’, must also be
destroyed, although there is also the elementlbpseservation on their part, as Neville hunts
and kills each plague victim he finds during thg da they sleep. In Lawrencd’sm Legend
the infected seem to have no logical purpose dt@ar the instinctive destruction of the
protagonist, the only human that is unlike themsel{mdeed, they do not seem interested in
killing each other, but, then again, this is a pikng feature throughout zombie films.)
However, there may be another more logical readon‘the infected’ strive for the destruction
of Robert Neville, in that he has been capturirdjMidual ‘victims’ of the virus in order to use
them for his experiments. It seems that Robert Idegventually ‘crosses the line’ when he
apparently captures the female mate of the inféctedder. However, Neville’s compulsion to
try to save the infected by finding a cure, throwghch he justifies his experiments (on those
he no doubt believes have suffered a fate worsedkath), is a distinct departure from the
protagonist’s role in the earlier film versions.Robert Sagal’s 1971 film, the character of
Robert Neville (Charlton Heston) signifies a mucbrenmalevolent threat to the infected, in
that he, as with Vincent Price in the first filmrg®n, represents nothing more than an
exterminator of plague victims. In the lesser knawihe three filmsThe Last Man on Earth
(Sidney Salkow, 1964), there is perhaps a morkftditendering of the original book, in that
those infected by the plague are portrayed as ctaistically vampiric. In fact, as well as the
infected’s inability to exist in daylight — a comméeature of all the films — the plague victims
of The Last Man on Earteymbolise much of the classic representatione@fiythic vampire,
including the compulsion to feed on blood, and arsion to garlic, as well as an inherent
repulsion of their own reflection. The protagonisimed Robert Morgan in this version, even
kills the infected by hammering a stake througtirtheart. In essence, Robert Morgan is a
vampire hunter. The main driving force for the otéal is to feed on the blood of those still
succumbing to the plague, but, like in all film si@ns, there seems an extra impulsion to
destroy the last remaining immune human. Agaire Tlke2mega Manthis may have more to
do with the fact that they are methodically beingted and killed by ‘the last man on earth’. In

Comparison] Am Legents Robert Neville is portrayed as a humanitariaersest who, far
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from wantonly attempting to exterminate the infelcie depicted as merely trying to cure them

— despite the fact that this has already resuitedany of their deaths.

Religious community versus the secular individuali The Qmega Man and | Am Legend

As already established, The©2mega Marithe family’ stands for the community over the
individual, with all the Christian domestic confatyntheir name implies. Here, the
representation of community is a uniform and laydateless mass, which is tantamount to a
form of mob rule that persecutes the individuailitst Robert Neville signifies. Sinister in their
black hooded robes, ‘the family’ seem hell-beneaterminating anyone who does not look
like them, or think like them (just as in Don Sikgégurative parable of paranoia and societal
conformity, Invasion of the Body Snatchdd®956]) and from which much of their destructive
ardour is manifested. In 1971, the ominous shadaweoCold War remained a prime
inspiration for much apocalyptic science fictiongdeSagal’s film, having already established
the premise of Russia and China as a duel maligoes# that is responsible for the destruction
of humanity, entails all the characteristic Ameni@nxiety and paranoia concerning the rise of
communism and its all-encompassing attack on pexdebourgeois’ notions of ‘the

individual’. In the 1970s, the idea of the Indivedwas very much a socio-political ethic
represented, in direct opposition to the commudesl, by America and the West. Hence, a
further reading oThe®2mega Manas well as viewing the infected as a negativeatiep of
religious fundamentalism, sets up the ‘the famély’signifying a uniform, arbitrary communal
faction (communism); a rancorous, malevolent favb@se seemingly sole intent is to eradicate

the last remaining remnant of human (and Amerigasiyiduality.

Interestingly) Am Legendsubmits exactly the inverse messagéhtemega Manin which
Robert Neville initially fails precisely because th@es not embrace the community offered by
Anna and Ethan, and their pursuit of the humanrgolno New England. Slovoj Zizek identifies
this idea as the ‘geopolitical coordinates of ttogys, configuring ‘the opposition between a
destitute New York and the pure eco-paradise ofiéert, a gated community protected by a
wall and security guards2® Steffen Hantke further equates this geopolitisplet with a
polemic of right wing American politics associateth the Bush era during which the film was
made. Inl Am Legengdthe city is doomed; ‘a place of violence and feduuncontrollable
contagion; it requires constant vigilance and yayill you — the urban jungle, literally. It is
the place Anna and Ethan must leave in order taijrwhile Neville stays and die&® After

125 Slavoj Zizek Living in the End Timef_ondon: Verso, 2010).
126 Hantke, p. 168.
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all, Lawrence relocates his film from Los Angelewhkere the original novel anthe2mega
Manis set — to New York City, the site of America’snst atrocity of terror. Here, the
overhanging anxiety concerning the embattled @tgyains palpable throughout the film.
Conversely, at the film’s end, once Anna and Etfeach the safe haven in Vermont, the film
unquestionably posits the community of small townekica as the utopian ideal, and the fact
that the colony is situated in New England, poiata re-birth of where the nation began (of
which the term, ‘colony’, is complicit). New Engldutinks the United States’ future with its
past, and in so doing projects a specific Ameridaal, as Hantke comments; ‘This future lies
in small towns, in the political ideal of what Régtisan candidates, during the 2008
presidential election, incessantly referred toMaifh Street America”, equating it with an
equally loaded term, “real America?’ A significant scene ihAm Legendglays out at the

end, when Anna and Ethan enter the fortified tokrstly, we have a cultural cross-section of
American society, as Anna, a Hispanic woman, entereompound flanked by one white and
one black soldier. Prominent in the centre of that s a white church with a steeple, from
which bells ring out. As they enter the compouhd, ioad that Anna and Ethan walk down
leads directly to the church. The American flagl& prominent on the left, while the soldiers,
brandishing assault rifles, represent the remaiassgntial ingredient of this symbolic gated
community; military might. Here, in one essentiegise, we have a snapshot of what
community might mean in Bush’s arbitrary Amerio@pd, guns, and gate¥8 As Hantke

points out, ‘the colony up in Vermont is permangptiotected by the things Neville is missing:

genuine family life, a higher fence, religion, amavell-organised military'#®

Fig. 1.9 The road to religion: a neoconsiéveaarbitrary ideal of the gated community; aguréptive
combination of God and guns.

127 Hantke, p. 168.
128 |bid., p. 167.
129 |hid., p. 169.
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I Am Legend: the alternate ending

It is through the infected’s perceived lack of hunityathat Robert Neville is allowed, in an
ideological sense, to conduct his medical expertetith apparent moral impunity. However,
the fact that the infected may have an equal tiglkixist as a new human species — a central
premise of the original novel — is largely ignoredhe theatrical release bAm Legendand
only fully comes to light in the film’s much disaed alternate ending. This ending was a
feature available with the release of the DVD, imak the film could be watched in full with a
starkly alternate conclusioihis ending intersects at the point at which tHieated'’s leader

has cracked a pattern resembling a butterfly iméoréinforced glass behind which Robert,
Anna, and Ethan have taken shelter. Instead ofraang his assault, the infected leader starts
to pat his palm against the glass, as if tryingammunicate something to Neville. Neville
hears the words of his daughter, ‘Daddy, lookatlsutterfly’, as with the original ending, but
instead of noticing the butterfly tattoo on Anna&ck, the butterfly tattoo now appears on the
formerly infected female that Neville has just aurileville suddenly puts down his gun and
tells Anna to open the glass panel. Anna, agaks, a®/hat are you doing?’, and Neville, once
again, replies, ‘I'm listening’ (to ‘God’s plan’yJpon the panel being opened, Neville, with his
back to the infected, slowly wheels out the stiltanscious patient, who seems in a state of
transformation from infected back to human. Stagdiimectly next to Neville, the infected
leader carefully eyes his enemy, but barks outucsbn for the others not to attack. Neville
slowly reaches into a draw and pulls out a syrimgegcting a serum into the patient that
instantly transforms her back to her original inéecstate. We now recognise that she is clearly
the alpha male’s mate, as we witness them bothaegehgentle affections. It is now that
Neville realises the extent of the infected’s irdmrhumanity — as well as a clear social (and

hetero-normative) structure — and their right tseas any other species. Picking up his mate,

Fig. 1.10 Shadow Self: Neville comes faceaoef with humanity’s newest evolutionary advent.
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the infected’s leader takes a last derisory glaigeaille, who, head bowed in apologetic
deference, contritely whispers ‘I'm sorry’. As timdected leave, Neville slumps down against
the glass panel and looks up at the multitude ¢dBal pictures of infected patients who have
previously died by his hand. Neville finally rea@ssthe genocidal magnitude of his work. Here,
in an analogous sense, the parallel between Newjnocidal experiments and those
conducted on WWII holocaust victims, deemed ‘subannby their Nazi captors, and, in
particular, the medical experiments conducted lsggb Mengele for which he became known
as the ‘Angel of Death’, emerges as poignantly glet. Interestingly, iTheQmega Man

there is a similar reference to Robert Neville’sggdal nature in which he is told by Mathias;
‘Last night you killed how many? Three of us? Anddy?.. We don’t know yet. You're the
Angel of Death, Doctor, not us.” Christopher Sheyfecussing on similar ideological factors
within Clive Barker’'sNightbreed(1990), avers that these kind of films share ‘adydeal in
common with George A. Romero’s zombie films andphegressive wing of 1970s horror’, in
which representations of the (monstrous) Other exydicitly linked to the unconscious and are
also closely associated with various persecutedmties (the immediate correlate is the
ancient Jews}2° Conversely, the theatrical releasd #im Legencklides any recognition of

of humanity within the infected in order to portrayurely alien and malevolent force, and
which obfuscates this crucial aspect of Nevillesdical genocide in favour of his religious
reawakening and subsequent self-sacrifice. In lteenate ending, unlike the previous film
versions, Neville does not die, and drives outefcity with Anna and Ethan destined for the
human colony in Vermont. This ending promises thestatement of the traditional nuclear
family — symbolically returning to Neville the witend child that he had lost — as well as re-
establishes the dominant social order within aigatnal framework. What is more, this ending
still manages to retain a significantly religioe®rientation of the text, and Anna’s last words
are in voice-over; ‘Keep your radio on, listen émr broadcasts, you are not alone. There is
hope. Keep listening. You are not alone.” This eshAnna’s earlier declaration, when she tells
Neville; ‘The world is quieter now; if we listen,arxcan hear God'’s plan’, as well as Neville’s
affirmation that he is ‘listening’. Anna’s reassentthat we are ‘not alone’ can equally be
understood in that we are not alone in the universe there is a divine higher power watching

over us.

130 Christopher Sharret, ‘The Horror Film in Neoconsgive Culture’, in, Barry Keith Grant (edJhe Dread of
Difference: Gender and the Horror FilfAustin: University of Texas Press, 1996), p. 265.
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Fig. 1.11 & 1.12 Angel of Death: Neville &ty realises the genocidal nature of his experisien

Moreover, in terms of the portrayal of the inéxt; despite their transition to social (and
spiritual) humanity in the alternate ending, it ens significant that the prime site of conflict
emerges over the captured infected female, or syeeifically, the female body. Here, the
infected female, in all her plague-ridden grotesguean be viewed as a ubiquitous presence
within the horror film genre; that which Barbarae€d has termed, ‘the Monstrous-Feminine’.
Among other things, Creed views the representatiadhe monstrous-feminine as an
‘ideological project’ that, in effect, attempts‘store up the symbolic order by constructing the
feminine as an imaginary Other that must be repreasd controlled in order to secure and
protect the social ordet®! Not only does Neville cure the woman of her diseasd thus, her
symbolic defilement; an effort to reinstate theigb@Christian), patriarchal order; but, even
when the cure is reversed (in the alternate endivegjvoman cannot escape her subordination
into patriarchal power, as she passively allowséiéto be carried away in the arms of the

dominant alpha male. Previously strapped down,@emd semi-naked, the woman, here, is the

131 Barbara Creed, ‘Horror and the Monstrous-Feminiimg’Barry Keith Grant (ed.);he Dread of Difference
Gender and the Horror FilrfAustin: University of Texas Press, 1996), p. 63.
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metaphorical ‘prize of battle’, handed over to @eqoe the (male) victor from violent reprisal,
and, in symbolic terms, to restore patriarchal auth— something that had been formerly
challenged by the presence of Anna; a woman whtasvtbe all-encompassing authority of
God.

Fig. 1.13 The spoils of war: the infectednapnale carries off his female mate, as Nevillgr{wi
back to camera) and the other infected bow Lieads in deference to his patriarchal authority.

Conclusion

Unlike the films, in Matheson’s book, Neville praeis no such cure for the plague-ridden
remnants of humankind. He is ‘legend’ insomuch tieais the only one of his kind; a mythic
spectre of death that haunts the living while thleep. Neville is no messiah, and certainly no
saviour of humanity. IThe Last Man on EartiNeville’s ‘legend’ overlaps both that of mythic
monster and supersaviour, offering salvation to &kmd with his life-giving (Christ’s) blood.
In The2mega ManNeville — regarded as a menace rather than mooistayth — becomes
‘legend’ purely in his immortalization as humangyaviour, dying for the (scientific) sins of
humankind so that a new Edenic community mightrfiu(‘only this time we don’t trust no
friggin’ snake’). Like Sagal’s film, LawrencelsAm Legencentirely forgoes Matheson’s
meaning of ‘legend’ to transpose, instead, a sa@&ifsupersaviour to the myth of Robert
Neville. It is here, however, that a total ideolmditurnaround takes place which substitutes the
religiously symbolic endings of the first two filnigr a religiously ideological one. Thougdine
Last Man on EarttandTheQmega Marboth depict visions of religious symbolism by co-
opting the idea of Christ’'s embodiment as sachfisaviour; Charlton Heston'’s ‘Robert
Neville’ in a clear crucifixion pose, and Vincentide’s protagonist, whose symbolic death, at
the point of a soldier’s spear, effectively repltee (absent) crucifix at a church alter; these
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symbolically religious endings are nothing morenttizat, symbolic, and are not part of a larger
ideological standpoint. As is pointed out by Rolentvett and John Shelton Lawrencd ire
Myth of the American Superhef2002), Hollywood films often employ a ‘wide-scale
secularization of Judeo-Christian redemption drash&s$n which the ‘supersaviours’ that
frequently appear in contemporary science fictfangtion as symbolic replacements for the
‘Christ figure’, and this has been an overridingjttthroughout the prevailingly secular cycle of
apocalyptic cinema. In terms of the 20th and 2&stury cinematic interpretations of
Matheson’s text, it is clear that, whereas Richdedheson endeavoured to position the genre
of horror — with all the potential religious resoca of the classic horror tradition — squarely
into the realm of secular science fiction, Lawrést@m Legenckffectively sublimates the
focal syntax of the original text in what Steffearttke describes as an overall ‘reversal of
Matheson’s revisionist project®® Hantke exclaims that, ‘though the film retains sieéentific
rationale for the existence of these abject bodes|loathing and disgust they inspire bring
about a return from the mode of science fictiohdaor, albeit a form of body horror linked to
biological, or, more broadly speaking, biotechnatagjorigins.** In doing so, Lawrence’s

Am Legenapens itself up to specifically biblical interpagons of ‘the endtime’ that were

neither accessible nor invited in the original text

Furthermore, in the film’s religiously orientdtdenouement, the human factor regarding the
infected is altogether lost, with the infected verych portrayed as the grotesquely pale,
emaciated, and rag-ridden depiction of ‘living deafdvhich we have all become familiar in
the zombie film oeuvre of horror. In a biblical senthey also stand in adequately for the
apocalyptic minions of hell; the fabled forces afkhess from the Book of Revelation. As
Steffen Hantke observes of the Lawrence’s filme ‘thifected do not inspire — erroneously, as
Matheson would have it — spiritual dread, as vaagpwould have; they tap into the affective
reservoir of the zombie, inspiring physical disglttdwever, in Lawrence’s film, as wiffhe
0Qmega Manjust as there is no mention of vampires, thereeither any question that the
infected have dramatically come back from the daads a horrific proponent of Matheson’s
novel. The@2mega Mammay not depict any representation of vampires,ldes) or any other
supernatural being, but then neither does it ireline term ‘legend’ in its title, and thereby
absolves itself of this textual association. Clearldeston’s designation as tlemega Man’
may well connote a sense of the legendary or sepeid) but he is simply the last uninfected

human, just a® (omega) is the last letter of the ancient GrepkabetHaving done away

132 Robert Jewett and John Shelton Lawrefi¢e® Myth of the American Superhé@rand Rapids, Michigan:
William B. Eerdmans Publishing Company, 20¢2)6.

133 Hantke, p. 171.

1341bid., p. 171.
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with notions of vampires and ‘the living dead’ g&ther, albeit with some remaining symbolic
resonance — particularly in the portrayal of thenbae-like infected in Lawrence’s film — these
narratives are bereft of any likewise mythic eletm@rsupernatural legend; merely that the
infected human populace have been horrifically nedtdy an unstoppable pathogen. In
essence, Francis LawrenceAm Legendeems to be missing the ‘legend’, and, in doingsso
clearly missing the point of Matheson’s originaltteThe end of the theatrical releasd 8im
Legendconcludes with Anna’s voice over,

In 2009, a deadly virus burned through our caition, pushing humankind to the edge of extinction

Dr, Robert Neville dedicated his life to the digery of a cure and the restoration of humanity. On

September'9 2012, at approximately 8:49pm, he discovereddhed. And at 8:52 he gave his life to
defend it. We are his legacy. This is his legend.

The fact that these final words are spoken by Aaftar Neville’s death, misses another crucial
factor in that, as well as eliding the supernatasgect of the ‘legend’ of the title, in Neville’s
absence, here, there is also no ‘Il km LegendAs Steffen Hantke points out, ‘unlike
Matheson’s original conceit in the novel, importanbugh for the author to incorporate it into
the title’ and whose book concludes with Robert iNegpeaking those same words, here,
‘Neville is not allowed to be the teller of his owale’1*® Indeed, what we ascertain from
Lawrence’s interpretation ¢fAm Legendamounts to a complete inversion of Matheson’s
secular fable that pits science against redoletdm® of superstition and the supernatural. In
fact, Lawrence’s film can very well be viewed as ttampire to Matheson’s legend, insofar
that Neville, in the original story, becomes a ledjén the very same way that vampires had;

through a profoundly Manichean misunderstandintipeforiginal myth.

135 Hantke, p. 165.
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Chapter 2

The Coordinates of Catastrophe: Findig Faith in Knowing the End

The title of Alex Proyas’s 2009 filnknowing together with the movie’s tag-line; ‘Knowing is
Everything’, hints at a prophetic knowledge of sdarel, something which is laid out at the
very start of the film. Amidst the sound of ghostlifispers, the title word fades into a close-up
shot of the sun. Outside a school, a young gghigng intently up at the sky — her expression
unequivocally grim. The unearthly whispers increiasatensity as the girl ignores the hails
from her teacher. The sun, the object of her unwageyaze, suddenly bursts into blinding
white light as the whispers escalate to a cacophbimgse first sequences, together with the
inscription of the film’s title barely melted frothe screen, portray the sun as a celestial
antenna for esoteric messages from above; a meteplhtburning bush’ beaming down divine
knowledge. As it transpires, the year is 1959, taddy a school in Lexington, Massachusetts,
Is commemorating the burial of a time-capsule Wilitbe unearthed in a future fifty years.
Deposited within, are an array of colourful dravarigom the children of William Dawes
Elementary. Also included, Lucinda's page of steingequenced numbers, frantically
scribbled as though guided by the unintelligiblasplering that only she (and we) can hear. As
the ceremony proceeds, Lucinda, silent througheatches alone from a distance. She holds a
bright yellow balloon, symbolic of the sun, on @& of a piece of string. This is also symbolic
of a direct link or line of communication. The viwellow balloon highlights Lucinda's whiter-
than-white dress, signifying the purity that beétsessel of celestial transmission. As the time
capsule is lowered into the ground, it is sealetth wicircular iron plague that is revealed to be
the centre of a larger sun motif encircled by spikays of light. So we have, in the opening
scenes of the film, all the themes, codes, andssgportent that will enable the viewer to

unravel a narrative design of apocalyptic dimension

In this chapter, | aim to pinpoint the conveyawd religious and biblical elements that occur
throughout Proyas’s film. This is most effectivalgcomplished by following the film’s linear
narrative progression, and by so doing, accompagnyie protagonist through his journey of
religious (re)discovery. This is perhaps an imparspect of the methodological reading of
Knowing as it is, vitally, through the interpretation aredelation of the signs and codes that
appear progressively through the film, that thewee like our protagonist, can fully
comprehend and engage in the eschatological prggtdand. | will also examine aspects

concerning the aesthetics of apocalypse withindilike Knowingand Roland Emmerich’s
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2012 (of the same year) and the extent by which cinenvations of apocalypse are shaped by
biblical ‘myths’ and religious art and imagery. livalso address similarities in the ecological
cataclysms that play out within these films, andltlis effects the religious orientation
between these, and earlier, more prevalently seaplacalypse films. Moreover, through the
film’s deliberations on spiritual aspects of detarism, an interesting dialectic between science
and religion begins to emerge, in which a distalignment with dispensationalist endtime
prophecy belief operates as a major factor withenfim’s premise of apocalypse. However,
the relationship between religion and scienceidimtin Knowingis much more complex than
simply a sublimation of one form over the other #ims will be examined in the final sections

of this chapter.

Determinism and the path towards religious (re)disavery

As evidenced previously in Robert Zemeclkigintact(1997), Peter Hyam€£nd of Days

(1999), and M. Knight Shyamalarn®gns(2002), inknowing a familiar narrative pattern
begins to emerge. As well as the overall themepotalypse, all of these films feature a central
protagonist who has lost their Christian faithyro has categorically resolved to reject
Christianity altogether (as with Jodie Foster’sreleger inContac). In each case, this loss of
faith has occurred in direct conjunction with theewhelming loss felt over the death of a
loved one. Dr Ellie Arroway lost both her pareritaia early age i€ontact while in Signsand
Knowing both central characters suffer the loss of tweies in tragic accidents. No faith
remains whatsoever for Arnold Schwarzeneggéind of Daysafter the brutal murder of his
wife and daughter. Biblical even in name, ‘Jeriétane’ nevertheless adopts his fated role as
messianic Christian saviour, despite his religialsctance. ldentifying a repeating pattern of
biblical allegory, Mick Broderick has stated thaeoof the most ‘potent myths’ of the pre-
millennial apocalypse film, is ‘the recasting oéthudeo-Christian messianic hero who battles
an antichrist and his followers, liberating an aggsed community and thereby enabling social
rebirth.3® Correspondingly, Hyams’ film, as the title suggegtays upon the same apocalypse
fantasies typical of Dispensationalist doom myththe time; namely, the millennial dawn of

the Antichrist (in much the same wayHse Omerseries had done previously).

For the protagonists in all these films, thesseof abject loss has instilled a profound and

bitter belief that there cannot possibly exist al@wmat would allow such internal suffering and

136 Mick Broderick, ‘Surviving Armageddon: Beyond thmdgination of DisasterScience Fiction Studiesol. 20,
no.3 (November 1993).
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sorrow. In particular, the rejection of prior faifhimade acutely visible iBigns where

Reverend Graham Hess (Mel Gibson) has abandonewdasion as an Episcopalian minister

in the face of his wife’s untimely death. Althoutdtis is not quite so directly illustrated in
Knowing the absence of religious belief is establishety éathe film. Professor John Koestler
(Nicholas Cage), a professed atheist that has ddedento bouts of alcoholism since the death
of his wife, is not even able to assure his youdigristian) son that his mother has moved on to
a better place. After gazing up at the stars thnagowerful telescope, John submits the idea
that there is no existence of life beyond the e&#nsing his son’s disquiet, he remonstrates,
‘when | said it was just us out there, you knowasaalking about space right? | didn't mean
heaven or anything. I'm sure where mom is..’, big, £aleb, interjects, ‘Dad.. you don't even
believe in heaven.’ John replies, half-heartedipever said that Caleb, I just said.. we can't
know for sure, that’s all.” The camera focuses atoae-up of Nicholas Cage as he looks down
at his son —who is out of shot, and verges omextaddress to the audience; ‘If you want to
believe.. you go ahead and believe, okay'. Hiduhenswer neatly encapsulates the overall
non-committal (and non-offending) stance often espd by Hollywood to its largely Christian
public (a Gallup poll in 2007 approximated that 8@##mericans considered themselves to be

Christian)®’

Tensions between his son's spiritual beliefsraa@wn bitter atheism are heightened by the
fact that John Koestler's immediate family hapgebe devout Christians themselves — made
clear by the fact that his father is a pastor. ltaham Hess’s desertion from the priesthood in
Signs this acts to emphasise the scale of John’srathfgrace. Evidently coming from a
deeply religious background, John's denial of aihfis made all the more emphatic by his
overall estrangement from Reverend Koestler, adigtthat he has not spoken to for some
time. John’s familial isolation extends even togiger, who is also a devout Christian. After
failing to persuade John to reconcile his diffeesnwith their father, she proposes to pray for
her only brother. John’s alienation from his bamfly and his religion is made complete when
he sternly rejects her offer, declining to engageven a passive affiliation with his family’s
faith.

Like Dr Ellie Arroway inContact John Koestler is an astrophysicist, and, as datlie Foster’s
character, is a scientist that seems intent omgiognthe nature of Christian belief into questian.
professor in astrophysics at M.L.T., in one ofdiasses John provokes a science versus religion
debate by introducing the subject of ‘randomnessugedeterminism in the universe’. One of his

137 Gallup.Com <http://www.gallup.com/poll/103459/gtiens-answers-about-americans-religion.aspx>
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students neatly explains; ‘Determinism says thatigences in nature are causally decided by
preceding events in natural law, that everythiraglieg up to this point has happened for a
reason.’ In reaction to this, John places a maple¢ie of the sun in one palm, and a model of the
earth — tiny and almost insignificant in compariseom the other. He places his arms apart to mock

the approximate relative distance from the two, jposits to the class;

| want you to think about the perfect set oEgimstances that put this celestial ball of firgiat

the correct distance from our little blue plafwetlife to evolve.. that's a nice thought right?
Everything has a purpose.. an order to it.eigimined. But then there’s the other side of the
argument, the theory of randomness, which g&yali simply coincidence. The very fact that we
exist is nothing but the result of a complexipetitable string of chemical accidents and
biological mutations. There is no grand meanitigere is no purpose.

At that thought, John Koestler, no doubt contenipdathe meaningless death of his wife,
descends into a brief malaise, until one of hidetiis asks him which of the two theories he
believes. Koestler replies, ‘I think shit just happ.. but that's me.’ The religious ideological
significance of the topic is circumvented throulgh tletached, analytical eye of science, but
Koestler’s flippant dismissal of the idea of detemsm, or, fatalism, to give it a more spiritual
guise, mirrors a similar discussion on the natdith® universe that Graham Hess holds with
his brother inSigns Watching the lights in the sky that indicate ¢imeinous incursion by

aliens, Merrill Hess (Joaquin Phoenix) commentsm® people are probably thinking this is
the end of the world.” Graham tells him that pedpieak down into two groups; the people that
see things as pure coincidence, who will look atlihts in the sky with suspicion, feeling that
‘whatever happens they are on their own’, whicimdtely ‘fills them with fear’. And group

two, the people who see it as ‘more than coinciderand see the lights as ‘a sign’ — as
evidence that ‘there is someone up there watchindoo them’, which is something that fills
them with hope.” Graham asks his brother, ‘Are floeikind that sees signs, sees miracles? Or
do you believe that people just get lucky? Or, labkhe question this way, is it possible — that
there are no coincidences?’ Merrill considers thestjon carefully, before declaring that he is
a ‘miracle man’. He asks his former priest brothlich group he belongs to. Graham thinks of
his wife and cites her last words; ‘Tell Graharall him.. to see. And tell Merrill to swing

away.” Graham explains to his brother that thesedlsvbad no meaning or coherence of thought
because the nerve endings in her brain were fagmghe died, and a ‘random memory’ of them
at one of Merrill’s baseball games ‘just poppe® iner head’. Graham proclaims, ‘There is no

one watching out for us Merrill, we are all on @wn.’

What is interesting about the discussions is¢he/o scenes is that, although one is

approached within a purely scientific context (ggbs class at M.1.T.), the other is from the
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spiritual standpoint of a former priest, John Kesind Graham Hess’s existential meditations
on determinism and randomness, of which the l&timly subscribed, underpins their
overall worldview that all is attributable to comaglfactors and random events, ‘chemical
accidents’ and ‘biological mutations’. Here, thedli ‘random’ words of a loved one are
reduced to the biological malfunction of a dyingibr an electrochemical equation of firing
neural nerve endings. However, the fact that tipessonal philosophies are shown to provide
both characters with very little comfort and hopeaeh in their own spiritual wasteland —
foregrounds a central narrative component wherebfpopnd psychical modes of meaning are
derived through deterministic, and hence, spirifitidtification. In terms of the thematic
context of the two films, this focus on fatalisnarficularly amidst cataclysmic events, can be
described as the ‘appeal of apocalypticism’. AsiBlawojcik explains, fatalistic beliefs
‘provide a framework for interpreting events othiessvconsidered to be haphazard,
uncontrollable, or incomprehensible, reducing utatety and offering a sense of control for

situations in which personal action is believetédutile.*38

What makesSignsandKnowingstand out in particular is that this kind of thegital debate,
consisting of questions of fatalism, and ultimatéylical prophecy, are largely discounted by
Hollywood until the turn of the millennium. Althohighe extinction of humanity and ideas of
determinism had featured previously in sciencedictilms, this was more a brand of scientific
determinism, invariably wrapped up within time-teaheonundrums, as in Terry Gilliam’s
Twelve Monkeyg1995). Here, the concept of time, and time-tragehaphazard and
theoretically abstract (not ‘an exact science’)nbliheless, by the end of Gilliam’s film, a
deterministic order has been instated, where thie ©f human history appears destined to play
over on an endless loop. John Cameron’s 1984 i'stagsic’, The Terminatorproffers a much
more open-ended future for humankind. At the enttheffilm, Sarah Connor contemplates the
time-travel paradox at hand; should she tell hartsebe, John Connor, that as the leader of the
resistance in the future war with the machinesyitlesend a volunteer soldier, Kyle Reese,
back into the past — where he unwittingly becomsdgather — when Sarah Connor knows Kyle
will be killed, but that John will not exist in tHigst place if he does not; ‘God.. a person could
go crazy thinking about this!” However, as Kyle Bedad earlier declared; ‘The future is not
set, there is no fate but what we make for ourselMénis ethos is again reiterated at the end of
Cameron’s 1991 sequdlerminator 2: Judgement Dawhere a voice-over by Sarah Connor

narrates to a shot of the on-rushing road; ‘Thenomkn future rolls toward us. | face it for the

138 Daniel Wojcik, The End of the World As We Know It: Faith, Fatalsnd Apocalypse in Ameridhlew
York: New York University Press, 1997), p513
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first time with a sense of hope’. Despite the thett, in bothTwelve Monkeyand the
Terminatorfilms, the future of humanity is caught up in detaistic time-loops and pre-
played versions of history, the fact that the fatbhas the potential to be ‘unknown’, that there
may be any number of random outcomes, holds wittrya secular kind of viewpoint rooted
within scientific discourse. This is the antithesigvangelical belief in the ‘endtime’, which
relies on the very basis that the future is alreaditen (quite literally). Circumventing the
secular and scientific notion of a random univefssstralian director, Alex Proyas,
contemplates the nature of existence along morésglilines of determinism, and submits this

idea as the focus to his film;

Nicolas Cage's character in the movie startdelieving there is no central meaning to our
existence, that the universe functions aloraptib principles, and he discovers that there is
actually order and there is actually meaniltg. his journey back to meaning in the movie,
so that, | guess, is the central théfie.

An important distinction, then, has to be made leetwscientific determinism and religious
fatalism, and how this operates within modern alyps2 films (since the mid-to-late nineties).
Certainly, in botiKnowingandSigns the factor of fatalism is vital in establishingg@iritual
and religious foregrounding to the narratives, pravides central plot impetus through a
pattern of linear deterministic functions, as destated through use of biblical prophecy. In
Signs for instance, the apparent ‘random’ and nonsahsiords of Graham Hess’s wife
transpire to contain profound significance, andearentually interpreted as prophetic
instructions of how he and his brother are ableatee the family from destruction. This
spiritual materialization through aspects of fat#di revelation, although operating to a less
significant degree, is nonetheless prevalent irfilims before the millenniuntContactandEnd
of Days which similarly affirm the concept that there magya prophetical or pre-determined

order to the universe, or ‘God’s plan’, as it were.

Apocalyptic prophecy and the ghosts of 9/11: decaaj the signs of the endtime

In Knowing John Koestler, like Graham Hess, is about to emaws mysterious supernatural
events that will lead to a gradual transformatmme which will ultimately guide him towards a
revelation of spiritual understanding and regairetgjious belief. Some fifty years later, after
the ceremony of the opening of the time capsukegtthered school children each receive an
envelope from the unearthed container. Caleb opisri® find Lucinda’s mysterious page of
sequenced numbers. This immediately heralds thenref the ghostly whispers, which only
Caleb can hear, and presages the appearancerebadmg figure in black. When Caleb

139 Remmy Minnick, ‘Alex Proyas: And “Knowing” Is Halfhe Battle’,ComicBookResources.Cofi2 August 2008.
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secretly brings the half-century old manuscript bodohn notices some figures that stand out
from the jumble of random numbers, 911012996. Hekiyadecodes the first five digits as a
calendar date, and the last four numbers he fmthe the exact death toll after the attack on the
World Trade Center: 9/11/01/2996. Perplexed bydissovery, and after some extensive
internet research, John goes on to find that nedirthe numbers correspond to other fatal
catastrophes, and, by the end, has matched albties to ‘every global disaster for the last fifty
years in perfect sequence’. This is except forelsets of dates and predicted death tolls that
have not yet occurred. What is more, there athéunmumbers that follow each death toll

figure that John is unable to decipher. Contindhegfilm’s undercurrent of religious themes,

the artefact of coded numbers, in itself, undoulgtédds its inspiration from The Bible Code.

Fig. 2.1 Key to the Code: 9/11 is the enigma tieiphers all other dates of disaster.

Also known as the Torah Code, it is believed tleatst messages exist encoded within the
Hebrew text of the Old Testament, or the Torah. fiildeden code, believed to be revealed by
decrypting a sequenced pattern of letters, haegeidlly predicted major historic figures,
events, assassinations, and disasters, includeng/fi attacks on the ‘twin towers’. To this
day, Bible Code scholars continue to predict futlisasters, and give credence to the notion
that the End of Days is ultimately foretold throumbkeries of predicted cataclysms, as is
prophesized in the Book of Revelation. Though aptisnio decode the Bible have been
practised for centuries, in 1997, the concept vagmufarized by Michael Drosnin’s bestselling
book, The Bible Codewhich quickly established itself within the cannaf premillennial
prophecy literature.
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Figure 2, Matrix or “crossword puzzle” for “Roswell/UFO" hidden in KV
Genesis.

Fig. 2.2 The Bible Code: an exmpatrix from Drosnin’s book purportedly
identifies a prophecy of the allddJFO incident at Roswell.

Dr. Jeffrey Satinover, a former lecturer in gsylogy and religion at Harvard, remarks that
what precipitated a ‘dramatic new era’ and fasaimain the ancient art of biblical decryption
was the application of ‘formal statistical analysi§herein lay the confluence of generations of
intellectual, spiritual, and scientific endeavouts says?° In terms of a Bible Code, like
astrophysicist, John Koestler, Satinover highligitienduring dichotomy between science and
religion, in which, out of the ancient Jewish ‘titamh’ of kabbalah, the art of cryptography was
developed, and from this, he exclaims, emerged enadkical statistics. ‘In time’, says
Satinover, ‘success in the making and breakingpdes became a life-and-death matter for
nations — and by the twentieth century, for theremtorld. Such pressures force-bred the
development of computer¥*! as was evident at Bletchley Park during World Waaind Alan
Turing’s pioneering of electro-mechanical code-kneg machines (largely regarded as the
world’s first computers). However, like the dialledbetween ‘randomness and determinism in
the universe’, scientific application to the dedrgp of supposed ancient biblical codes has not
come without some notable dissention, or as Satinputs it, some religious voices had
expressed grave concern that ‘science was treadiege it ought nott*? ‘This dichotomy’,
says Satinover, ‘is the modern form of Cartesiaaity a kind of mental and psychological
“keeping kosher” — not with separate plates for naea milk, but with separate mental

repositories for science and faittf®

140 Dr Jeffrey SatinoveiThe Truth Behind The Bible Coleondon: Sidgwick & Jackson, 1998), p. 119.
141pid., p. 119.
192 pid., p. 119.
143 pid., p. 119.
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In Knowing as already underscored by the classroom debdtaraiomness versus
determinism’, a more internal debate between seiamc mysticism now prompts a dialectical
dilemma within the mind of John Koestler the sasntlohn’s close colleague, Phil (Ben
Mendelsohn), who represents scientific rationaler@ohn’s perceived mystical folly, points to
the fact that there are host of systems that fiedmngs in numbers; ‘numerology, kabbalah,
pythagory.. they are a dime a dozen, why? Becaespl@ see what they want to see in them.’
Just when John’s own scientific reasoning is bagmito accept this explanation, he realises
via the GPS in his car that the previously un-deeipd numbers are coordinates of longitude
and latitude, which pinpoint the exact locatioreath disaster. Disconcertingly enough for
John, the current coordinates he reads on his GR&spond to the same numbers that are on
Lucinda's manuscript, together with the currenedatd a predicted death toll of ‘81". Sure
enough, no sooner has he stepped out from hia g@ssenger jet hurtles towards the ground
and crashes into flames merely metres from whehma §tands. What follows is a hellish
holocaust of fire and screaming panic, as in oneepimg shot, the camera tracks behind John
through a landscape of burning bodies and flamiisglage. Escaping passengers, hopeful of a
miraculous survival, are at once obliterated inassive fireball explosion. Despite the
realisation that yet another de-coded prophecycbas true, John courageously attempts to

interject, but can do little to save the doomediwis from their unavoidable fate.

A continuation of theme, the horrific plane ¢rammediately evokes the harrowing auspices
of 9/11 — an event that the film has already refeed (and has psychologically instilled)
through the de-coding of the numbers. However, NGNAtional Oceanic and Atmospheric
Administration) — pronounced ‘Noah’ — yet anothéalibal reference, declares thédy from
being a terrorist attack, the crash is thoughtetohle result of an ‘electro-static burst from the
sun’. This, in one sense, begins to pl{o@wingwithin a model of apocalypse films that
reflect the environmental concerns of its timewéh The Day After TomorromMuch more
related taKnowing however, was Emmerich'’s follow-up film of ecologl devastatior2012
Released in the same yeatamwing solar flares from the sun, again, cause catdstrop
carnage; this time ‘superheating’ the planet’s ¢oreause ‘Earth Crust Displacement’,
heralding an apocalypse of truly biblical propanti®@anny Boyle’sSunshing2007) projected
an equally fatal future regarding the Earth’s delegice on the Sun, with humanity on the brink
of extinction as the Sun, contrary to the filmieti burns itself out. When asked whether his

film was a metaphor for current global concerngxAProyas responded;

The reason | like science fiction is becaudevhgs see it as being hugely relevant to the tithas
we live in.. in that it's always talking aboutf that, | hope, people are concerned with rigbiy. ..
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all the concerns that we have, and the ideaswhdave about the direction we are heading right
now44

In his Book Disaster Movies: The Cinema of CatastropS&ephen Keane observes that the
disasters in these films ‘have the effect of bmggexisting social and political themes to light,
issues independent of puzeitgeistand characteristic of the period as a whéie'lt is
interesting that both Proyas and Emmerich shouttylout films in the same year about
Earth’s destruction in the face of unstable sotaivey, which, at the same time, mirrored valid
concerns by some scientist about the unpredictailére of solar flare bursts. Only in 2010,
scientists warned of the impact that radiation fiswotar flares could have on Earth’s
technological global networks, potentially bringidgwn communications systems, satellites,
and power grids, as well as possessing the catyatoilivreak ecological havoc in polar regions
of the planet. Bill Murtagh, of the Space Weathexdiction Center at the National Oceanic and
Atmospheric Administration, explains that solanatt tends to happen in cycles, saying, at
the time, that the next major cycle was due in 2@lBough he believes that any disruption
from solar flares are more likely to cause eledgtr@haos than anything geological; ‘It could be
ugly: a storm could disrupt credit card and ATMsactions, cell phone networks could go, the
entire power grid could get zapped, which couldseatillions of dollars of damagé?®
Considering the theoretical solar scenariokmowingand2012 many might be relieved if this

is ever the most humanity has to fear from the Spottentous power.

Following the plane crash, John suppresseswnssgientific inclinations and instead begins
to accept the revelation of prophecy at hand; dsmit coincidence. | drove past at the exact
moment the prediction came true — it's no coincaehHowever, Ben continues to try and
explain the mystifying events in terms of scienti@tionale; ‘So what are we calling this —
synchronicity? Two unrelated events; digging upttime capsule, a plane crash — combine to
create a significance with the subject — you. Wie'tdoave a frame of reference.. there could be
multiple meanings to consider.” Nonetheless, Jghsonvinced that the numbers are warnings
that are specifically intended for him. Indeedamexplicitly evangelical reading of the film,
John has been given the gift of prophecy, wheratimebers can be viewed as portents of the
endtime; a series of signs for John to decode;grgg and ultimately fulfil his divine calling.

In a modern psychoanalytical sense, the delusi&maiving the future, only to endure the

anxiety of being disbelieved, is something thatlhesn termed the Cassandra Complex. This

144 Interview by Paul Fisher fdparkhorizons.com6 August 2008.

145 Stephen Keane, ‘The Sense of an EndiBgsaster Movies: The Cinema of Catastroghendon: Wallflower, 2001),
p. 74.

146 Marketplace.com, <http://www.marketplace.org/taftiech/scientists-warn-solar-flares-could-disrupévpr-grid>
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transpires to be a more than apt term for John tke&sgrowing psychological dilemma.
Cassandra, in Greek mythology, was granted thefygtophecy by Apollo, but when she
failed to return his love, she was cursed so tbhaime would ever believe her predictions of the
future. As well as no one willing to believe Johaisn declarations of portent, this was a fate
that, in the end, proved too much for Lucinda tdwee. The Cassandra Complex; ‘the agony of
foreknowledge combined with the impotence to dalfasing about it'*’ was a premise that was
utilised to key effect in Terry Gilliam'$welve Monkeysn which time-travelling agents from
the post-apocalyptic future become marooned irp#®, and show up in historical texts as
mysterious doomsayers that warn of a plague thHaewentually wipe out humanity. Like the
cryptographic rendering of The Bible Code, Lucirsdanhigmatic manuscript is just as much a
signification of apocalypse. The numbers on theusaript, like the mysterious crop circles
and radio-static communications$igns and the cryptic satellite messages from space in
Contact follow the same model of eschatological intergtien present in the deciphering of
many biblical texts. Indeed, the Bible’s most apygtic text, the Book of Revelation, is
packed full of mysterious symbolic imagery, crymigns, and buried codes. Kirsten Moana
Thompson observes that ‘as a consciousness ohthefe¢he world, apocalyptic or millennial
thinking reflects and depends upoermeneuticsor the interpretation of signs to predict and
prepare for the futuré?® Within much evangelical understanding, these sétend to modern
day global disasters, ecological cataclysms, anturmoil, which are often interpreted as
portents of the beginning of the end of the walrderms of Hollywood, modern disaster and
science fiction films tend to display an anxietglambivalence about the future that is
displaced onto the specific ‘dread’ of supernatorahonstrous manifestations which
Thompson suggests, ‘dramatizes a compulsive edogatal need to perceive and decode
signs.1® A firm Antagonist to this kind of pre-millenniatishinking, Ben tells John, ‘Right
now my scientific mind is telling me to have nothimore to do with this.. and yours should

too.

Post-9/11 paranoia is once again evinced (bietetically and otherwise) as we hear from a
news report that a terrorist attack on a major Eastst city may be imminent. John sees that
the coordinates on the manuscript, saliently enppigipoints the centre of downtown
Manhattan as the next site destined for destrucAsauming this location is the planned target

for terrorists, John actively seeks to preventtaphecy of disaster by calling in an

147 Quote from Doctor Kathryn Railly (Madeleine Stoveiring her lecture on ‘Madness and Apocalyptiddfis’
inTwelve MonkeyégTerry Gilliam, 1995).

148 Kirsten Moana Thompsoipocalyptic Dread: American Film at the Turn of tMdlennium (Albany: State
University of New York Press, 2007) p. 5.

149 Thompson, pp. 2-3.
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anonymous warning to the authorities. When he gee$ias been ignored, John takes matters
into his own hands when he identifies a likely lmgkterrorist in a Manhattan subway. He
pursues the suspect, only to find that it is a \giddse chase that leads directly to his own part
in the unfolding prophecy. John, at this point, @stnseems to be the catalyst for the disasters
himself, as once again he finds himself at the dioates of catastrophe. Forces unknown seem
to be at deadly play, as the train lines inexpligavitch, forcing a subway car to derail at high
speed. Utter carnage ensues, as the car smashegtthinto another carriage, eradicating
swathes of passengers as it slides screechingsazi@smmuter filled platform. The death toll

we already know will be 78.

As well as continuing the central themes of pexgy and disaster, the imbedded trauma of
terrorism withinKnowingis again underscored, as, not only is Manhattamgadly the scene of
a major catastrophe, the subway disaster transplos&47 London Underground terrorist
attacks directly to the site of 9/11. Once agaiwN®rk provides the setting for tragedy,
mirroring a tradition of disaster/apocalypse filthat, preceding 9/11, had presented audiences
with numerous images of the city’s destructiontHa 90s, Roland Emmerichisdependence
Day (1996) featured aliens obliterating the EmpiregeésBuilding, inDeep Impac{Mimi
Leder, 1998), a huge tidal wave flattens ManhatadArmageddor(Michael Bay, 1998), and
Godzilla(Roland Emmerich, 1998) both feature the deswuaabf the Chrysler Building and
Grand Central Station. The destruction of New Ytwals long entered ‘into the shorthand
geography of end-of-the-world films’. Before 9/1ie pre-millennial fascination with
destroying the city is clearly palpable, as Stepkeane observes; ‘In trying to come up with
the largest disasters possible, the attractiomsoity like New York are obvious, but in 1998
watching New York getting destroyed became stanthaed™*° As for post-9/11 Hollywood,
the tradition of attacking New York may have altene tone, but clearly has not stopped
altogether. Following on from a frozen New YorKlihe Day After Tomorro2004), Roland
Emmerich again revels in annihilating Americ&2012(2009), as New York suffers the same
ecological fate of all major cities when it is cansed by a massive tsunami caused by ‘earth
crust displacement’. IKnowing the timbre of post-9/11 sensitivity is more eviderhough
the film situates a major catastrophe in the hefakew York, all of above-ground Manhattan
is left untarnished with the disaster restrictetd¢oeath the city. Even the site of the earlier
plane crash in the film (though this time in Magaas®tts) is significantly away from any built
up areas, conveniently out by an unpopulated $tr@ftfreeway (although possible budget

constraints may well have had some bearing in tlesisions).

150Keane, p. 101.
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Despite apparent efforts to limit the re-openmfigainful wounds, the aftermath of the
subway disaster is vividly reminiscent of both 94k 7/7, or a culmination of the two, as fire-
fighters in oxygen masks struggle through the desaof panic stricken crowds. Shell-shocked
survivors, covered in dust and ash, are evacuatéldebemergency services from the smoke
strewn disaster area. Sombre stringed music pRjiseacamera slowly rises up from this scene
of devastation, past the American flag that monréptangulfs the screen with the Stars and
Stripes. The camera continues up beyond the flath{s instance, a symbol of national trauma
as well as national unity) as a glimpse is gainfeti® Manhattan skyscrapers beyond —
psychologically transporting the audience to 9/xdasimatic point of impact. A myriad of
frantic news reports are heard over the sombreesg®the next scene slowly dissolves into
view. A close-up of a television set reporting tlevastating news, with ‘emergency landings at
La Guardia and JFK’, absorbs the ghosts of 9/1k tmthe point from which they first
appeared for most us — the television screen. éirbtoana Thompson comments that the cycle
of horror, disaster and science fiction films, feitig explicitly on the approaching millennium,
had reached a ‘hysterical peak’ of ‘apocalypticadfen the late 90s. Thompson continues,
‘after 9/11, this dread took new forms with anmastabout the rise of Islamic Fundamentalism
and terrorism from within'®! However, this was only after a sufficient periddyeace in which
Hollywood was initially reluctant to tackle the @raa directly after the event, and which
culminated in Hollywood's religious apocalypse egieg between the years 2007 and 2012, of

which Knowingis an integral example.

Psy-Kids: supernatural and psychic children in thehorror/apocalypse film

Incorporating several key genres, of which thestexamovie is but one, elements of
supernatural horror iKnowingbecome starkly vivid in one particular sequenceyhich Caleb
experiences a disturbing vision of prophecy himgelftside the Koestler's decidedly gothic
looking mansion, surrounded by forest, the camiesalg pulls back to reveal a shadowy figure
watching the house. A close-up shot of Caleb’s,faskeep, sees him slowly wake as he senses
something awry. An eerie music score adds to a nebodhinous tension. Caleb sits up to find a
spectral figure standing at the foot of his bed. Mt®gnise him as the mysterious man in black,
who seems to have been shadowing Caleb throughedrh. High stringed notes become
strained and discordant as we begin to hear therfiutterings of ghostly whispers. The
indistinct figure, backlit and shadow-obscuredydjoraises his arm to point as the whispers

increase in intensity. A medium shot reveals Calédrge attic bedroom, while in the foreground

151 Thompson, p. 2.
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the stranger points to the circular centrepiecedaimthat dominates the room. The window
begins to glow, filling the room with an incandestaura of orange light. In a dream-like state,
Caleb, disregarding the stranger’s presence, slappyyoaches the glowing disc of light —
another symbolic sun. Piercing high pitched ndteg]j and unsettling, sound out as Caleb
cautiously peers through the window. What greedgghre is a vision straight from hell — the
woodland landscape has transformed into an engésssf raging fire, while torrents of satanic
smoke blacken the sky. The entire forest is ablaz@nimals in flames desperately run out from
the burning trees. Looking from outside at the leowghich is itself ablaze, the camera pulls back
from Caleb’s horrified expression inside the ciezuvindow. As the camera draws back further,
Caleb is depicted as though trapped within the simblisc, engulfed by flames. As we will

witness, this is a portent of the prophecy at hand.

Fig. 2.3 Hell on Earth: a visiontbé apocalyptic nightmare to comekinowing

With Knowings apocalyptic vision ultimately laid out (whichRlomerely puts down to a
nightmare), the revelation is set for the mystesighostly stranger to turn out to be no less than
four identical looking men in black raincoats. Tihmplication is that a different one of the four
had been witnessed each time throughout the filtter,.as John and Diana investigate
Lucinda’s remote forest home, the children, whoehla@en left outside in the car, once more
detect the characteristic unearthly whispers asitfister strangers surround their vehicle. By
now, the association between these spectral fiqamdghe fabled ‘men in black’ becomes
inescapable. ‘Men in black’, or MIBs as they arencaonly termed, refers to instances of
alleged calls upon UFO witnesses by strange vssidoessed in black — an enigma made
famous by the film of the same name, as well asignog the basis for the ‘machine

agents’ inThe Matrix Supposedly making vague or sometimes specifeatkrto stop
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Fig. 2.4 ‘What's through the round windéwaleb, framed within the figurative fiery disc.

witnesses from talking or sharing information, spation ranges from MIBs being government
agents — as is the premise in the fivten in Black(Barry Sonnenfeld, 1997) — to actual alien
entities themselves. Indeed, one prominent aspebedmyth’ is that they are often said to
look uncannily alike, and appear quite emotionl@$ss stands as a more than suitable
description oKnowings own MIBs, as, ethereal and slowly deliberateniovement, they
surround the car and peer in at the helpless @mldr the back seat. As this unsettling event
unfolds, for the first time, a barely intelligiblgterance is heard from amidst the jumbled

whispers; ‘Come with us’.

The encounter in the forest, like the visit frome of the black-clad clones in Caleb’s room,
specifically links the children to the mysteriowghisper people’, as Abby calls them, and
highlights yet another trait common in many suptma-science fiction films. Caleb, who has
minor hearing difficulties, has throughout beerereing whispered messages that he has
partially dismissed to a faulty hearing aid. Likedinda, and her granddaughter (played by Lara
Robinson, who, significantly, also plays Lucindajseems ‘the whisper people’ can only make
themselves heard to children — albeit only thogé tiie ‘gift’. Similarly, in M. Night
Shyamalan’sSigns Graham Hess’s youngest child, his daughter Bss@sses, not so much a
‘sixth sense’, but most definitely a ‘second sigB claims she has witnessed events before; ‘|
dreamed this’ she says at one point. Another tghe,says to her brother, quite randomly; ‘I
don’t want you to die’, when later he suffers athas induced death-scainowingand
Signs together with Shyamalan’s earlier succd$® Sixth Seng&999), along with films such
asThe ShinindStanley Kubrick, 1980Roltergeist(Tobe Hooper, 1982E.T. (Steven
Spielberg, 1982), and both Brian De Palma fil@arrie (1976) andlhe Fury(1978) — all
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feature children linked in some way to psychic,esuptural, or extraterrestrial forces. This is

without including the demonic cycle of films, suafiThe ExorcisandThe Omen

In terms ofSignsandKnowing it could be said that the children have beenrgihe godly
‘gift’ of prophecy, by which they are charged witte interpretation of signs that will safely
guide them through the tribulation of the endtiniaghese texts, the innocence that the
children symbolise, transcribes them as suitabhg por such a divine task, and worthy of their
proposed place in heaven, as yet uncorrupted bwahie’s evils. InSigns Bo, the picture of
innocence herself, fulfils a role in which she vellentually facilitate the safe guidance of her
family through the apocalyptic ‘test of faith’ thitie aliens represent. Indeed, the appearance of
the aliens as linked with some divine examinatibhwman faith is suggested at the sight of the
first crop circle, when Graham’s son, Morgan, amas ‘| think God did it'. Bo’s
representation as a figure of divine deliveranadtimately attained when, after all, it is one of
the half-drunk glasses of water that Bo depositsutphout the house that eventually destroys
the alien; as if she was always uncannily awaretths peculiar practise would serve as an act
of providence (holy water). For Caleb and Abb¥mowing it is their uncanny understanding
of the portents at hand and their own safe delhadhrough the impending worldly cataclysm

that is imperative for the survival of the humaoeaa

Interestingly, the children, here, also représeinend in recent apocalypse films whereby the
habitually broken family is reunited in adversity the spectacular events that threaten
humankind and the planet. Within this pretext anhiléal reconciliation, Kirsten Moana
Thompson avers that, featured invariably withirsthapocalyptic scenarios, ‘a monstrous
figure, the uncanny double of what the family hegysressed, emerges and threatens apocalyptic
vengeance because of the specific crimes for wihieliamily are responsible. Produced by the
repression of specific traumas, yet disavowed gimegrative monsters continue to repeat
themselves as pathological symptoms, figured tHrdhg uncanny!®? In bothKnowingand
Signs this disavowal is not only transfigured througk tepression of loss in the face of the
wives’ deaths, but also in the repression and tiejeof the protagonists’ prior faith. [Bigns
Graham Hess is quite literally confronted with ‘amstrous figure’ in the shape of a malevolent
alien — which can stand for the ‘uncanny’ emboditradrihe trauma he has ardently
suppressed. In both EmmericiTee Day After Tomorroyand2012 the familial ‘crime’ is one
of paternal failure. Lik&Var of the World¢Steven Spielberg, 2005) and to a lesser extent,
Knowing redemption lies in the rediscovery of the paterole, and places the dysfunctional

152 Thompson, p. 3.
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nuclear family at the centre of the crisis. At f#agne time, the survival of the family unit is
linked to the fortunes of mankind and the survvahe planet. Thus, ifhe Day After
Tomorrow 2012andWar of the Worldsthe family is reunited and the proper paternd ro
reinstituted after the successful negotiation efdlobal threat. So too fBigns where the
Reverend Graham Hess quite literally returns tadpai ‘father’. In a religious context, the
affirmation of institutionalized core Christian uals, here, remains fixed and unchallenged.
With this in mind, Thompson points out the morelgbeonatic aspects to this narrative pattern,
when she indicates that ‘the ways in which the atbgical, and the supernatural are mapped
out across the family and projected across the trmumsbody of each horror story only suggest
an apocalyptic return to an idealized fantasy ofikavalues, and to a deeply conservative

notion of history that can only understand the ffaitin theological and eschatological terrts.’

In Knowing as John and Diana’s fates become increasingiytiined, along with their
children, a familial reformulation similarly occymss one family unit begins to emerge out of
two broken ones. However, linked to the fortunethefplanet as they indelibly are, the
lifespan of the burgeoning new family is destinedb¢ transient. Accepting their respective
paternal roles within the nuclear family unit, Jarases the ‘the whisper people’ away from
the children, while Diana stays to comfort themtaiang up with one of the spectral figures in
a forest clearing, a gun toting John demands tevkubat he wants from his son. His back to
John, the dark figure with slicked-back blonde Istomly turns to face him. Unnaturally pale
and otherworldly, he slowly opens his mouth fromakiba blinding white light instantaneously
emanates. After being dazzled into submission syrttiraculous event, John looks back up to
find the mysterious entity has vanished. The faat,tinstead of words, it is light that comes out
of the entity’s mouth, infers a literal conceptsation of biblical metaphor in which ‘light’
stands for divine truth or the word of God. Thixemore correlates the ‘whisper people’ to
angel-like beings operating within some sort ofird/configuration, and further adds to the
film’s intensifying element of biblical apocalypsean which angels herald the end of the world.

The ‘external locus of control’: the eco-apocalypsé&lm and redemption through passivity

The nightmare vision in which Caleb witnessesvibbed ablaze — a conceptual ‘hell on earth’
— could be a scene straight out of the book of R&ea itself, which, among other visions of
torment and damnation, repeatedly mentions ‘a ¢tdKee’ that is ‘burning with brimstone’
(Revelation 19:20; 20:10; 20:14-15; 21:8). Largegresentative as a place of post-death

153 Thompson, p. 153.
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punishment for the wicked, the vision of a lakdidd, in keeping with the connection of
Christianity to ancient religions, also notably epgs in the Egyptian Book of the Dead, as a
‘pool’ of ‘fiery liquid’ encountered on the hazang® journey through to the afterlife. Passages
such as these in the Book of Revelation, along ahte’s medieval envisioning of the
underworld, have of course shaped much of the nmadeagination concerning ideas of hell
and purgatory, but another interesting point oérefice can be found in whatl8entury
author and philosopher Edmund Burke called ‘theotesublime’!>* Art critic, Andrew Frost
explains that one of the oddities of modern apgas#yfilms ‘is that their visual language is
drawn directly from the imagery found in RomantiwlaGothic paintings of the 18th and™.9
centuries }*° Just as Burke theorised that one could experitrecsublime through works of
profound art, the highest level of the sublime eiguee, he proposed, was through the
unmitigated imagery of terror. Frost cites John tvigs 1851 paintingThe Great Day of His
Wrath which he says ‘looks stunningly like conceptfart2012 with the Earth heaving up and
tipping entire cities into the abyss, lots of tlitfle people falling into the void'®® The striking
scenes of worldly destruction depictedl2andKnowing for Frost, are ‘riffs’ on historical
images of the biblical apocalypse, of which Magid others derived evocative scenes straight
from the Book of Revelation, which, Frost saysvmles a perpetual link in our minds to ‘our

imaginary apocalypsé?’

However, as has been put forward by some obsemveany of the themes of recent end of the
world scenarios could be understood in terms @callar brand of millennialism, consisting of
genuine scientific concerns to do with environmedégradation or the misuse of technology —
rather than part of a divine master-plan. This wadrtainly seem the way Malcolm Bradbury
views it, who comments that ‘the ends of the mili@rare notorious for the rise of apocalyptic
fear, and though our Einstein’s monsters change fraclear threat to ozone depletion and
global warming, the consciousness of uncertaintyiils us again°® Nevertheless, Frost is at
pains to point out that ‘the “man-made global wargnequals secular religion” argument
misses the point that the art of the sublime, ésxdantemporary manifestation in Hollywood
cinema, and with it our imagining of the end, iseaipression of Western Christian belief not of

some pop culture neurosis®

154 Edmund BurkeA Philosophical Enquiry into the Origin of Our Ideaf the Sublime and BeautifiNew York:
Oxford University Press, 1998), p. 96.

155 Andrew Frost, ‘It's the end of the world but netvae know it',Sydney Morning HeraldDecember 4 2009
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158 Quoted in, Philip MellingFundamentalism in America: Millennialism, Identiayd Militant Religion
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Fig. 2.6 A typical scene ofidstation from Roland Emmerich2012

Andrew Frost may make a valid point, but likefaarich’s2012 Knowingencompasses a
trend of films that integrate both secular enviremtal concerns with visions of biblical
apocalypse. Within this secular framework, echdeéb@eco-apocalypse science fiction films
of the 70s abound into the new millennium. Danielj¥ik states, ‘in numerous secular
apocalyptic scenarios, worldly destruction is cdastd immanent in human nature rather than
externally prescribed, fulfilled by the action arfthracter of human beings rather than
determined by outside force'€° So, in the distant future &ilent RunningdDouglas Trumbull,
1972), all plant life, except for that which hasbereserved on board a spaceship, has been
made extinct — although it is not made exactlyrcheaether this is the result of climate
problems or from the excesses of humanity, but pagiably both. IrSoylent GreerfRichard
Fleischer, 1973), the culpability of mankind ig lief no doubt, as the earth’s resources have

160 Wojcik, p. 146.
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been depleted to the extent that it can no longstas a spiralling human population, with
sinister consequences. In Robert AltmaRisntet(1979), a future ice age sees a dying
humanity revel in its capacity for self-destructias mankind occupies its remaining time
playing a form of deadly chess within a frozen stigpe. This was the kind of environmental
catastrophe narrative that was to be spectacukginyroduced in the 24century by Roland
Emmerich withThe Day After Tomorro2004). Earlier, the 1995 movi¢/aterworld(Kevin
Reynolds), had already depicted a future in whinehgdolar ice caps had melted, plunging the
Earth into a perilous flooded existence — with ologi biblical overtones.

The Father, the Sun, and the Holy Spirit: scientift and spiritual solar activity

Within their ecological grounding of apocalyp&gowingand2012reflect specific existing
anxieties, not to mention a large degree of sdiergpeculation, concerning the future impact
that the sun may have on our vulnerable planet988, the dramatic tele-filninferno (James
Remar), portrayed the crisis caused by intense aotavity, with the tag line: ‘Earth’s Last
Days in the Sun’. Also, Danny BoyleRunshine- itself rich with religious overtones —
projected a future where, to ensure the planet\dal, a dying sun must be re-ignited with a
radioactive ‘payload’ from a spaceship. Within thesrall focus of this topic, this apocalyptic
preoccupation with the sun incorporates a substiasiéigree of religious significance. It is well
documented how some early civilizations underwemiows expressions of sun-worship; as
with the Mayans, Aztecs, Incas, and the ancienpkgy veneration of the sun-god, Ra. This
was to be later taken to another level with ther&tta Akhenaten (famously the father of
Tutankhamun), who controversially banished the wprsf all other gods in favour of the ‘sun
disc’, the Aten, from which the Pharaoh derivedriasne. The Aten was symbolically
represented in hieroglyph form as a disk with rafyght that terminated in the hands of the
king. In general, it is perhaps no surprise thahsgh religious reverence may have been
directed towards the sun; the giver of life ancher of light.

However, these various forms of celestial wqgrshs has been speculated, may well have
contributed to ideas that factored significantiyw#ods the fledgling roots of Judeo-Christianity,
particularly the notion of monotheism. Althoughstilea remains somewhat controversial among
some religious scholars, the success that Ahmed@sms achieved with his internationally
bestselling bookQut of Egypt: The Roots of Christian{ti998),Jesus in the House of the
Pharaohs(2004), andChristianity. An Ancient Egyptian Religiof2005), reveal widespread

interest in the probable link between ancient retig and orthodox Christianity. Indeed, Osman
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establishes the idea that the monotheistic teriéégenism’, or the sole worship of the sun, are
directly related to the onset of Judaism, and Iggité distinct parallels, including the forbiddance
of idol worship, as well as the similarity betwebe name Aten and the Hebrew ‘Adon’, or Lord’.
Within his theoretical framework, includinljloses: Pharaoh of Egy1990), Osman even
conjectures that Moses and Akhenaten may havelpppssien the same person. This is an idea
that had already been examined by Sigmund Freud, whis bookMoses and Monotheism
(1939), hypothesizes that Moses was not in factskgwut actually born into ancient Egyptian
nobility, and may have been a disciple of Atenismyas even the Pharaoh Akhenaten him$élf.
Despite some intriguing connections between ancremtotheism and Judeo-Christianity, the
early authors of the Bible would have no doubt wito distance their teachings from sun-
worship and other forms of pagan belief. Nevertbgléhe close and primal connection between
the sun and the early history of organised religitso extends towards established tenets of
Christianity. Here, the sun is found to hold a sgiitodegree of magnitude within some principal

biblical texts.

From the onset of Genesis, in the very firsptlg it is decreed that the moon and the sun are
thus appointed as ‘signs’ to separate light fromkdkass. There also seems a great deal of
significance in the sun turning dark, though teipérhaps unsurprisingly rooted in some of the
Bible’s more *apocalyptic’ texts. Revelation 6: s of the sun becoming ‘black like
sackcloth’, but also Matthew 24:29, Mark 13:24jdbsal3:10 and Joel 2:31, all speak of a
‘darkened sun’ in a time of tribulation. Revelatiba describes a woman that is ‘clothed with
the sun’. The sun, here, is a symbol of the wondinlae knowledge and the testimony and
‘commandments of God’ (Revelation 12:17). In bibliscripture, the term ‘light’ is most often
a metaphor for truth or God’s word (the ‘light bktlord’), and this passage from Revelation
implicates the sun directly as a celestial soufcguwitual light and divine truth (which, apart
from being specifically relevant to Danny Boyl&snshingbrings us once more back to the
beginning oKnowing. The term celestial, meaning of heavenly or divamigin, as well as
pertaining to an astronomical body such as the gemaps has closer connotations with one
another than first imagined. In this metaphoricaitext, the subsequent references that warn of
the sun becoming dark may in fact be a significatbGod'’s lost light: a Christian truth,
belief, or knowledge that becomes somehow flawddrmgotten, becomes darkened.

161 Sigmund FreudVoses and Monotheis(iew York: Random House, 1996), abstract.
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] A central feature dknowingis within its own

Jesus |
in the
House of the % divine means of prophecy by which to foresee

biblical transcript of celestial portent, and one

which acts, along with Lucinda’s numbers, as a

Ph&raOhS ' and interpret the unfathomable events to come.

' After learning that Lucinda, amid overhanging
depression and mental instability, had committed
suicide some years earlier, John teams up with
Lucinda’s daughter, Diana, and granddaughter,
Abby (who is the same age as Caleb) in a quest
for some meaningful answers. Their visit to
Lucinda’s abandoned woodland home unearths a
room covered with wall-to-wall newspaper

clippings of all the predicted disasters over the

last fifty years. Amid the articles, a picture

Fig. 2.7 Sun God: Some portrayals of Jesus Ccatches John'’s eye; a black and white illustration

depict him with a ‘sun disc’ halo; as though

: . 3 from the Bible. The picture is from Ezekiel 1,
an inherent coding of the connection.

and depicts Ezekiel's dramatic vision of celestial
visitation. The camera slowly closes in on the imbgfore focusing on each important element
in close-up detail. First, Ezekiel is shown knegldown and receiving a parchment (or
manuscript) handed down to him from above. All aabhim seems ablaze with fire. The
camera moves to the top of the picture, showindhdevens open to reveal God as a bearded
man in robes sitting upon a celestial orb with sigmays of light. Down to the right, four
winged creatures are portrayed similarly ablazé Wigiht — one of which distinctly resembles a
man, or angel. In the centre of the picture is vibaks like a large wheel with spokes. The
wheel is within two outer intersecting metallic enwhich makes the strange looking sphere
appear as in a state of mechanical motion. Likeninged seraphs, the sphere also radiates
with fire and light. ‘She used to stare at thistynie for hours’ says Diana, further denoting the

narrative significance of this scriptural tableangd that of the biblical reference it signifies.

To add to this foreboding ‘sign’ of things tonge, and in keeping with the film’s theme of

cryptic codes and hermeneutic symbols, John dissdtat the final number, or death toll, at
the end of Lucinda’s manuscrip®?’, is not what it seems. Diana points out thas ihot the

number 33, as John had assumed, but in fact ahdaittiquirk of her mother who used to write
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the letter ‘E’ backwards. ‘Abby used to do this stimes’ says Diana — a telling link between
her mother and daughter. ‘E E? Initials? Someoreskw?’ John speculates. However, when
John notices some black pebbles underneath Luatdal (earlier Caleb had received one
such pebble, which functions as yet another ‘sifyoin the mysterious stranger) the full horror
of Lucinda’s ‘playful’ abbreviation hits home —imaniacal manner, repeatedly scratched into
the bottom of her overturned wooden bed, the woENERYONE ELSE'.

Fig. 2.8 Ezekiel 1: iknowingthe sphere on the right swaps position with thepsdes
in the centre, presumably so thateramphasis will be placed on this device.
(lllustrationMatthausMerian, Iconum Biblicarum Frankfurt, 1627)

The Sun, which has been an ominous underlyiaggorce throughout, is finally pronounced
as the apparatus of apocalypse when John finds abphay colouring in the picture of Ezekiel
that he had taken from Lucinda’s home. A closehui sf the biblical tableau shows that Abby
has coloured the glowing orb that God sits upotoyel‘lt’'s the sun’ she innocently proclaims,
although this is once more evidence of her superaklink to prophetical knowledge. Now, a
merging of science and religion begins to takesgylas with this sudden realisation, something
clicks within the mind of the astrophysicist. Aptio the M.1.T. Haystack Observatory is
immediately undertaken. Here, John reminds Phihefpaper that he published on ‘extra solar
activity’, in which John had found evidence of aie& of super-flares from a distant star. ‘The
readings were off the chart’, Phil remembers. Jatplains that Lucinda’s numbers are indeed
a warning, not just to him ‘or any random groupWawer, but to everyone: ‘A super-flare in
our own solar system. A one hundred micro-teslaenavradiation that will destroy our ozone
layer — killing every living organism on the planét graphic computer simulation shows the
sun, a vast ball of fire, discharge a super-flasg tnenacingly engulfs the tiny spec that
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represents Earth. Phil declares ‘we have to letyewe know... we have to call the N.O.AA...’

John interrupts ‘they already know, the announcéméhcome any time now.’

Fig. 2.9 Divine Visitation: The§ in Ezekiel, depicted as God's celestial vessel

John stands up and stares out at the sun, beg@shadowy silhouette in the midst of its
forebodingly brilliant haze. A close-up shows tasd bathed in the sun’s incandescent light: ‘I
thought there was some purpose to all of this’nJd¢liberates, ‘Why did | get this prediction if
there’s nothing | can do about it? How am | supddsestop the end of the world?’ Of course
following an evangelical transliteration, the pamthat we are not supposed to stop the end of the
world. Evangelical acceptance of the end appealsisely by placing current crises within a pre-
determined divine pattern. This kind of fatalisitribute operates directly in conjunction with
inherent knowledge of the bible. Here, such hermeoé&redictions’ espouse an assurance that
everything is in ‘God’s hands’, and that ultimatalyquiescing to God’s plan ‘is a means of
participating in the power of the deity, as welka®wing the concealed fate of human histéfy.’
The title,Knowing then, implies this very same ‘concealed fatg@phesized in biblical
scripture. In the film, this evangelical outlookeiscapsulated by John’s own devoutly Christian

father, who is representative of the same religaeference to deterministic forces of fate.

Contemplating ‘the end’ back at his home, thetEaimpending doom finally prompts John to,
at long last, make peace with his hitherto estrdrigther. Out in his garden, as he makes the call,
he is swathed in sun beams that create a cirdighdfwhere he stands (an indication of heavenly
guidance), after all, John is about to commune withan of God. He begins by reminding his
father, a practising pastor, of something he oaaglit in church; ‘That sermon you preached every

162 \Wojcik, p. 143.
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EARTH 4 VENUS MERCURY

Fig. 2.10 Solargeddon: This time, it is sciencd fbresees Earth’s apocalyptic fate.

year at Pentecost, about the gifts of the spioihe- was the gift of prophecy.” For now, just a
voice on the phone, his father replies, ‘1 Coriatisi 12, yes | remember it’, adding, ‘...the
church should always respect the prophets.’ Johouwces, ‘I have a prophecy, it's about to
be proven accurate, | need you to respect it, @cglive it as the truth’. Foretelling the end of
the world as we know it, John instructs his fatioeget himself and the family to safety below
ground in order to evade the coming cataclysm fattser, now shown for the first time; a
sagely looking man, tells his son, ‘I appreciateryooncern, but if it's my time... it's my time.
I’'m ready whenever the good lord calls me.” He thsks the question of his son, ‘are you?’
The emphasis on Reverend Koestler's passive raggna the celestial forces from above,
again highlights the ‘external locus of controlatitharacterises much evangelical thought.
Along with the notion that all apocalyptic events &ated, and are part of a wider celestial plan,
‘religious apocalyptic beliefs explicitly addregefings of helplessness and uncontrollability,
converting them into an optimistic vision of wogidiedemption and salvatio® To those of
devout faith, this simultaneously provides bothdapd comfort in the midst of inexplicable
and overwhelmingly cataclysmic events. This istarkscontrast to John’s characteristically
secular ‘internal locus of contral®* John continues to believe that through his owividdal

efforts he will be able to save himself and hisifgrftom the cataclysmic events to come.

One final coded prophecy from Lucinda awaitbeadeciphered if John and his new family
are to have any chance of survival. In 1959, ordtheof the time-capsule burial at William
Dawes Elementary, Lucinda, who had gone missing,fimally found cowering in a school
store cupboard where she had scratched, with l@dddigernails, a series of numbers into the
door. Now this very door holds the key to salvatida John frantically blow-burns away the

layers of paint to get to the numbers underneattexplains to Diana; ‘she knew the co-

163 Wojcik, p. 142.
164 |pid., p. 135.
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ordinates to this last event, she tried to writgildown. The teacher said she was interrupted..
ran out of time, so she scratched them into thas .doshe tried to tell us where to go. The
numbers are the key... to everything!” As an integjneime, evangelical interest in numerology,
something which can be framed within the contexhofstical theology’, remains a crucial
facet from which a believer can determine the ‘sigAs Michael Lieb exclaims, within the
evangelical universe, ‘to know history is to de@plis code, to understand its signatures as
they are revealed numerologically® Other that the significance that numbers playa t

Bible, and in particular, the Book of Revelatio§6the number of the beast), there is a vested
preoccupation with numbers within Dispensationadisiphecy belief. In the endtime

mythology ofLeft Behind guided by ‘signs’ within the Book of Revelationuch has been

made of the significance behind the number, 2l6example, which the authors suggest is the
true ‘mathematical equation’ and theological sotrode behind the number 6586.

Diana, unconvinced and troubled by John’s iorsi behaviour, and who had always doubted
her mother’s ‘gift’, decides she should escape withchildren while she can, abandoning John
to what she believes to be his misguided and mgbess quest for the final code. En-route to
the underground caves where Diana feels they wildfe, she stops at a gas station to refuel.
Here, an emergency broadcast transmission finadiysvof the looming danger that the solar
flares represent. A government spokesman advisgdg stock up on water and remain
indoors until further notice, adding ‘if possibleseek out fortified underground shelter’.
Amidst the ensuing panic, two ‘men in black’ take bpportunity to get in Diana’s car and
drive off with the children. Earlier, Abby had tahér mother that the whisper people ‘always
know where we are’. A horrified Diana hijacks a aad promptly gives chase. This only leads
to a colossal crash with a juggernaut truck, atichately to Diana’s death — on the date that

her mother had always predicted.

In the midst of this catastrophe, John find$ tha coded coordinates scratched on the door
are none other than the location of Lucinda’s renvadodland home. As previously
highlighted, another cryptic sign throughout thenfhad been the reoccurring symbol of a
smooth black pebble — one of which Diana was faontave clutched in her dying hand. A
link to the final revelation, John stumbles upgpegh of such black pebbles outside Lucinda’s
house. They lead him directly to a forest clearimlgere John discovers the children being

harboured by the four ‘men in black’. Caleb tells father that they have to go with their new

165 Michael Lieb,Children of Ezekiel: Aliens, UFOs, the Crisis ofc@aand the Advent of the End TitBairham,
North Carolina: Duke University Press, 1998)227.

166) eft Behind.Com
<http://lwww.leftbehind.com/03_authors_testimads/viewAuthorinteractions.asp?pageid=987&chalidwel 9>
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friends. The whisper people are henceforth reveahedsignified as the children’s own
guardian angels when Caleb explains, ‘they’'ve lgetecting us all along dad.” Caleb’s
language becomes more profound and ‘biblical’ asdminues, ‘they sent a message ahead of
them... to prepare the way. And now they’'ve comeufai The four ‘men in black’ stand
watching, motionless. Suddenly, a thunderous nmemn fabove breaks the tense silence, as
bright beams of light pierce through the dark ckutust like Ezekiel in the picture, John sinks
to his knees, as a huge spinning sphere descemddlie heavens. ‘It's time to go dad’, Caleb
proclaims, ‘they’'ve chosen us so we can start ev& everything can start over.” From the
cacophonic lightshow above, a smaller orb with sipig inner spheres descends out of the
larger. The resemblance of this astounding evetitedoiblical tableau depicting Ezekiel’s

divine visitation, at this point, becomes unmistakaclear.

Angels as aliens: transfiguring science fiction ttsermon fiction’.

As Daniel Wojcik affirms, ‘Ezekiel's vision of spimg or revolving wheels making a rushing
noise is frequently interpreted as a spaceship’pamots to the countless UFO enthusiasts who
make the claim that ‘so-called’ angels and varisaists were in fact ‘space being?’.

However, while the film’s underlying elements ofegtce fiction begin to be played out, the
auspices of biblical prophecy that have formedraaming sense of the film’s apocalyptic
vision is finally revealed in a literal transcrigmi of a biblical event. In Ezekiel 1, there is
described ‘a windstorm coming out of the north—amiense cloud with flashing lightning and
surrounded by brilliant light. The centre of theeflooked like glowing metal, and in the fire
was what looked like four living creatures.” Thespage goes on to pronounce that ‘in
appearance their form was that of a man’ and th&iw of them had faces and wings. The

passage continues;

Above the expanse over their heads was what lolikea throne of sapphire, and high above
on the throne was a figure like that of a masaw that from what appeared to be his waist up
he looked like glowing metal, as if full of firand that from there down he looked like fire; and
brilliant light surrounded him. Like the appeaara of a rainbow in the clouds on a rainy day,
so was the radiance around him.

Ezekiel 1:26
In Knowing the four MIBs finally shed their human guise aasldescribed in Ezekiel's vision,

reveal themselves as ethereal beings of shiniihg I&fill human-like in shape, their likeness to

archetypal angels is more than apparent. The gtpstiings of light that cascade from their

167 Wojcik, p. 185.



90

backs might easily be mistaken for seraphic wingarxient prophets. Reflected in translucent

light, the angel-aliens are imbued in rainbow esobf radiance.

Prevented from joining his son in the spacecthé aliens telepathically communicate
through Caleb, who tells his father, ‘only the dréin must go... those who heard their call’.
Urging Caleb to leave him and go with their aliesauers, John undergoes a spiritual
transformation, telling his son, ‘we’re gonna bgedther... we’re all gonna be together... and
mom’s gonna be with us too — | know it. | know thatv.” John’s affirmation of the concept of an
afterlife, represents a complete turnaround frosnclghical stance on the idea of heaven that he
had espoused at the beginning of the film. Nowaliens, taking each child by the haedter
into the globe of spinning inner spheres. The ntetsigal orb begins to rise towards the mother-
ship — a larger sphere of even more celestial niagdgi This is also from Ezekiel, which describes

a strange vessel like a wheel with intersectingelgieand which ‘sparkled like chrysolite’;

Each appeared to be made like a wheel interseatimigeel. When the living creatures moved,
the wheels beside them moved; and when tivglireatures rose from the ground, the wheels
also rose. Wherever the spirit would go, thveyild go, and the wheels would rise along with
them, because the spirit of the living creaduvas in the wheels.

Ezekiel 1:19

Again referencing the biblical Noah's Ark, tbleildren each symbolically hold a white rabbit,
and are indeed about to step through the ‘looklagsy They levitate upwards with their shining
angel saviours, enveloped by glowing spinning sphénat transport them to the shimmering orb
above. This scene furthermore invokes the evarajetiea of The Rapture, a Dispensationalist
interpretation of a prophecy in which the choselh agcend up to heaven during the endtime to
be greeted by Christ and his angelsTlhe Late Great Planet Eartfor those who believe, Hal
Lindsey assures evasion from the trials and tewbtlse apocalypse by very means of The
Rapture; ‘Without benefit of science, space suaitsnterplanetary rockets, there will be those
who will be transported into a glorious place mbeautiful, more awesome, than we can
possibly comprehend® And so, without the need for ‘space suits’ (astgahe children
ascend to the stars, as the metaphysical sphesfédrans into abstract spikes of light that launch
up towards the heavens. As the spaceship leavésatiies atmosphere, dozens of identical craft
are now shown leaving the doomed planet. Presumehth vessel contains two children taking
two of each species of animal. As the flotilla paseships vanish into ‘hyper-space’, John sees

the last vestige of light extinguished in the blagiht sky. A long point-of-view shot looks

168 Hal Lindsey,The Late Great Planet Ear{iiNew York: Bantam, 1970) p. 126.
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down at John gazing up, casting a lone figure ansid®a of black pebbles. It only acts to

emphasize that John is now most categorically dnieose to be ‘left behind’.

The manner in which Hal Lindsey deliberatelytali€es the ‘divine’ workings of The
Rapture from methods of science and various ‘itéegtary’ escape, further compounds the
‘religion versus science’ dichotomy, and remairnsdsl of evangelical understanding as it
relates to the end of the world. This characteriggwpoint, nonetheless, makeésowings
own vision of earthly transcendence all the moteguing in its merging of biblical
transcript and science fiction. But there is aniobs point of influence, here, that would have
crucially informed this key scene in the film. Apsimilar lines to Erich Von Daniken’s,
Chariots of the Gods@969), which featured the tag-line: ‘was God amanaut?’, Josef F.
Blumrich’s book,The Spaceships of Ezeki#b74), acts as the likely source of inspiration i
Knowing in which science theory blends with biblical shieration. In his book, Blumrich
asserts that Ezekiel's account in the Bible wasrd#scription of a meeting with God in a
prophetic vision, but a description of several emters with ancient astronauts within
interplanetary shuttlecraft. Written while he waset of NASA'’s systems layout branch, within
the program development office, at the Marshallcggddight Center, Blumrich claims that he
initially set out to disprove allegations of aligsitation in the Bible. However, as he examined
Ezekiel's detailed descriptions more closely, Bliomiconcluded that the type of machinery
being described could theoretically operate asebahkd rotor-blade technology. Blumrich states
that ‘since his revelations were written down Idrggore the advent of flying machines or
rockets, the only way man could interpret Ezekiehggmatic statements was through religion
and, especially, mysticism® Blumrich takes, for example, Ezekiel's assumptiuat he sees
‘faces and wings’ within the ‘living creatures’,caproposes that the wings he describes may in
fact be rotor blades in operation (‘spinning spegrend points out that even within modern
space technology, citing the NASA Gemini space al@and Soviet Lunokhod 1 in particular,
face-like features and shapes may be easily digderso convinced that Ezekiel was depicting
space craft technology, Blumrich went so far gsatent a design for an ‘omnidirectional wheel’

inspired by Ezekiel's description

In fact, Blumrich’s book is a prime exampletioé link between religion and space flight
evidenced frequently within NASA itself, where tt@nnection between technology and divinity
can translate into an expression of spiritual tandence. Former NASA administrator, James
Fletcher, at the time of his tenure, envisionedspmxploration as ‘an intellectual frontier of

169 Josef F. BlumrichThe Spaceships of Ezekjebndon: Corgi Books, 1974), p. 3.
170 Noble, p. 136.
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expanding knowledge and the progress of understgrabout nature by extension, about
divinity.” 1" In 1979, Bruce Murray, director of NASA’s jet prapion laboratory, declared that
‘the search for extra-terrestrial intelligence [dnydassociation, more technologically advanced
intelligence] is like looking for God’; the kind &dpace odyssey’ that may well conjure up
Kubrick’s vision of space exploration and metapbgktranscendence #001(1968). In the
same year as Kubrick’s film, the astronauts of Ap8| the first manned mission to the moon,
acknowledged what they deemed to be the profouigioes significance of their achievement
by broadcasting back to Earth their reading offitts¢ ten lines of the book of Genesig.In his
book, The Technology of Religidda997), David F. Noble maintains that, as modeammology
and religion have evolved together, technologioa¢rise has always been, and remains
‘suffused with religious belief’. Nowhere, he says the intimate connection between religion
and technology more manifest than within the UnB¢aktes, where an unrivalled popular
enchantment with technological advance is matclyeghbequally earnest popular expectation of
Jesus Christ’s returd’® Noble adds that, in the United States, ‘technology come to be

identified with transcendence, implicated as néedore in the Christian idea of redemptioff.’

Fig. 2.11 & 2.12 Face capsuletp examples of the Gemini module shown in
The Spaceships of Ezekiel

As forKnowings own drama of redemption which, likewise, fuspace technology and
religion with the climactic appearance of the aiefilex Proyas seems comfortable in the

controversy this key scene has stimulated, andnema

The ending of the movie, which is highly conggsial, and it's gotten the most extraordinary
reactions from people, is very open-ended.Ha@ people say to me this movie is the work of an

1 Noble, p. 134.
1721pid., p. 134.
173 |bid., p. 5.

74 |bid., p .9.
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atheist and I've had people say to me thisasmbrk of a religious zealot. It can't possiblyldmgh,
but it's very interesting that people can reaither way. People ask me whether | believe id Go
or not and my answer to that is I'm agnosta@n see pretty much the veracity of both sideb®f t
argument and I, like Nick's character, am orach for truth and for meaning. I'm not there
preaching from the pulpit or whatever. I'm thémewing out some ideas and it's about the
exploration.’

Nevertheless, with combined elements of sciendé®mfi@and science theory, courtesy of both
the Bible and Blumrich, mixed in with rich overt@nef biblical symbolism and established
eschatology, it has been claimed that Proyas’stilay well preside over a transfiguration from
science fiction to ‘sermon fiction’. One critic evevent as far as to label the film ‘a thinly
veiled version of Calvinist theology-cum-end-of-dagvangelical-fantasia’™®

Fig. 2.13 & 2.14 Space oddity: like Pixar&ll-E, the anthropomorphic Lunokhod 1 could be
ideal for traversing a toxic post-apocalyarth, and looks almost as quirky.

These expositions aside, it can be easily utowishowKnowing in a major sense, can be
viewed to retain certain concurrences with evaegetioctrine, particularly within its disparate
scenes of serenity and devastation. Here, the £ooninoted to be an act of divine providence.
After the alien evacuation of the planet, Johnekitdack through the city, which is now an
urban landscape of carnage and chaos. Plumes é&edoiitow from burnt-out cars and
buildings. A tracking shot shows a main city stteebe a rampaging sea of panic-stricken
people. Calming classical music plays as Johnatgidrives through the unfolding turmoil.
The soothing music, in juxtaposition to the framénic surrounding him, is a signification of
John’s new-found inner peace. The camera slowhyslizack from the dissipated city and its
smouldering skyscrapers, depicting it as a burBalgylon on the verge of collapse. Amidst
falling ash in the sepia hue of the sun, John esrat his family’s home. He receives a

175 Alex Proyas interview foPlay Magazine (Australia), April 2 2009.
176 James Walling, review dénowingin The Prague Posugust 12 2009.
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reassuring embrace from his father, who tells hirhis isn’'t the end’. In a final acceptance of
his newly regained faith, John acknowledges, ‘IWha@\s his mother and sister join in the
embrace, the once fractured family is made whoératiprough John’s return to the religious
fold. The intensifying light from the window sigrsahe beginning of the end, but can be
interpreted as a sign of the spiritual transcendéoavhich the family resoundingly submits.
Outside, a spectacular tsunami of fire sweeps tirahbe city. An awe-striking event of
pantheistic magnitude, the wave of fire obliteraesrything in its path. The final view of the
planet cuts from the carnage of apocalyptic destmco the tranquil silence of space. Just as
Ezekiel's biblical tableau depicted the sun asesenting God’s divine dominion, we witness a
dead shadow-sphere in the face of a vast engudfingrom which emanate similar plumes of
brilliant light. It is both a figurative link to Ekiel’s prophetic vision and symbolic of a shining
celestial power that is far greater than that of garth.

Fig. 2.15 Death of a minor planet in the $8gstem: a charred Earth is engulfed by its vast s

As the planet goes through its death throesinmther world, Caleb and Abby lay down
white rabbits in a golden field of waist-height vathe or something that resembles it. Notably
now clothed in white, symbolising their own heayetnnscendence, they watch on serenely as
their alien/angel protectors depart from their femne. The symbolic white rabbits signify that
the children have indeed crossed the liminal tholesimto Wonderland. Snow-like wisps of
floating fauna (as used to great 3D effecAvratar) contribute to the magical aura of the new
planet paradise; ‘a glorious place more beautifidre awesome, than we can possibly
comprehend®’’ In a further symbolic, and ironic, link, the sndake fauna of humanity’s new
home mimics the falling ash back on the doomedgtl&arth. The children run towards a

solitary oak-like tree in this Eden of Elysian @éisl Indeed, although this utopia could stand for

177 Hal Lindsey, p. 126.
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a number of mythological netherworlds or associatsins of the afterlife, the strong biblical
symbolism of the creation myth, and the fable otA&dand Eve is inescapable, and the huge
tree that the children are drawn towards is undmlptrepresentative of the ‘tree of life’, or
‘tree of knowledge’ referred to in the Book of Gseise As they run towards the tree, dozens of
alien craft are seen in the background leaving fdififierent locations around the planet. Sin-
free and without corruption, the children heraloeav age of innocence in an unspoilt Eden —
presumably in the hope that they will put right finst attempt at human civilization (although
one always suspects this to be a cyclical shortegron humanity’s part). Here, at the film’s
resolution, what takes place is an amalgam ofdabfables as, together with a clear creation
myth allegory, the children and their pair of whiédbits (Abby in wonderland), along with
other animals no doubt brought in the other spapsshymbolises the reoccurring fable of
Noah’s Ark — except it is a flood of fire that dests all life on Earth. Moreover, closely guided
by ideas in the Book of Revelation, and, correspugly, Dispensationalist prophecy belief, the
children represent the blessed chosen that haepedche tribulations of apocalypse and have
ascended to the stars (The Rapture). Leaving timggtiteous’ behind to perish (and burn in the
symbolic fiery lake), they have transcended thaittdy lives to begin a new level of human
existence in a heavenly paradise bestowed to thesnfreme beings (angels/benevolent alien
protectors). Just as in the Book of RevelationJdlsejudgement of history, so it transpires, is a

rebirth and new dawn for humankind.

Fig. 2.16 Genesis revisited: the children amsistibly drawn to the biblically symbolic ‘treé Ide’.
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Conclusion

As suggested at the beginning of this chaptagwingpartly embodies a group of films that
emanated from the turn of the new millennium, amittv began to exhibit, if not explicitly
religious, certainly spiritually orientated presergnts regarding the end of the world. Like
Knowing by the end of Robert Zemeckisontact atheist astrophysicist, Dr Ellie Arroway,
discovers a newfound spiritual awareness aftenmtegaphysical encounter with extra-terrestrial
beings; who are, likewise, presented as celestiities with characteristically angel-like powers.
Similarly, in Peter Hyam<End of DaysJericho Cane, who had lost all belief in Godmaitely
submits to an act of holy martyrdom, and bearge¢demption of humanity in his prevention of
the Antichrist’s rule of the coming millennium. Might Shyamalan’§$igns which holds the
greatest comparison to Proyas’s film, exhibitsshme compulsion to decode the prophetic ‘signs’
of the endtime, and most explicitly portrays theiseovery of lost Christian faith in Graham
Hess’s return to the priesthood. In each of thiises f the death of a loved one coincides with the
beginning of apocalyptic events, at once instaéigpychological connection between familial loss
and global crisis. For the protagonist, the evdnme@ognition of a higher power, in whatever form
this may take, replaces the existential meaninglestshad been inflicted by the trauma of loss
with a new and profound spiritual understandinghefsurrounding universe. As evinced before,
this frames a key narrative element whereby funddaheneaning is searched for within fatalistic
modes of perception. This spiritual awareness ladsmmes a method through which to make
sense of cataclysmic occurrences, just as mhsandKnowing each in their own way, exhibit
an attempt to address the collective cultural trmiumduced by the events of 9/11. At the same
time, this deterministic effort to make sense adagbyptic destruction, or the threat of such,
operates in exactly the same way as premillenbiatidtime prophecy belief, which imparts the
assurance that the future of humankind has beeargened by a higher power. This translates
exactly into the ‘appeal of apocalypticism’, whéa#alistic beliefs act to interpret catastrophic
events as part of a grander scheme, and offer@@afipg and inclusive structure of meaning; an
‘explanation for otherwise enigmatic evert€1n Carl Sagan’s boolGontact on which the film

of the same name is based, Sagan speaks of the’ aleminent secular revelation’ that religious
leaders fear will undermine and eventually suppédinfiorms of faith on earth® AlthoughSigns
Knowing andContact begin from this same religiously pejorative stamidt, the secular notion

of a random, mystifying universe, and the unknowkhowable elements therein, is finally

circumvented in favour of religious divination agemystification. IrSigns for instance,

178 Wojcik, p. 143.
179 Carl SaganContact(London: Guild Publishing, 1986), p. 186.
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everything from a child’s near fatal asthma attaxcthe seemingly nonsensical final words of a
dying wife, transpire to have profound meaning siggificance towards the Hess family’s
eventual salvation. Thus violence, death, and tisd®come an acknowledged and necessary
element of God’s master plan, where human hisstganscribed into an overall eschatological
understanding of our foretold fate — as with thephesized disasters and destruction of the planet
in Knowing The integral aura of 9/11 that manifests itsethim Knowing and that is linked to

the coded numbers, becomes directly attuned t@a#pect, and suggests a psychical inflection,
through apocalyptic fantasy, of a culturally spiait need for fatalistic assurance. This is
something that Kirsten Moana Thompson has alsdiftehas a key component withBigns

‘The prominence of the visual dimension of 9/11sely aligns itself with the central theme of
Signs that the crop circles signify the end of the wipdnd that the alien invasion of the planet is
a global test of faith'8®

Moreover, like Emmerich’2012 the nature of apocalypse in these films derives fouter
‘celestial’ forces, over which humanity has neitbentrol nor culpability. This is a further
alignment with evangelical prophecy belief, whishmade explicitly clear iKnowings
utilisation of biblical apocalyptic texts and Ezelks prophetic vision. The preoccupation with
interpreting signs and codes place these film&éurin line with evangelical belief in the
‘endtime’, where such hermeneutic themes implieafiém like Knowingdirectly into the
premillennialist fixation with eschatological deption. The fact that the Bible may be deemed
to possess secret knowledge of humanity’s fate aek to the original meaning of apocalypse,
derived from Greekapokalypsismeaning a ‘lifting of the veil’ or ‘revelationg disclosure of
something hidden from humanity. Kkmowing as well aontact the aliens represent the angel-
guardians of this secret knowledge, which alsoitigs Dispensationalist belief in The Rapture;
which translates, in the film, as a cosmic ascetihé¢ stars. IlKnowing and to a lesser degree,
SignsandContact apart from fronting the theory that biblical degtons of angels may have
really been aliens, the fact that the appearanteeadliens coincides with the end of the world,
also stems from the Book of Revelation, where angel as heralds of the apocalypse (as the
aliens clearly do itKnowing. As for the fulfilment of Ezekiel’s vision of pphecy, and the
merging of science fiction and religion, even tmgy seem permissible within premillennialist

prophecy belief, as Hal Lindsey decree3 e Late Great Planet Earth

There will be seven signs signalling the Endtimvar, revolution, plague, famine, earthquake,
religious deception, and ‘strange occurrencespace !

180 Thompson, p. 140.
181 |bid., p. 6.
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This would certainly incorporate the extra-ternastevents irSignsandContact as well as the
cataclysmic solar activity ddnowingand2012 Moreover, the fascination with
‘overdetermined’ narratives, paranoid conspiracs, hermeneutic decoding, as displayed
within films like SignsandKnowing— and which a text lik€he Spaceships of Ezekilectly
taps into — are equally informed from the same kihthemes present in evangelical prophecy
belief, and, as we will find, are an integral antérconnecting feature within a number of key
films discussed in this study. Espoused by poddigpensationalist literature likEhe Late

Great Planet EartrandLeft Behind premillennialist perceptions of the endtime haeeome a
pervasive feature of the American apocalyptic imation. So too, it seems, it has continued to

inspire Hollywood’s own visions of The End well fway its millennial convection.
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Chapter 3

Blind Faith: Post-Apocalyptic Peaching inThe Book of Eli

What stands out first of all abotlihe Book of El{Albert & Allen Hughes, 2010) is that the title
itself is unambiguously religious. Purposeful mwording, ‘The Book of Eli’ denotes a clear
biblical inference. In direct congruence with amynber of chapters from the Bible; ‘The Book
of Daniel’, ‘The Book of Isaiah’ etc. (there iscidentally, no Book of Eli), the inevitable
determination is epic in tone, and biblical in sigance. This is made even more so by the fact
that the name ‘Eli’ itself is a variant on the naai€5od as spoken in Arabic, Hebrew, and
Aramaic (the ‘I’ suffix indicates first person sulgr possession, i.e., ‘my EI' or ‘my God’). Eli
can also stand as a shortened form of the namahEWho, in the Bible, was a prophet of high
esteem in 9 century BC Israel. According to the Books of Kingsijah defended the worship
of the Hebrew God Yahweh over the more popular p&ad Baal. Hence, in Hebrew, Elijah
means ‘my God is Yahweh'. The name ‘Eli’, itseff,also featured in the Bible. According to
the Book of Samuel, Eli was a Jewish high priest, @ane of the last Israelite Judges before the
rule of kings. Eli, the high priest of Shiloh, stisnas a figure that represents the lost traditions
of Israel. The Book of Samuel tells how the olddfslare replaced by new arbitrary forms of
law and governance under the rule of kings. ThelpebJeremiah seeks to restore the ways of
the Shiloh tradition to the people of Israel aftex kings become dissolute and ‘wicked’ —
defiling the temple, and the word of God. Initidhartising forThe Book of EJipromoting its
release, emphasized and played upon the film’sclalbdonnotations. Original poster designs
included the tag line, ‘BLIVER US’ (from ‘The Lord’s Prayer’; ‘..deliver usdm evil’), on
which the film’s release date was displayed likgilalical passage reference; (The Book of)
ELI 1:15:10. Even before the film begins, Eli isishpresented akin to a biblical prophet.

Fig 3.1 Post-apocalyptic
prophet: a promotional
poster forTheBook of Eli
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The Book of Elopens to a dream-like forest of tall trees andlgéalling snow; a hazy
vision saturated in faded green. Like the forestrEdf Avatar, or the planet paradise in
Knowing(paradise status signified by floating wisps afwrflake fauna) it seems like this
could be yet another eco-wonderland that we aratabosenture into. Except, as the camera
tracks along the forest floor, this peaceful vistdisturbed by the sight of a revolver lying on
the ground. A background of eerie wind and warpatggsounds add to an incrementing air of
ill-omen, and warn that this is far from a fairyetarhis feeling is firmly cemented when the
camera continues to track along the corpse of ivésgprevious owner, lying face-up amidst
the dead autumn leaves. In fact, far from being@nrparadise, the appearance of snowfall
within an autumnal forest suggests something amitbsthe ecosystem. Into this scene of post-
tragedy, scampers a skinny Siamese cat. As thargjanimal sniffs at the exposed toes of the
dead body, the camera slowly pans across the woddbastop upon a crouched, hidden figure.
As the camera moves in, it reveals the menacirggei®f a gas-masked spectre in the distance.
The sinister figure sits motionless, with crossk@med, waiting for the exact moment to
strike. A close-up of the cat’s face, which has mmticed the watching threat, is cut to a close-
up of the ghoulish gas-mask and the cavernous solunelavy, stifled breathing. The arrow is
unleashed and cuts rapidly through the air. In gteetion to sudden real-time, it finds its target
with the stark finality of a crunching thud. Onehent death upon another, the green-hued

forest dissolves to white.

The scene re-opens to a lone figure trekkingsaca desert road in a barren landscape utterly
devoid of colour. The camera tips up to show a @dtantloud strewn sky as the title of the film
fades in — ‘The Book of Eli'— written across theakiens. The camera tips back down to re-join
the man in green combat jacket and sunglasse® @snhes across a burnt-out car containing
the charred, skeletal remains of the driver. Chegkinere is nothing of interest, he continues
down a road that is littered with rusted burnt-eetticles on either side. What looks like the
possible aftermath of a nuclear bomb strike, tineaiaing corroded carnage points to an event
that happened long ago. The bleak, arid terragadtied of colour, is all but a desolate post-
apocalyptic wilderness. Venturing off-road, thevéiter chances upon a dilapidated house in
which he finds the decayed remains of a suicidemibanging from the ceiling. Unfazed by
the gruesome discovery, the man takes the booth®@fforpse and is delighted to see that they
fit. Deciding to take shelter for the night, andawxelled from his protection from the harsh
environment, the traveller is finally revealed ®rone other than Denzel Washington. As he
settles back to feast upon the Siamese cat tharoasts over a fire, feeding a piece to a
passing rat — in an ironic reconfiguring of thedazhain (‘you'll like it.. it's cat’), he digs ow
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battered i-pod, and selects Al Green’s, ‘How Cam ¥&end A Broken Heart'. As the relaxing
tones of this soul classic play over the soundtrbheksharpens a huge looking blade, checks his
automatic handgun, and washes himself with a KFGwige. After this ritual is performed, he
carefully uncovers an ornate, old book from itdftrappings, and begins to read, mouthing

the words.

Having already witnessed him with said book,cae now comfortably assume that this man
is the titular ‘Eli’ (if also having observed cosgonding poster advertising). The next day,
continuing his journey on the road, still a monache wasteland, he encounters a woman in
disarray on the other side of a shadowy underyasaring scraps for clothes, she squats by a
broken shopping cart containing her belongingsnDburt me’, she pleads, offering him a tin
of food. ‘I'm not going to hurt you’, Eli says, ‘ét’'s what the last guy said’, the woman replies
warily. Seeing that Eli cautiously keeps his disgrthe woman, also wearing sunglasses, plays
helpless and asks for Eli's aid in fixing the brolshopping cart. In an obvious attempt to lure
him in further, she rises up on her knees and ssvae@y her wild hair from her chest to reveal
the skimpy rag she wears for a top (think RaquellctWm One Million Years B.G.'can you
help me?’ Unconcerned with the woman’s attempsedtction, Eli scours the area, sensing
something awry. ‘You know, the only thing aboutsaap’, he yells to no one in particular,

‘...Is that that you can smell hijackers a mile o8ure enough, at this remark, the gang of
would-be hijackers emerge from their hiding pla¢keam impressed’, declares their bedraggled
leader, ‘...this man smells us, from thirty feet awawhat does that say about our hygiene?’ A
medium shot shows the gang of six men begin teedloaround their newest victim. In the
background, a yellow sign on the underpass stantdamid the colourless landscape. Written
on it, the numbers 14: 6 — referring, no doubth®maximum height limit for vehicles.
Although, tellingly, these numbers also referenspexcific passage from the bible; when Jesus
proclaims, ‘I am the way and the truth and the’lf@ohn 14: 6) The precise and conspicuous
nature of this message from the bible, and thetfeattit is highlighted in yellow — in a vista of
virtual black and white — suggests that the appearaf these numbers are more than just a
coincidence. Again, here we have, in practise,@rdtermeneutic code to decipher, a

fulfilment of the eschatological ‘need’ to percesmed decode signs.

As the gang of hijackers adopt their positiormiad Eli, each are shown to wear dark
goggles. In fact, in this post-apocalyptic nethatd,call are compelled to wear some form of
eye protection, as it seems the Earth’s ozone laygrwhat’s left of it — offers scant protection

for the planet’s inhabitants. Earlier, the songpwHCan You Mend A Broken Heart’, featured
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Fig. 3.2 Biblical passagearn the way, the truth, and the life’ (John 14: 6)

the key line, ‘how can you stop the sun from shghisung as the dawn dissolves in against
Eli’s profiled face. The relentless glare from g, it would appear, has scorched the entire
surface of the planet, and would do the much theesa unshielded retinas. The gang leader,
armed with a metal pole, asks Eli what he hassrbackpack. ‘Nothing’ replies Eli — despite
the fact that the butt of a shot-gun visibly jutd of the top. ‘You've got a gun’, observes one
of the gang, ‘well shit it ain’t it loaded’, asssrithe gang leader, adding forlornly, ‘they never
are’. He asks Eli to open up his pack and tipatstents on the road. ‘I can’t do that’, declares
Eli almost apologetically. Stepping up his intintida, the gang leader pushes Eli in the chest,
demanding the backpack. ‘Put that hand on me agairyou won't get it back’, warns Eli.
‘Can you believe this guy?’ the leader says toghisg, amused by the bold threat from his
unarmed and outnumbered opponent; ‘Alright.. if yeant to do it the hard way’. But as the
hijacker grabs at him, Eli, in one swift movematdspatches the blade (tucked out of view)
from under his backpack and slices off the hanki®fssailant. ‘What d’you do that for?’,
utters the gang leader in disbelief, slumping sodlhound. The rest of the gang, visibly jolted,
look at each other, unable to comprehend the fdss ainintelligible rambling. ‘He’s in shock’
explains Eli, stepping back into the black shaddwhe underpass, ‘..I think he meant — kill
him’. Framed within the rectangle of the underpéss six figures, in black silhouette, begin
combat. Eli, it transpires, is a martial-art mastethe blade, and expertly vanquishes the five
remaining hijackers in true Samurai fashion; aamartform kung-fu fight of shadow figures —

more attuned to a comic book style Manga movie.

Indeed, initial comic book style concept art tfoe film found its way into subsequent
promotional material, even inspiring posters fa #mnual enthusiasts conference, Comic-Con.

This was in no small part due to two prominent aobwook illustrators being drafted in to



103

design story boards and concept art for the fillmjWestern — famed for Judge Dredd in
2000 ADQ and Tommy Lee Edwards — whose notable comic i autludeBatman Hellboy,
Daredevil andThe Matrix'®2 Both designed poster art for Comic-Con 09, anchacgedited
with helping to create the overall look of the fikras well as imbedding a pervasive appeal to
fans of the comic book genre. The Hughes brotheEmnselves had already some involvement
in the field, having co-directderom Hell (2001), a stylised fable of Jack the Ripper based
Allen Moore's gory cult graphic novel of the sana@. The brothers’ fascination with comic
books, it seems, has not wavered, and were repotaelin negotiations with Warner Bros to
direct the live-action adaptation of the 80s Japaramime filmAkira (Katsuhiro Otomo,

1988)183 Albert Hughes comments; ‘That last movie we dig\about Jack the Ripper, so we

Fig. 3.3 & 3.4 The comic book of Eli:anples of Chris Weston’s concept art for the film.

researched those movies which had come beforenatmget rid of the clichés and make new
things that work. Then we go to comic book materdlich is kind of ironic for this one
because it wasn’t based on a comic book. We usedd those artists to help us with the look
of the movie.*3* ThoughThe Book of Elis what may be deemed an ‘original’ story — ncidah

on any comic book characters per se, the film’ssgenwas sparked from the post-apocalyptic

182 Review of Chris Western’s poster and conceptarThe Book of EJiFirstShowing.NetJuly 13 2009.
<http://www.firstshowing.net/2009/07/13/chetlks-out-chris-westons-book-of-eli-comic-con-poster

183The Book of Eli's Hughes Brothers Helming Live-#han Akira’, FirstShowing.NetFebruary 10 2010.
<http://www.firstshowing.net/2010/02/10/thedbeof-elis-hughes-brothers-helming-live-action-akir

184The Hughes Brothers Talk Abolihe Book of Elj CraveOnline.ComAugust 6 2009.
<http://www.craveonline.com/entertainment/fitrticle/the-hughes-brothers-talk-about-the-boolelt82437>
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imagination of screenwriter Gary Whitta; a selffessed ‘geek’ raised on comic books, video
games, and sci-fi televisidfi> whose more recent credits include co-writing tioeysfor

Rogue One: A Star Wars Story A long-time writer ifomputer game magazines, and founder
of PC Gamer, Whitta recalls, ‘It was very satisfyiwwhen | got my first job writing about video
games and could go to my mother and say, ‘sedd tm!” Inspired by the style of his
personal screenwriting ‘hero’, David Goya,TdfeDark Night(Christopher Nolan, 2008), and
Blade(Stephen Norrington, 1998) — both adapted fronufapcomic books — Whitta engaged
in writing super-hero stories of similarly dark aagocalyptic amplitudé®® His idea forThe

Book of Elj however, was born from a somewhat unusual scusmmething which we will

come back to further along the film’s narrative gnession.

Fig. 3.5 The comic book of Eli: Tommy Lee Edwardester for Comic-Con 09.

Although Eli’'s sword-wielding heroics fit figutigely enough into the lore of the Samurai
film, Denzel Washington somewhat baulks at usirgtédmm ‘sword’, preferring to describe the
blade as more like a ‘machete’ that he has fashiamte a weapor®’ In labouring this point,
Washington is assiduous in distancing Eli from arigrred code of honour; not only the
Bushid code of the Samurai — for which the sword (or kajamas of such vital ritualistic
significance — but also any sense of chivalric hwrwith which a sword may be associated. In

Eli's world, no such virtue can exist without sofoem of civilization to begin with.

185 Interview with Gary WhittaComicBookResources.Coapril 2 2010.
<http://www.comicbookresources.com/?page=agicl=25539>

186 | bid.

187 Interview with Denzel Washington at Comic-Con UgilerAddict.Com Retrieved June 28 2010.
< http://www.traileraddict.com/trailer/the-boof-eli/comic-con-interview-denzel-washington>
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Interestingly enough, Gary Whitta’s original
script for the movie initially described Eli's
weapon as a ‘samurai sword’. And one movie
poster further played upon Eli's Samurai
affiliation, depicting him with a Japanese katana
style sword, trussed upon his back in the
traditional Samurai manner (katana, in
Japanese, means ‘backsword&jter his deadly
‘swordplay’, Eli walks over to the hapless gang
leader, who gropes for his severed hand in
bemused shock. ‘I told you, you wouldn’t get
that back’, affirms Eli, kicking the hand out of
reach. ‘Who are you?’ the gang leader asks. Eli,
saying nothing, puts the maimed miscreant out

of his misery; cradling his head with a degree of

o 7
LMD e Tt

Fig. 3.6 Ronin Warrior: an original poster for tfilen. compassion, he thrusts his blade deep in a
deadly embrace. Having despatched the-
gang-member, Eli goes back to the underpass tke¢hedreshly slain bodies for anything of
use. Again, in medium-shot silhouette, Eli gets dam one knee amidst the corpses, and bows
his head as though in prayer for the deceasedwbh®an, still crouched in her position as
ambush bait, informs Eli that the gang’s intentrgas to kill him and eat him. As Kim Newman
denotes from the plethora of post-apocalyptic filmthe seventies and eighties; ‘The common
denominator in these movies is savagery. Our wodgt be unfair and self-destructive, but
when it goes up in smoke things get a lot wot&As Eli begins to walk away from the scene
of slaughter, the woman asks where he is goingeflies without breaking stride, ‘West’.

This at once suggests one of the key generic fbieginning to materialise both narratively
and stylistically. ‘Can | come with you?’ the womasks, tentatively beginning to follow, ‘No’
replies Eli, not bothering to look back. Even thbdlye world in which Eli exists is a bleak,
desolate wilderness, where women appear in sparabers — so much so that they are used to
lure unsuspecting travellers — Eli neverthelessctejthe woman'’s offer of companionship.
Here, we get the sense of a man who is devoutbluesand focused upon his mission —
whatever that may involve — and one who is notimglto let any potential distraction

regarding the opposite sex sway him from his p#itlis concerted resolve is further

188 Kim Newman,Apocalypse Movies: End of the World Cinerfidew York: St. Martin’s Griffin, 2000), p. 182.
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emphasized when he encounters a man and womatlitrg\z/ foot on the road. Eli watches,
out of view, as they are set upon by a maraudimg g bikers. The man is instantly gunned
down, and as the gang begin to rape the womamhgdis away, telling himself, ‘stay on the
path.. it's not your concern.” As the screams curdiin the background, Eli repeats the phrase

over again like a mantra, ‘stay on the path..nt$ your concern.’

Already, we have the stark sense of a post-dygmeahell-on-Earth; a nightmare world
presided over by blood-thirsty biker gangs ancekitlannibals. However, some semblance of
civilization is shown to exist, when Eli eventuadlyrives upon a human settlement. In the
remnants of what was once a town, Eli draws susipgcglances from its down-beaten
inhabitants, as he walks down the rubble-strewntidick that passes for the central street. On
the dilapidated buildings on either side, men wiiles oversee the settlement from the roof
tops. We have witnessed the scene before; a hessai@nger arriving in a western frontier
town. In fact, the post-apocalyptic future seembawe regressed, in general, to a state more
akin to the 19 century and the American Wild-West. Accordinglfie Book of Elhas been
duly categorised by some as, quite specificallypdat-apocalyptic western’. However, Albert

Hughesratheroffsets this view when he says;

I think it was almost like somebodydstionce and it caught on. Studios are scaredestaevns
so they're like, ‘Don’t say that.” Bat the same time, some of the influences of theltdracter
come from The Man With No Name.. sorhthose movies, stylistically, as far as what we
researched. But | wouldn't call it a $t&¥n. It takes place in the West, but this stayld very
easily take place in the East Cé#st.

Albert Hughes, in his apparent distancing fromdkare, is perhaps all too wary of the
‘studios’ and their uncomfortable stance on the \&festag. Nevertheless, the film’s
comparisons to the Western genre remain clear amistakeable. This is none more evident
than when Eli enters the town’s one and only watghole. One can almost hear the
interrupted imaginary piano as Eli is cautiouslg@yy the bar’'s motley congregation of
misfits (one of whom characteristically wears a$ir) — a more than worthy cast for a
Western saloon bar. In case there was any remailanbt as to the genre reference, outside,
among the throng, somebody inadvertently whistteggan-fluted tune fror®nce Upon A
Time in AmericgSergio Leone, 1984); ‘Cockeye’s Song’, composgé&ibnio Morricone —
whose music is indelibly linked with Sergio Leon&gaghetti Westerns. Albert Hughes, in the
end, acknowledges what he describes as a ‘tipediidih to the Western’; ‘I think we’re greatly

influenced by Sergio Leone and the simplicity of iimmaking, but also the startling

189:The Hughes Brothers Talk Abolihe Book of Elj CraveOnline.ComAugust 6 2009.
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imagery.% The post-apocalyptic wilds that make up the filloven ‘startling imagery’, make

a perfect parallel to the Western frontier wildessteundiscovered worlds both violent and
unforgiving, and Eli — embodying the spirit of thientiersman and the drive to push further
west. In another ‘tip of the hat’, the Hughes besth film has already emulated the ending of
another classic Western. High Plains Drifter(Clint Eastwood, 1973), the nefarious gang
leader, his gun hand already having been incapeaditasks the mysterious stranger who has
just annihilated his gang, ‘Who ‘are’ you?’ Receityino answer, he is then unceremoniously
executed by a brooding Clint Eastwood in his repgi®f the ‘Man with No Name’. It comes,
then, as no surprise that the Hughes brothers dmoehtion Eastwood’s anti-hero as a seminal

factor in the shaping of Eli — an equally mystesidaveller of the post-apocalyptic plains.

Back in the saloon bar, after an inevitableraétBon with one of the regulars, the scene is set
for a good-old-fashioned bar room brawl — albetiwi the sub-pretext of a martial-art movie.
It is here that we witness the film’s first adormmef religious auspice (at least the first that
doesn’t require decoding). ‘I don’t want any troeildtli informs the belligerent biker, who is
obviously looking to start some himself. Howevel,ig€left with no choice but to incapacitate
the drunken miscreant, who, as so happens, ig#uet of the biker gang that had earlier
attacked the defenceless couple on the road. Snepbkis face into the bar-top, Eli whispers
into the ear of the transgressor; ‘I know who yoeL.aa murderer of innocent travellers on the
road. You are going to be held to account for thegs you’ve done.. do you know that? Do
you?’ In this lawless land of brutal disorder, wdénere is clearly no form of legal justice; Eli
can only portend to the Christian covenant of &aérgudgement. This is a sentiment that is
soon to be left in no doubt. After the biker gaegder collapses in a state of semi-drunk
unconsciousness, Eli turns to leave, but is predefrom doing so by the rest of the gang.
Surrounded by what seems like the entire compliroétite bar, Eli puts down his backpack
and begins to ready himself for combat. As he doesike an evangelical preacher, he begins
to recant a passage from the bible;

Cursed be the ground, for our sakéhBworns and thistles it shall bring forth for us.
For out of the ground we were takertlie@ dust we are.

Ever dauntingly dramatic, Eli swipes out theaits looking blade before completing the
passage; ‘..and to the dust we shall return.” Asigh performing the last rites on those about to
die, Eli's oration is a paraphrased passage frome&is 3: 17-19; in which God presides over
the fall of mankind after Adam and Eve have ealterforbidden fruit. No more such delights

for the sinful pair as God condemns them to evéfiesng mortality;

190 id.
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By the sweat of your face you will eatad, Till you return to the ground, Because fibm
you were taken; For you are dust, Andust you shall return.

Genesis 3:19

In his pre-fight sermon — with overtones of Samuelackson’s pre-execution speechPuip
Fiction, full of God’s wrath-fuelled vengeance — Eli mdtapcally condemns to death those he
sees as having transgressed against God’s law. &kaes is a choreographed battle of
martial-art-movie magnitude. A whirling warrior tféshing steel, Eli despatches endless

attackers from every angle, until all are left daadis feet.

Now, with his fully revealed religious impetusdluding, in retrospect, his earlier prayers for
the dead he had slain) Eli, other than a Samuaaipe likened to something of a warrior monk.
In this way, he can be equated to the Christiamdwelding zealots of the Crusades; like the
Templar Knights (or the ‘Poor Knights of Christ ahé Temple of Solomon’ to use their full
designation) — ordained monks who took oath uperbthle, and cut down all before them in
the name of God. Likewise, Eli can also be compéwdatiat sect of Shaolin monks who
originated the art of Kung Fu — or at least a corabon of martial-art prowess and religious
ardour. This idea of the warrior monk also confeguneatly into Eli's self-imposed chastity. In
fact, as a composite figure, Eli is reminiscenDakvid Carradine’s character from the popular
1970s television serieKung Fu(1972-1975). A Western with Eastern flavokiung Fu
followed the travels of a lone Shaolin monk acrtb&sAmerican gun-toting wilderness of the
mid-19" century — equipped only with his spiritual traigiand mastery of martial-arts.

In an expressly biblical frame, the charactelElbhas even been likened to Moses — as a
figure who brings the (forgotten) word of God oxgrh the desert. This association operates in
tune with the tag-line, ‘BLIVER US’, as Moses delivered his people, first, frelavery, and

then out from the wilderness. In response to tbimmarison, Albert Hughes exclaims;

There's a lot of that in there. Thatarketing right there. | think they did a gredi juf marketing.
Then there's the passings that caome Kung Fu He's a monk but he's not preaching to people
to act, he's preaching people moteeta pacifist. There are these great wanderersmybart
wisdom — to us Eli was more of a patifHe's delivering certain information. Some pedpmave
brought up Moses before, becausedadi\gering certain information behind a certairttiar belief
in something. But to us, he's mora afonk. ‘I'm going here to do this, but if somege¢s in my
way, I'm going to have to use violerma I'm not going to throw the first punch.” Atttat was the
sort of stuff we grew up with. Everir€lEastwood’s The Man With No Name.. he wasn'kiog

to shoot somebody in the back.. sordgladways brought it to him firg!

19145 The Book of EIA Christian Movie? We Ask The Hughes Brotheig9.Com July 4 2009.
<http://i09.com/5447710/is-book-of-eli-a-idian-movie-we-ask-the-hughes-bros>
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As intimated earlier, inspiration for the chaeaof Eli was born from unlikely beginnings.
Screenwriter Gary Whitta was invited to attendienfd’s annual Halloween party, of which the
theme was post-apocalyptic films. Finding himsek éoss, Whitta explains, ‘I asked myself,
‘what post-apocalyptic character would | go as? esalised there weren’t that many that |
liked all that much... what are you gonna do? GoTdg“Postman?*®? His solution was to
don a priest’s collar, and, describing himself ggaotypical ‘Fat El’, attended the party as a
machete-armed, Bible-wielding warrior of the waatel. Afterwards, Whitta became so
absorbed with this idea, and he worked on ‘toniogyi the pulp’ and bringing out the
humanity in the characté?® ‘If you really know your theme, that will be thigtthouse that
will always guide you back to what the story is athdWhitta exclaims; ‘With ‘Eli’, the idea
was that faith is what you make it... once you hidnag, the narrative is just a way to deliver
those ideas!® When Whitta turned in his first ‘Eli’ draft to himanager, he recalls the first
question was immediately, ‘When did you become asthn?’ This is a topic that Whitta has
been careful to avoid during all his interviews floe film for fear of tainting the audience’s
interpretation of his stord?® This was also a point of contention for the filrstsidios; Alcon
Entertainment, and Silver pictures; who had fromthry beginning displayed some
disconcertment with the story’s more religious etais. The studios continuously asked Whitta
to tone down the religious aspects of his scrgpthe point that he no longer felt comfortable
with the film he was making. These difficultiesdaihe obvious clash of approach between
Whitta and the studios, led to him eventually bewgjaced with a different writer. However,
Denzel Washington, who was attracted to the prdggdhe very elements that Whitta
advocated, demanded that he be reinstated, allowimga to see the script through to the final
staget®

Of course, with every (super) hero comes ah-ailain, and amid the Western-style
melodrama, we are introduced to the film’s bad gang boss and town overlord, Carnegie —
played by rent-a-rogue, Gary Oldman. Sitting webtfon desk, immersed in a book about
Mussolini — signifying his instant connection toyeant/dictator — Carnegie, along with Eli, is
presented as the only other individual in the filith the rare talent of literacy. A practise that
has long since died out, reading seems one okttlgleasures that remain for both men inside
a barbarous, uncivilised world. As for Carnegigs tas also instilled, or further compounded,

192 Sjlas Lesnick, ‘Gary Whitta ofihe Book of Elj ComicBookResources.Cospril 2 2010.
<http://www.comicbookresources.com/?pageciagdid=25539>
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a sense of superiority over all who surround himerdrupted from his book, Carnegie is duly
informed by his chief henchman, Redridge (Ray Stsgr) that a gang of road-raiders have
returned with some illicit plunder. ‘Books?’ Carmegsks eagerly; ‘a whole bag of them’,
Redridge is pleased to inform. As the hoard of Isoarke unloaded onto his desk — including
The Diary of Anne Frankand more notablyfhe Da Vinci Cod€another religious reference) —
the leader of the biker gang asks, ‘The one youtwdmin’t there?’. ‘No’ replies Carnegie
dejectedly. However, the raiders have recoverethan@reciously rare item, a sample-bottle
of shampoo. For this, Carnegie rewards the ram@rsdrinks-on-the-house — enter Eli.
Evident already that Carnegie is searching forexi$ip book, Redridge tells him; “You're
sending guys out who can’t even read, to look fae book.. no wonder they never find
anything.’ ‘l use the tools | have at hand’, sagsregie. Redridge looks at the books on the
desk and asks, ‘What about these?’ ‘Burn them'exm@arnegie. In this post-apocalyptic
wasteland, where books are no more than antig@atefhcts, such obsolete tomes are useless
to most, and only of value to those few able taplesr their secrets; secrets that Carnegie
would rather destroy than let fall into the hanflstbers able to interpret them. This underlying
aspect again participates in the eschatologicalisepto decipher codes and signs; something
that is emphasized by the conspicuous appearanideedda Vinci CodeAs already observed
by Kirsten Moana Thompson, ‘as a consciousnedseoéind of the world, apocalyptic or
millennial thinking reflects and depends ugmrmeneuticsor the fundamental capacity to
interpret signs¥’ This is something that has, of course, plentyebifjiious resonance; not so
much withThe Da Vinci Codebut rather the principle of The Bible Code; d®ak that is

imbedded with symbolic imagery, cryptic signs, déuodied codes.

Moreover, Carnegie’s ‘book-burning’ — with ovanes of Ray Bradbury’Bahrenheit 541
reveals his own fear and forbiddance of ‘thoughdulgh reading’, and the autonomous
consciousness that such knowledge could instigastmeqgie’s act to destroy the books, like
Bradbury’s figurative fable, and which also echtiescultural barbarism of the Nazis, is
demonstrative of his desire to suppress sociebutiit perpetuated ignorance, prohibiting the
knowledge of prior civilization. Books, as symbatitmankind’s collective body of artistic
expression and cultural intellect, are tools forr@gie to control and manipulate, for Carnegie
knows (as he would have read) that whoever continedsknowledge, has the power to
manipulate the masses. As for Eli, the butchemhefbar-room-brawl ensures that he comes to

the close attention of Carnegie, after his menetpgmd him at gunpoint. In comparison to the

197 Kirsten Moana Thompsoipocalyptic Dread: American Film at the Turn of tddlennium (Albany: State
University of New York Press, 2007) p. 5.
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dilapidation around him, Carnegie’s seat of powe lavish monument to art deco; an
extravagantly carpeted room with intricate irone@diwindows, finished off with ornate glass
ceiling and chandelier. From the matching wrougbr ibalcony above the saloon bar, like a
dissolute Roman emperor presiding over gladiateoatbat, Carnegie surveys all beneath him,
and has witnessed Eli's skilful butchery. ‘And wdu@ you?’ he asks Eli, ‘Nobody’, he replies.
‘Oh | doubt that’ Carnegie says, seemingly uncomeerabout the bloodshed below, ‘..the men
you killed in my bar.theywere nobody.” Carnegie addresses Eli from behihdge wooden
desk, upon which lay several large books — theetwery of his knowledge and power. Dressed
in black, Carnegie leans upon his throne-like clgéhind him hangs of a large framed map of
the world. With Carnegie’s earlier affiliation witiussolini, and his own small army at hand,
we gauge a picture of a deadly dictator with grdesigns upon the world (or what is left of it).
From his sumptuous surroundings, while all otheffes in squalor, Carnegie plans, with
ruthless ambition, his post-apocalyptic world ordée tells Eli, “This is a civilized town.. we
don’t eat humans.’ Eli, saying nothing, continugsvipe the blood from his hands. ‘We don't
see too many people from before.. not any mordlagns Carnegie; although the apocalyptic
event that is inferred, up to this point, remaingexplained. Sensing both a threat and an
affinity, Carnegie asks Eli, ‘Do you read?’ Eli aress, ‘Every day’. For the first time,
Carnegie’s expression momentarily switches to dneeited concern; ‘Good for you, me too.’
However, Carnegie already knows that Eli's intdllet acuity is a direct threat to his secret
knowledge, and as such, to the current social arfleis fledgling society. Or, to use the
appropriate ‘Western’ anachronism, he knows ‘thigrt ain’t big enough for the both of them.’
Carnegie tells Eli, “You know it's funny, as old ag are, people like you and me... we’re the
future.” Eli asks, ‘What do you want with me?’ Cagme declares ‘“You're not just educated... |
never saw anyone handle themselves the way you dah't know where you learned it but |
sure as hell could use it.” In a glimpse of hisifetaspirations for himself and humanity, he
tells Eli; ‘This little town... It's just the beginng, I'm about to expand. | need expert help... |
could use someone like you.’ Despite Eli's supesHie fighting skills, both men — relics of a
long-vanished advanced civilization — wield a meeaerable power in an underworld of

ignorance; a world where knowledge and literacytlaeenew currencies of control.

Carnegie, who thinks of himself as humanitftgure’, in essence, harbours a grand concept
to rebuild human civilization; albeit under his oguestionable ideals and corrupted authority.

Allen Hughes remarks;
Carnegie’s not a bad guy in the tradiilosense. He’'s trying to restore civility, for kaaf a better

word. He wants civilization to be ciz#id. And he’s demented, obviously, and he’s distband
demented, he’s delusional. But | thiekshin it for the right reasons. Jim Jones was farithe right
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reasons, and then thousands of peopledemp dying from poisonous Kool-Aid.. Doctors tall
the time, they get God compleX&s.

Like the books he burns, Carnegie is aware thatBt the knowledge he represents, is
something he will either have to control or destioyan effort to subdue this new threat,
Carnegie attempts to enlist Eli’s aid in expandiggsmall empire. Eli, however, respectfully
declines; ‘Thank you, but | got somewhere | neelddo ‘Where?’ asks Carnegie. ‘West’, Eli
replies. Carnegie tells him, ‘There is nothing Wekve been told different’, responds Eli. In
the hope that Eli will change his mind; in whatdees as an obvious upgrade to the ‘tools’ he
has at hand; Carnegie offers his hospitality invimg a place for the night — an offer that Eli
is urged not to refuse. Not wanting any furtheuhie, sensing that he has already caused

enough for one day, Eli accepts the invitation.

Later, locked in his room and under guard, £briought food and water by Carnegie’s
concubine, Claudia (Jennifer Beals) — who happemetblind. As she is about to leave, we
receive the first clue of what laid waste to thenglt, when Eli asks; ‘D’you get blinded in the
war? Or by the sun after?’ Claudia replies, ‘I veasn this way... | think probably I'm lucky
because | was already used to being like this &yithe it happened.’ Presumably, the people
who were not used to it have long since perishethedhing we have not witnessed for some
time is a reprise of the post-nuclear-war apocayps1. A genre not seen since the demise of
the cold war era, Kim Newman observes; ‘The Atomées of these movies have usually taken
place in the distant past. Rlanet of the Ape@-ranklin J. Schaffner, 1968penesis [(John
Llewellyn Moxey, 1973)Logan’s Run(Michael Anderson, 1976), amkathsportRoger
Corman, Allan Arkush, Henry Suso 1978), the devastas hundreds of years old by the time
the stories start and we are shown alien socittteshave sprung up in the ruins of our
world.'t*® However, in this cas@he Book of Elhas closer affiliation tMad Max(George
Miller, 1979), or more preciselylad Max Il: The Road WarriofGeorge Miller, 1981) — a
film to which The Book of Elis highly indebted in the overall look and feelitsfpost-
apocalyptic landscape. Like tMad Maxfilms, The Book of EJito some extent, is also a post-
apocalyptic road movie, and is similarly set at@etwhen survivors from the original
cataclysm still roam the earth, albeit after a eaclar that possibly happened decades in the
past. Continuing the trend, John Hillcoallse Roaq2009), from Cormack McCarthy’s novel,
takes up from a time-point that is more recenttgrathe flash’. As already observed, most

modern apocalyptic and post-apocalyptic narrativpdjll this point, had favoured ecological

198‘|s The Book of EIA Christian Movie? We Ask The Hughes Brotheig9.Com July 4 2009.
199 Newman, p. 181.
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disaster scenarios, or biological catastrophes$) astwelve Monkeysand2012 The Book of

Eli places emphasis on both nuclear war and, as @ dasult, long-term ecological
devastation. Like an inverse versionltfe Matrix where a war prompts humanity to scorch
the sky black, preventing the sun’s life-giving sdyom reaching the earth; this time, a war has
destroyed the one layer of protection the plandtfiem the sun’s deadly radiation. The
unleashed power of the sun now ravages the plaendiscriminately destroys the sight of

those who do not protect against it.

The theme of blindness, in a post-apocalymitss, retains deep echoes of John Wyndham’s
The Day of the Triffids made into a film in 1962nvasion of the Triffid¢Steve Sekely), in
which most of the planet’s population has been nidide by watching the spectacular
invading meteor shower. But also, the Spanish atwsti-bomb film Planeta CiegdlLeon
Klimovsky, 1976) in which a group of survivors emerfrom their shelter to find almost all the
earth’s inhabitants horrifically blinded by the $laeyes burned white (just as ‘the family’ in
TheQmega Mai The plight of the survivors is chillingly encapsted by the film’s English
title, The People Who Own the Datk both scenarios, the planet becomes a hellish
underworld where the desperately groping blindeiteo fend for themselves, and in the case
of the latter, begin to organise themselves intoesbing much more sinister. Before Claudia
leaves, Eli says to her, somewhat coyly, ‘I likeiyperfume’. Claudia smiles and says, ‘It's
just shampoo... but thank you.” Eli's seemingly inentcomment will turn out to hold much
more significance later in the story. In the maaeti Carnegie has a scheme to use Claudia’s
daughter, Solara (Mila Kunis) — another referemcthé Sun — to seduce Eli into staying; ‘It's
about time | got better use out of her’; Carnegiesponse to her mother’s clear duress.
However, Eli, full of saintly virtue, refuses th&lg advances. The earth having become such a
barbaric, spiritual wasteland, there is a senseegltihat lesser men would be easily susceptible
to the temptation of the opposite sex; a currehay tisually accompanies the amoral terrain of
the post-apocalypse film. But as we already knowiseho ordinary man.

Again, we see another instance in which a wormaised as a temptation to ensnare the
protagonist. Corresponding to the film’s religiausdertones thus far (and perhaps taking into
account scriptwriter Gary Whitta’s own possiblelioidl influences) this is also a reoccurring
theme in the Bible, which has its own fair shar&erhptresses’ stemming back from the
notion of ‘Original Sin’. From the very beginningp the Bible decrees, Eve tempts Adam into
eating the forbidden fruit — something that hasadly been referenced by Eli and his reciting

from the Book of Genesis. But then the Bible goesacocomprise a litany of tempting women,
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including figures such as Jezebel (Book of Kingsah@ Revelation 2: 20), Salome (Mark 6 and
Matthew 14), Delilah (Book of Judges 16), and Juditvho even has her own book (The Book
of Judith), in which she plays herself as the veno saves Israel after she, first, seduces an
enemy general, and then decapitates him in hip ¢the first biblical femme fatale?) This has
plenty of resonance throughout cinematic histosp abeginning with Cecil B. DeMille’S he

Ten Commandmen($923). When the heyday of the biblical epic resths zenith in fifties

and early sixties — by which time romance scendsdeaome more ‘steamy’ — the figure of the
‘temptress’ had adopted a much more central raelaubt gleaning inspiration from the
‘femme fatale’ that had emerged from the fortidsisTincluded Cecil B. DeMille’s remake of
The Ten Commandmenits1956, and was further evidenced in biblicaksmuch aBavid and
BathshebgHenri King, 1951)Solomon and Sheli&ing Vidor, 1959),The Story of Ruth
(Henry Koster, 19605 0dom and GomorrafRobert Aldrich, 1663), anBisther and the King
(Raoul Walsh, 1960) — the latter exhibiting a youdongn Collins at her temptressing best. These
were all films that largely dominated the box offiduring their time. Of course, Eli's self-
imposed chastity (taking the assumption that loé &sheterosexual proclivity) offers further
affirmation of his monk-like status, but in hisusél to succumb to temptation, Eli also
affiliates himself with one specific story from tBéle. Mark 1:12, Matthew 4:1-8, and Luke
4:1-13, recant the story of how Jesus fasted iésert wilderness for forty days and nights,
while at the same time resisting all temptatiorferefd to him by the Bible’s own super-villain,
Satan (Eli was also in the wilderness when he empted for the first time). The biblical re-
enactment of resisting temptation from Carnegi&isa symbolic ‘evil’, together with his stoic
Christian virtue and his preaching from scriptdvether correlates Eli with the guise of a
biblical prophet, or even as a ‘messiah’ figure@msthing that the title of the film, and its
corresponding advertising, suggests from the vegirining.

The significance of religion in the film now beg to adopt a more prominent position. As Eli
ushers Solara out of his room, she pleads to &hing him that her mother will be punished if
Carnegie believes she has not fulfilled her deviask. Allowed to remain, Solara wastes no
time in asking Eli some searching questions, beggwith how old he may be; “It’s just that |
haven’t really seen too many people your age commigh here before.” Eli, somewhat taken
aback, answers, ‘Well... it's been thirty winterscgrihe flash... | really don’t remember.”
Solara then asks him what it was like “in the wdrtfore?’ Eli tells her; ‘People had more than
they needed. We had no idea what was precious... wdmst't. We threw away things people

kill each other for now.’ As the pair talk, sittimgn the bed, Solara discovers the book that Eli
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was reading before she had entered, and whichdhe ha
quickly tried to conceal under the bed cover. ‘You
have a book!” Solara shrieks excitedly, ‘Can | g@e

Eli grabs the book from her hands and tells hetequi
emphatically, ‘No you cannot’. But Solara, who seem
used to getting her way, does not let the mattep,dr
informing Eli that she can’t even read. Eli stafids
however. ‘What is with you?’ Solara exclaims, *.igt
just a book!’, to which Eli replies sharply, ‘Itiot just

a book.” Solara, pausing for thought, asks, ‘Wtat d
you mean it's not just a book?’ Eli tells her, ‘laa

no more questions about the book... alright.” Eli
protectively tucks away the book, still not clearly
visible, back into its cloth wrappings, and zipgptin

,/ his rucksack. In an effort to appease the sulking

Fig. 3.7 Let us Pray: Eli solemnly gives thanks Solara, Eli invites her to join him in eating tloeod

in one of a series of promotional posters for the

film.

brought earlier by her mother; ‘We can share it.u yo

know... like old people used to.” However, Solaranis
for one last surprise, as before she is allowezhtpEli holds her hands across the table and

asks her to close her eyes as he begins to sag;grac

Dear Lord, we thank you for this meal. We thank jaua warm bed, and a roof over our head on
cold nights such as this.. It's been too long. &k you for the gift of companionship in harés
like these, Amen.

Solara, clearly having heard nothing like this befasks perplexedly, ‘Now we eat?’ Eli

confirms, ‘Now we eat.’

Matters begin to come to a head however, whennéxt morning, Solara meets her mother
for breakfast in Carnegie’s bed chamber; while €gm, himself, receives a shave from
another blind concubine. Carnegie’s favouring aidwomen, the only people he seems to
allow to his close proximity and into his inner samm (with the exception of Solara), is
undoubtedly because they are viewed as no thme@dican be easily controlled. In return,
because of their dependence (else suffering tkeofaheir post-apocalypse film predecessors),
the blind have no choice but to obey and trush@irtmaster. But, more tellingly, it may also be
the ultimate assurance that the blind cannot raad by the same extension, neither can Solara.

Back at the breakfast table, Solara holds her mmathands and asks her to close her eyes,
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exactly how Eli had demonstrated. Her mother semgmsally puzzled, but does as her daughter
asks. Solara mimics Eli’'s saying of grace by beigign'Dear Lord’. At hearing these words,
Carnegie stops in his tracks, and begins to ligteantively. Solara continues, ‘We thank you
for our food, thank you for my mother, thank you tiee roof over our heads, and our new
friends, and er... | guess that’s all for now. Caraesgys, ‘Amen’, and tells Solara, ‘that’s the
word you're looking for.. Amen. That’'s how you stofolara had already told Carnegie, in an
attempt to seem convincing, that she and Eli hadlane much talking. However, Carnegie is
now more interested in whether they did any readseging that Solara has fallen silent,
Carnegie threatens her mother, grabbing her hamnathding that Solara tell him whether she
heard Eli reading from the book. ‘You're hurtingwyanother Solara... he said he read every
day — did he?’ Unable to endure her mother’'s scse&ulara admits Eli was reading —
something of a cardinal sin in Carnegie’s town.ddenands to know what kind of book it was.
Solara, sobbing, tells him, ‘I don’t know... It hadnse kind of thing on the front of it.” ‘Show
me’, Carnegie demands. Solara tentatively fashilbasign of the cross with her forefingers.

Her mother is released.

Solara’s sign of the cross signals (literalhyg true subtext of the film. Now that we know
that Eli's book is the Bible, some prime characigjectives begin to emerge more clearly.
After Carnegie discovers that Eli has somehow miagsly escaped from his locked room —
for which his guard pays for with his life — Elittacked down in the street making his way out
of town. The spirit of the Western is once morekadh as Eli hears rifles being cocked from
around the rooftops. Dust swirls on the wind, &sttdwn-folk begin to clear the street. The
post-apocalyptic future appears to have reverteddiod of lawless Western frontier, as
Carnegie crosses the street with his gun-totinggsiotioning to the shotgun in Eli's
backpack, Carnegie asks, ‘Is that thing loaded™ly one way to find out’, Eli replies
defiantly. ‘1 don’t think it's loaded’, proclaims&negie, echoing the sentiments of the earlier
gang leader (‘they never are’). With a Mexican dtaff well and truly in place, and the two
sides poised to draw, the scene is set for a cldsgh-noon’ gun-fight. However, having
already witnessed Eli's death defying abilitiesrrigayie adopts a more diplomatic approach.
‘Look, | need that book’, he tells Eli, ‘If you makne choose, I'll kill ya... I'll take the book.’
Eli asks, ‘Why do you want it?’ Carnegie explaifisgrew up with it... | know its power. If
you read it, then so do you. That's why they burtiean all after the war.” Carnegie walks
towards Eli, arms outstretched, attempting to alpjoelais Christian sense of morality;

Just staying alive is an act of faBhilding this town is an even bigger act of failut they don't

understand that, none of them can. IAdwh’t have the right words to help them, but bioek does.
| admit, I've had to do things, manyamy things | hate, to build this.. | confess tl&ait if we had
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that book, | wouldn’t have to. Imagimaew different, how righteous this little world cdube if we
had the right words for our faith. Pieowould truly understand why they’re here and whay/'re
doing, and they wouldn’t need any & tiglier motivations. It's not right to keep thaidk hidden
away — it's meant to be shared witreaghit's meant to be spread — isn’t that what want?

Eli replies, ‘With all my heart and soul.” He telBarnegie that he always believed that he
would find a place where ‘this book belonged’, anblere it was needed.” Carnegie nods in

anticipation, as Eli declares, ‘But | haven't fouhget.’

‘Men of corrupt minds, reprobate concerning the fath.” (Timothy 3:8)

Despite Carnegie’s apparent aim to use the Biblenake the world a better place’, one always
suspects that his true intentions are somewhat sioiger. And it may even be the case that,
in his desperate desire to possess the Bible, Gi&rharbours an underlying intent to ignite the
kind of religious fervour that is often associatéth extreme fundamentalist belief. This is
something that Albert Hughes touches upon, whetalke of Carnegie’s fixation with the

book;

I think if you applied it to nowadays, even migted people who truly believe in one word over

the other, think that their word is better tlzanother person’s word and they want to build a bomb

and go run into a place and kill people. | thim& character realizes how powerful that is. 18s s

powerful that it makes people even kill themsglgeer one word or one type of faith. His character

says, ‘Ha, I've never seen anything that powdftfat can move people to do things that are crazy,

move people to do things that are good.” Depandimhow you use that tool, which his character

considers is a tool, you can either use it toimaate in a good way or manipulate in a bad way,

or not manipulate at af°

But Carnegie’s true motivations are made maegparent when he later tells Redridge; ‘It's

not a book — It's a weapon. A weapon aimed righhathearts of the weak and the desperate. It
will give us control of them. If we wanna rule mdhan one small town — we have to have it.
People will come from all over — they’ll do exactjat | tell them — If the words are from the
book. It's happened before, and it will happen agail we need is that book.” Now we know
why Carnegie so anxiously seeks to get his handeelast remaining Bible, to use it as a tool
of conquest and control; for which the Bible hagedl-documented, notorious history. And if
knowledge is the new currency of control, then €gre sees the Bible as the ultimate source
of knowledge and power. But, more than this, Camepgeaks of the Bible almost as though it
were some kind of mythical spell-book with magipaivers. Indeed, one observer commented,
‘The film treats the words in the Bible as if isgnply saying them that matters, not

understanding them. So those magic words are seaiigihtiike a nuclear bomb, as if the

200¢|s The Book of EIA Christian Movie? We Ask The Hughes Brotheis9.Com July 4 2009.
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scripture contained within it will instantly hedl the world’s ills through ownership of it, even

though the entire planet has pretty much been duirte dust.2°!

The reference to the Bible being like ‘a weapienhteresting in itself, and brings up the idea
of the last remaining Bible as a divine religioaa with supernatural powers. This idea, of
course, is nothing new, and conjures up variougioels artefacts, mythical or otherwise, that
were said to be invested with amazing occult powafith the exception of the Holy Grail;
which can be regarded as a ‘true’ myth, by whidias no ‘real’ historical basis for existence
as a genuine artefact; the most famous of thedieddibelics (that reputedly exist to this day)
are the Ark of the Covenant, and the Spear of Bgsélso known as The Holy Lance). The
Ark of the Covenant, described in the Bible aswbgsel that contained the original Ten
Commandments, was said to be ‘a direct communicédiie to God’. Made famous by Stephen
Spielberg inRRaiders of the Lost Arl981), the Ark was said to be carried at the lidad
ancient Hebrew armies in battle, and when did ssyeed that they were never defeated.
However, the Bible’s description as a ‘weapon’ pg@diplaces a better correlation to the Spear
of Destiny, the Roman lance that was said to pitdreeside of Jesus on the cross. The Holy
Lance (also of central importance in the ‘angeldesons’ filmConstanting may be further
suited as a parallel, in that it is a religiousaréhat, throughout its mythological history, has
been pursued and highly sought after by those avithitions of world domination. Another
associated story, linked to the reoccurring themdindness, has the figure of Longinus — the
Roman soldier who pierced Jesus with the spearbeiag virtually blind, but when his eyes
came into contact with Christ’s blood, his visioasnmmediately restored, and, instantly, he
knew what he had done. Longinus supposedly catiiedpear for the remainder of his life (the
relic is known also as the Spear of Longinus). tRetnext step in the legend of the Spear of
Destiny is perhaps the most intriguing in term3J oé Book of Eliln the 3 century, it is said
that the Holy Lance was in the possession of S4airice, then the leader of the legendary
Roman Theban Legion. Maurice, an African Chrisfram Thebes in Egypt, is a highly
venerated saint in the Coptic Orthodox Church. Vihatore, Saint Maurice is renowned for
being the first conceived knight, and founder & tode of chivalry, subsequently becoming
the patron saint of all knights. Like Maurice, Elwho is also African in ‘origin’ — is the
guardian of the only holy relic of its kind, andpaying service to its constant protection, is no
less than a Christian knight himself. Further gatalare maintained with the next alleged

owner of the spear, the Emperor Constantine —igsity regarded as the person who brought

201 The Book of Elreviewed by Josh Tyler, CinemaBlend.Com, retrieié®&eptember 2010.
<http://cinemablend.com/reviews/The-Book-¢if01.html>
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widespread Christianity to the world — an objectivat is undoubtedly shared by Eli in the

film. It is said that Constantine, with the speaahis possession, conquered all before him, and
presided over both the Western and Eastern Romairesy{which had previously been ruled
separately). Consequently, Constantine becamefahe most influential rulers of Rome, and,
in the process, made Christianity the dominangi@t throughout the Roman Empire and the
Western World. Some historians would suggest tlsagllegiance to the Christianity, which, at
the time of Constantine’s rise to power, was adlied religion, was more than indebted to
Constantine’s possession of The Holy Lance. Sulesedquwners of the relic reputedly range
from Charlemagne to Napoleon, but perhaps mostiootly, Adolf Hitler, who was allegedly
fascinated by the occult — something played updRaiers of the Lost Ark and was
purportedly seduced by stories of the spear arfdlited powers of invincibility. In ThBook

of Eli, like an amalgam of the Ark of the Covenant arelSipear of Destiny, the Bible — the
film’s own Holy Grail — is perceived as a religioagefact imbued with mystical powers.
Intoxicated by the aura of the occult that Christiarepresents, like the seekers of these relics
before him — and Hitler (along with Mussolini) as &kfiliated evil — Carnegie craves to control
its supernatural force. One promotional postetHerfilm depicts Gary Oldman as Carnegie,
with the striking tag-lineRELIGION IS POWER Indeed, through possession of the Bible,

Carnegie sees his route to absolute power and @diorr his destiny.

However, first Carnegie must get hold of the
book. Back in this post-apocalyptic version of
the ‘Wild-West’, keeping true to the genre,
Carnegie is about to spark off a good old-
fashioned gunfight. As Eli walks off down the
street, Carnegie instructs chief henchman,
Redridge, ‘Shoot him, please.” Redridge aims
and fires his handgun. A bullet whistles over
Eli's shoulder. Eli stops momentarily, then,
without looking back, he continues walking.
Redridge looks down at his gun as though it is
faulty somehow. This time, using both hands,
Redridge takes more careful aim. His bullet
strikes the top of Eli's backpack, making him

stop in his tracks. The next few moments are

Fig. 3.8 Message loud & clear: Gary Oldman as Perhaps best summarised in the film’s original
Carnegie.
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script; ‘time hangs perfectly still for a second ndahenALL HELL BREAKS LOOSE’2%2 As bullets
begin to fly, Eli draws his handgun, and with pinpi@ccuracy, takes down no less than seven
opponents before he runs out of bullets. Movingahis pump-action shotgun (it was loaded after
all) Eli spectacularly takes two out with one slitygpping one gang-member in full flight, while
wounding Carnegie in the leg with its ricochetedtdblast. Throughout, Redridge stands
motionless and watches in astonishment. In the tbed;onfrontation comes down to just him and
Eli. Like old-time gunslingers, they stand faciragk other in the middle of the town’s single dirt-
track street. Knowing that Eli has run out of amitian, Redridge once more takes careful aim as
his adversary stares back unarmed. This time ikere chance he can miss. However, as the pair
gaze at each other, it seems as though a profoontent of understanding is exchanged, and,
almost in reverence for what Eli has just done,rijlge lowers his gun, and allows Eli to walk

away.

By now, Eli’s astounding skills in both shootiagd swordplay might identify him as some
sort of religious superhero — divinely chosen a&sghardian of the sole remaining Bible on
Earth. However, this religious element suggestsetieemore at play here than simply fighting
prowess. Eli’'s uncanny exploits thus far have bea&thing short of miraculous, including his
earlier detection of unseen ambushers, as wellaghishing act from a locked and guarded
room. In terms of the Western genre in which tha fs firmly entrenched, there are two
particular precedents that echo notable paraltelsd Hughes Brothers’ movie. High Plains
Drifter, ‘The Man with No Name’ seems able to bend reatitizis will, displaying almost
miraculous powers; whether this means shootingrd@srear off from distance, or hanging a
man by the neck with one lash of his whip. Eastvi®sedminal figure seems almost
supernatural in some way, and by the film’s end,gtnong inference is that he was the spectre
of the town’s murdered marshal come back from #sdd Again, in Eastwood'®ale Rider
(1985), there is yet more religious resonancerie twith the Hughes Brothers’ own
‘apocalyptic’ Western. At the beginning of Eastwisofilm, a biblical passage is recited by a
young girl; ‘Yea, though | walk through the vallef/the shadow of death, | will fear no euvil,
for thou art with me’ — Eli will later recite froitinis same biblical passage.Pale Rider
amidst close-up shots of a dramatic thunderoustikyyoung girl’s prayer; a plea for
protection, heralds the appearance of Clint Eastwibng his horse through the mountains.
Later, the girl, at home, reads from the Book o¥&ation; ‘...and when he opened the fourth

seal, | heard the voice of the fourth beast sayne and see’, and | looked, and behold; a pale

202 Gary Whitta,The Book of El{unspecified draft), ‘The Screenplay Databaserg8aplayDb.Com, June 21 2007. P. 60
<http://www.screenplaydb.com/film/scripts/boddlithe20070621/>
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horse’. At this same point, Clint Eastwood ride® ishot through an open window on a pale
grey horse. The girl continues; ‘...and his name $aaton him was death... and hell followed
with him.” Hence, Eastwood’s character is linkedt® of the Four Horseman of the
Apocalypse in the Book of Revelation; an angehas®r of death and punishment. Containing
a similar element of the supernatuRle Riderultimately follows the same narrative pattern
to High Plains Drifter— a mysterious and nameless stranger apparetiiynsegrom the dead to
wreak revenge on those who had killed him — whiléha same time protecting a defenceless
community from the brutality of those same villaiisamen. IrPale Rider other than his clear
affiliation with biblical scripture, Eastwood’s dfeter is indeed a man of God, and turns out to
be none other than a ‘preacher’, complete withi@dcollar. Although, Eli does not wear a
collar to signify his service to God, the paralleésween him and Eastwood’s character are
more than apparent; Eli — protector of the inno@amt bringer of death to the sinful; a heaven-
sent supernatural force to contend with a godlessbwilderness. The influence of

Eastwood’s westerns on the Hughes Brothers is pla say the least.

Like ‘The Man with no Name’ (and, as yet in fiim, Eli has not divulged his name) Eli
performs astonishing feats of marksmanship, pichkifiggny foe almost at will. This is simply an
augment to Eli’s overall invincibility, demonstrdtby his remarkable sword-fighting skills that
vanquish every attacker. And like Eastwood’s charac Eli seems to possess a kind of
supernatural aura. Like a superhero, aspects afuperhuman are conveyed through his
stupefying acts of combat, where, among other H)ikfj can walk away completely unscathed
from a bullet-strewn battle-zone. But more thas,thnd in tone with the film’s religious pretext,
it is as though Eli receives divine protection frarhigher power, making him impervious to both
bullet and blade. This is a notion that is latdleted by one of Carnegie’s cohorts, when he
says, ‘It’s like he’s protected somehow... like themothing that can touch him.” Lynn
Schofield Clark attests that certain evangelicalifems ‘have historically emphasized that
supernatural power is available for all believezsduse of faith, and that power may be
expressed in miraculous manifestations of the I$qlyit.”2® It is perhaps one such
‘manifestation’ that sees Eli even possess the ptoveway his enemy’s actions, as with
Redridge when he inexplicably lowers his gun, asigin he is in the presence of something
greater than he can comprehend. Spiritual powensired manipulation might well conjure up
ideas of ‘the Force’ itstar Warg('these aren’t the droids you're looking for’) fiem that may,

in fact, have a more significant bearing on the lieggbrothers’ movie than first envisaged.

203 Lynn Schofield ClarkFrom Angels to Aliens: Teenagers, the Media, aedStpernatura{Oxford: Oxford
University Press, 2003), p. 27.
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Indeed, when one begins to think about theasegarallels betweehhe Book of EJiand
Star Wars for example, Eli's guise as a kind of spirituan®urai can be more than likened to a
Jedi knight; spiritual soldiers who, by the sameetg are themselves coded as warrior monks.
This, along with the Samurai theme (in both filmE)sits a further degree of spiritual Eastern
influence — or a mixture of Shaolin and Chivalrnakkve say. A master of the blade, Eli also
shares the same insuperable sabre-swiping alahiy;in a wild-west frontier where the law of
the gun reigns, like the Jedi (who shun ‘blastexapons), Eli tellingly favours the use of his
symbolic sword (‘an elegant weapon for a more ged time.’) Also like the Jedi, Eli seems to
possess supernatural powers of manipulation —lostérmind and matter — but as Obi-Wan
Kenobi tells Luke Skywalker, ‘The Force can hawrang influence on the weak-mindeg.
Taking the firstStar Warsfilm in particular, both movies are highly indetit® the Western,
and exhibit their fair share of gunfight showdovamsl bar-room brawls, not to mention
metaphorical representations of the Western fromiielerness. But it is in the mode of
spiritual fantasy wher&he Book of Elperhaps takes its lead from Lucas’s seminal sci-fi
classic. In Eli's post-apocalyptic world, the Bipli&e ‘the Force’, represents a long forgotten
religion, a lost faith. In the firsdtar Warsfilm, ‘Ben’ Kenobi tells his young apprentice, Letk
‘For over a thousand generations, the Jedi knigkete the guardians of peace and justice in the
old Republic... before the dark times.” But as wewkr(d only through the series of prequel
films), the Jedi were much more than that. Obi-Wanobi is no less than a metaphoric monk
charged with perpetuating the ‘light’ of human gpaility — in danger of flickering out — when
he instructs his young ‘disciple’ in the forgottiith of ‘the Force’. Similarly, Eli has been
bestowed with the responsibility of bringing thegotten word of God back to humanity. In
essence, he is committed to keeping alive the dyamge of faith and spirituality. Luke’s Jedi
development has, in itself, been likened to Clarstliscipleship, just as Eli takes on his own
Christian disciple in Solara. Like Luke Skywalkefi has become the champion of his faith. In
the post-apocalyptic ‘dark times’, like a Jedi anelir symbolic light sabre, Eli is a warrior of
‘light’ — symbolic of God’s word (Jesus: | am thght of the world. Whoever follows me will
not walk in darkness, but will have the light déli John 18:12). Both Luke and Eli are the last
remaining hope to fight the ever enveloping fortdhe dark side’. Allen Hughes states; ‘let's
not split hairs over who God is or what God is,rev@ll going to assume coming in, even non-
believers, that there's something going on. Themise energy, life force or interconnectivity
we all have 2% Indeed, as Obi Won Kenobi elucidates, ‘It surr@ind and penetrates us. It

binds the galaxy togethet®®

204 Star Wars: Episode IV— A New Hoffeeorge Lucas, 1977)
205¢|s The Book of EIA Christian Movie? We Ask The Hughes Brotheis9.Com July 4 2009.
206 Star Wars: Episode IV— A New Hope
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Although, at first glance, tHgtar Warsmythology may seem like a universe away from a
film like the Book of Elj just as Joseph Campbell — whose ideas famousbyréd Lucas’ story
— converged corresponding world mythologies toteréiae archetypal ‘hero’s journey’ (or the
‘monomyth’), Star Warshas subsequently become a contemporary tempiateytb-making
itself — a modern ‘monomyth’ for the late26entury and beyond. Dick Staub comments that,
‘A myth is a story that confronts us with the “pgture”, something transcendent and eternal,
and in so doing, explains the worldview of a craliion. Given that definition, Christianity is
the prevailing myth of Western culture adthr Wardss a prevailing myth of our popular
culture.?%” This having been said, John C. McDowell recognisedact that Lucas does not
‘coercively evangelise on behalf of a new pop-tieh§ ‘Far from introducing anything new,
Star Wars’creator aims to distil the essence of the old in packaging2°® Correspondingly,
the name Luke, like Eli, is, of course, a signifittg biblical name; one of the twelve disciples
of Jesus, Luke was a major prophet, and one dbtleenost authors of the Old Testament.
Although possibly a self-referential play on thenga'Lucas’, Luke, interestingly enough,
happens to be the only recognisably biblical, diri€tian’ name to be featured throughout the
series ofStar Wardfilms, while being the most central characterhd first three. To further
verify the religious ethos at the heartSiar Wars Dick Staub talks of his ideas in terms of
helping the next generation to become ‘Jedi Clanstf®® — a term that may quite literally befit
Eli himself.

Visions ofMad Max Il: The Road Warrioare once more evoked, as a convoy of customised
armoured vehicles sets out in pursuit of Eli arsldaok. Indeed, as Allen Hughes avers; ‘As
far asMad Max | preferRoad Warriot, while admitting, ‘our movie has a bit &oad Warrior
in it.”21% As the armoured convoy leaves the town, so tos tleegenre — from ‘Western’ back
to ‘road movie’ — as we see Eli, the ‘walker’, doming his journey down the endless stretch of
asphalt ahead. Amidst a monochrome landscapeatiltated of colour, Eli once more exhibits
his super-sensory abilities as he proclaims; ‘I'tlice being followed.” Solara, previously
unseen, catches up to Eli’s unrelenting pace.rat, fEli forbids her to follow, until Solara
offers to take Eli to the town’s source of cleartavaThis is sufficient to allow Solara to tag-
along, for now. However, once they reach the erecdapring, and Eli has replenished his water
stocks, he bolts the door and locks Solara inntgher; ‘The road’s no place for you — it's

207 Dick Staub, ‘On th&tar WarsMyth’, interview with Stan Guthrie, Christianity@iay.Com, May 16 2005.
<http://www.christianitytoday.com/ct/2005/nvegb-only/22.0b.html>

208 John C. McDowell, “Feeling The Force™- Star Waursd Spiritual Truth’, BeThinking.Org, retrieved, ta® 2009.
<http://www.bethinking.org/culture-worldview/immediate/feeling-the-force-star-wars-and-spirituath. htm>
209 Dick Staub, ‘On thé&tar WarsMyth'.
210¢|s The Book of EIA Christian Movie? We Ask The Hughes Brotheis9.Com July 4 2009.
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much worse than you think.” Eli’'s warning, howevgoges unheeded, as Solara, like Carnegie,
will not be deterred from her pursuit so easilycBan the road, Solara has the misfortune to
stumble across the same ambush that had earlieddideout for Eli. Seeing that she is just a
young girl, the woman by her broken shopping camtns Solara to run, but to no avail, as she
is set upon by two raiders. This attack, howevenreaty serves Eli the chance to display another
element to his astonishing skills — or anothengttd his bow, as it were — as he proves that,
along with his mastery of the sword and phenomeraksmanship, he is also an expert archer.
With remarkable accuracy, Eli shows he can guidaresw to the exact point he chooses. The
first penetrates through the unbuttoned fly of 83tawould-be rapist (from behind no less) —
something of a visually symbolic ‘gag’ as well asmeuppance. The second shot skewers his
accomplice attacker straight through the throatet,&li aims his bow up to the sky. Moments
later, a large bird drops to the ground, miraculpablot in mid-flight. Eli’'s hand is divinely

guided, it seems, as sustenance — for God’s agelBadh — obligingly falls from the heavens.

Once again re-united, Eli and Solara take sh&t the night in an outcrop. It is during this
time we receive some illumination regarding Eliigide mission. Solara asks, ‘Do you really
read the same book every day?’ Eli replies, ‘WitHfall'. Solara asks if Eli could read some to

her. Eli obliges by reciting (from memory) from Re&3;

The Lord is my shepherd, | shall not want, he makedo lie down in green pastures, leads me
beside the still waters. He restorgssoul. He leadeth me in the path of righteousfmskis
name’s sake. Yea, though | walk thiotlge valley of the shadow of death, | will fearenal,
for thou art with me.

‘That’s beautiful’, remarks Solara, ‘ Did you writeat? Eli looks at her earnestly and says,
‘Yes | did.’ ‘Really?’, Solara asks. ‘No’, Eli sayRughing for the first time; ‘No... that was
around a long time before you and | got here, $hfat’ sure.” Solara asks, ‘What did you mean
when you said it’'s not just any book?’ Eli carefutbnsiders her question, nervously tapping
the top of the book. He kisses the book beforeipdgait in its protective wrappings and tells
Solara; ‘It's the only one.” He explains; ‘Afterdlwar, people made it their business to find and
destroy any that the fires didn’t get already, s@aeple said this was the reason for the war in
the first place... anyway it's the only one that sued.” Now, crucially, we find that it is

religion that is ultimately blamed for humanity’swinfall and the devastation of the planet.
With all but one Bible having been purposely degtth overtones dfahrenheit 54esurface
once more; where the book’s teachings have le@letatious thought, and has contributed
(directly or not) to the demise of human civilizati This being the case, one would presume

that the Koran and the Torah would have been sutjegbe same fate as the Bible. In any case,
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a narrative plot that involves a religiously invake/orld War 11l would certainly seem
indicative of current global tensions regardingftioting religious beliefs. Interestingly,
however, if the apocalypse has somehow been braloghit by influence from the Bible, then,
this is a self-fulfilling prophecy in itself. Thjgoses some interesting theological questions
regarding the film’s narrative thus far. Primarillgat the post-apocalyptic setting of the film
could yet represent the time of ‘tribulation” agpinesized in Matthew (24:21) and predicted in
The Book of Revelation. The ‘tribulation’ is samlthe a period of unspeakable hardship for
humankind, in which a time of great evil and suffgrwill culminate in the rise to power of the
‘Antichrist’; widely interpreted to be a man whodoenes an all-powerful dictator on Earth
(Revelation 13:1-10). Iithe Book of Elithis figure is, of course, obligingly represenbsd
Carnegie. The Book of Revelation prophesizes tlmats€Cwill return to Earth after a global
conflict — such as a nuclear war — so that thdebb#tween good and evil might conceivably
take place amidst Earth’s post-apocalyptic ruinkeYeas secular beliefs concerning nuclear
war might elicit an overall sense of ‘universal dopthe idea of nuclear annihilation has been
readily accepted into evangelical notions of Arntaip:. As Daniel Wojcik explains, religious
apocalyptic belief systems are prone to mythologjziuclear conflict as ‘a meaningful event’,
namely, ‘the fulfilment of a divinely ordained pléor the redemption of the world! This
explicitly biblical reading of the film would postli as the messiah figure; the ‘Second
Coming of Christ’; come to save humanity from inte evil, and ‘deliver’ mankind to
spiritual salvation. Eli recites from Psalm 23, ethincludes the significant line, ‘though | walk
through the valley of the shadow of death, | welhf no evil, for thou art with me.’” Curiously,
Eli initially tells Solara that it was himself thatote this passage (before thinking better of it).
Here, it is interesting to note that the passagseh for Eli to recite has no known author
(although there is surrounding speculation); aralfisrther signal, or code, to Eli’'s overall
representation as a biblical prophet; a parablka fitee Book of Eli. So the question has to be
asked, how did Eli come to be in possession ofasieBible on Earth? Eli provides some

further back-story in describing the final daystbé world before’;

They said that the war tore a hole in the skyn.came down, and burned everything.. everything
and everybody. You were lucky to hole up and Iinde place like this, or underground. Most people
weren't lucky. So a year later, we started conang People wandered around. Not knowing what |
was gonna do, trying to find a place just to sirvOne day, | heard a voice. It's hard to explaut

it was like it was coming from inside of me. Buould hear it as clear as | can hear you talking

me now. It led me to a place where | found thekbduried under some rubble. The voice told me
to carry the book out west. Told me that a pabllel be laid for me, that I'd be led to a place wehe
the book was safe, told me that I'd be protectghinst anyone or anything that stood in my path.
I've been walking ever since.

211 Daniel Wojcik,The End of the World As We Know It: Faith, Fatalisnd Apocalypse in Ameri¢dlew York
University Press, 1997) p. 4.
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As if Eli's prophet status was ever in quesiiibie is in fact sane), he has been bestowed a
divine calling, affiliating him to other biblicalrpphets such as Ezekiel, who himself claimed to
have received a divine visitation from God. Sokxalaims, ‘And you did all that because a
voice in your head told you to?’ ‘Yes | did’, dexda Eli, ‘| know what | heard. | know what |
hear, | know I'm not crazy, and | know | would havever made it without help.” Eli’'s answer
indicates that ‘the voice’ continues to talk to hor even talks through him. During the night,
Solara tries to sneak a look at the book whilesieleps. She is caught however, and Eli warns
her that no one touches the book except him. li $olara, ‘You said you don’t know how to
read anyway, it's no use to you.’ Solara repli¥gdh... so teach me.” And so, with this

remark, Solara adopts her role as Eli’s disciple.

Again, touching upon popular mythologies, thbl8j an artefact of such dangerous mystical
force, it is already deemed responsible for thendation of the planet, has obvious
comparisons (in narrative terms) to ‘the ring oti®a’, the mysterious artefact of unspeakable
power inLord of the RingsThe Book of EJito some degree, shadows the story of ‘the ring’;
the forces of ‘light’ and darkness battle for p@ssen of the artefact that can change the course
of civilization, and which, at all costs, must riall into the wrong hands. When Carnegie, who
has long been searching for the Bible, sends idemaafter the book, it is to fulfil the all-
consuming need to possess its unremitting powercbiinpulsion mirrors Sauron, the Dark
Lord of Mordor, who for eons has sought the ringj &ho sends his ‘dark riders’ out in its
relentless pursuit — for what will ultimately beetfinal component to his domination of
Middle-earth. Carnegie might have similar intensidar middle-America, as he finally tracks
down his long-sought-after prize. After laying g the house in which Eli and Solara have
taken refuge, the pair surrender, and Carnegidyfihas the world’s last remaining Bible in his
grasp. ‘Ask and you shall receive’ he proclaimsiock evangelical prose. Carnegie caresses
the book and indulges in smelling its lavish leattwver. ‘God is good is he not’ he tells Eli.
‘All the time’ Eli replies. ‘Not ‘all’ the time’ Canegie declares, before shooting Eli in the
stomach at point-blank range. God demonstrategrofeund ire, as lightning momentarily
flashes in the background. ‘You see... what delllyiou’, Carnegie tells his watching gang,
‘...he’s just a man.” With Eli on his knees, Carnegreeremoniously pushes him to the ground
with his boot, asking; ‘Where’s your protection rfdvAs Eli lies struggling for breath,
Carnegie menacingly leans over him and says, ‘Rraye... | mean it.” The gang then clear

out, taking Solara with them, and leaving Eli te @h the unrelenting sun.
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As the convoy of vehicles heads back to the {®ahara proves her resourcefulness by
making a daring escape bid. Situated in the lasicieeof the convoy with Redridge, she
garrottes the driver, causing the car to roll ecehnigh speed. With the driver dead and
Redridge incapacitated, Solara is clearly toucheBIbs indestructibility, as she emerges from
the wreckage virtually unscathed. Now that Solara disciple of the faith, perhaps she too
receives divine protection from above. Grabbingachgrenade out of the car, she hurls it
towards the other vehicles heading back towards ti@garnegie’s truck swerves out of the
way, but the other vehicle is spectacularly bloyn @etting back into the armoured station-
wagon , Solara is about to drive away when sheablged by Redridge. It is then she notices
that Eli's machete (which Redridge had triumphabtgn toying with earlier in the passenger
seat) is now jammed fully into his chest. Evenimdbsence, it seems the unseen hand of Eli is
miraculously at work. Redridge stumbles out of¢heand drops to his knees. With head
bowed, he dies silently in front of the on-lookiBgrnegie. With barely enough fuel to make it
back to town, Carnegie’s one remaining gang-merabks if they should continue the pursuit.
As Solara speeds off in the background, Carnedie, mas possibly had enough carnage for
one day, declines the chase.

Upon arriving at the site of Eli's ‘death’, Smdinds that he is nowhere to be seen.
Continuing back down the road, heading west, sbeogters Eli, remarkably, walking along the
highway, albeit in ‘banged-up’ shape. Add ‘comiragk from the dead’ to Eli’'s continuing list
of miracles. In fact, the biblical reference, hesenot lost, and not only is Eli’s ‘resurrectica’
further signification of his divine ‘saviour’ statuSolara’s return to find him disappeared from
the scene of his execution, is a re-enacting ofyNléaigdalene’s discovery of Jesus’ body
missing from the tomb after his crucifixion at th@ends of the Romans. This, of course,
preludes the vision of Christ’s resurrection frdre tlead. What is more, Solara’s link to Mary
Magdalene, here, may be more than significant. &mthe same theme, perhaps the
conspicuous presence Biie Da Vinci Codearlier in the film, was not so coincidental afér
The irony is not lost that Dan Brown’s book presailhen all the Bibles in the world have
perished (all bar one). A key premise of Brownd tas well as books likEheHoly Blood and
the Holy Grail(Michael Baigent, Richard Leigh, & Henry Lincoll982) — from which Brown
gleaned much inspiration — is that Mary Magdalerag mave been a much more principally
integral figure during the founding of Christianignd, taking into account various notions of
the ‘sacred feminine’, was possibly much more. fitpere of Mary Magdalene was, for
centuries, demeaned as a prostitute by the Cat@Galicch, a slur that was later found to be
unsubstantiated by any real truth; a fabricatiodenay a deeply patriarchal institution,
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threatened by what might be the prominent role wbenan in the Bible. This was later
compounded by the discovery of the Gnostic Gospedgries of ‘biblical’ scriptures that were
discovered over a period of different times. Onehsscripture, unearthed just before the turn of
the 2" century, was found to be the Gospel of Mary. Widebught to be written by Mary
Magdalene herself, this gospel has since causestaroation, in that it may portray Mary
Magdalene as a major prophet in her own right,@redof the principal disciples of Jesus. In
The Book of EJiSolara is, likewise, initially painted as a wonwdrill-repute’, when she offers
herself to Eli upon Carnegie’s bidding. Howeven, &gposure to Eli, instead, opens her eyes to
his faith. Solara ‘sees the light’, and, eageraddught God’s word, becomes a devout disciple.
This is especially significant if Eli is transcribas a prophet, or as a messiah, or even as the
Second Coming of Christ (the New Testament depicts Jesus and John the Baptist to be in
spiritual affiliation with the prophet Elijah, arsde even thought by some Biblical interpreters

to be manifestations of Elijah).

Back on the road, heading west, Eli’'s extra-sgnperceptions again kick into action, as he
smells the salt upon the air from an unseen ocHais.means they are close to their
destination. In fact, Eli’s destination turns oaite San Francisco, as they weave between
burnt-out cars on the Golden Gate Bridge. More ifipally, Eli’'s objective is to get to
Alcatraz, and the pair head out to the island ésdrin a rowing boat. Alcatraz turns out to be
humanity’s last protected vestige of ‘the worlddyef; a sanctuary of books and cultural
artefacts upon which humanity will attempt to rétuivilization — much like the fortified
compound il Am Legendin fact, in a theological sense, both the New Emgjleclony inl Am
Legendand the safe haven of AlcatraZzlihe Book of Ejieffectively represent a figurative ‘city
upon the hill’; a biblical phrase from Jesus’s Semnon the Mount, which, with its historical
association as a term identified with America’siRurfoundations, has come to represent a
Christian based utopian ideal; an untainted comtyumetaphorically built high above the
previous remnants of a failed, corrupted, or igielis society (or at least a non-Protestant one).
However, now that Carnegie has the King James Ribies possession, it is unclear what Eli
now has to offer the sanctuary’s repository of harkmowledge. The curator of Alcatraz, a
wizened, white-haired Malcolm McDowell tells theipgave’ve been doing this for a long time
now.” As they walk through the rows of culturaledeicts amidst the former prison wards, Eli
comments that it ‘feels like a museum’. The curétls them ‘oh... no, it's much more than
that... this is where we’re going to start again.’ ékplains that they have a printing press that

will be operational very soon, ‘We’re going to thgmeople about the world that they lost...
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help them start to rebuild it.” The curator turrask to the question of the Bible, ‘May | ask

what condition it’'s in?’, Eli replies, ‘It's beajpu.. but it will do the job.’

In the meantime, Carnegie has employed thesskithe local engineer to unpick the locked
King James Bible. Once this is done, Carnegie éagpens the book, only for disappointment
to flatly fall on his face, ‘It can’t be’ he says himself as he frantically flicks through the
pages, ‘It's impossible.” The scene switches backltatraz, where Eli has requested some
paper, ‘lots of paper.’ He instructs the curatpgy close attention, and write down everything |
say, exactly as | say it.” As Eli narrates thetfiwsrds to be written down, his words are
paralleled with a view of the open Bible resting@arnegie’s table. The camera closes in on
the book as Eli speaks; ‘The first book of Mosedled! Genesis, chapter one, verse one’, The
book on Carnegie’s desk is now revealed to beawriith Braille, and as Eli continues to speak,
the camera steadily nears to a close-up of Eligspgyes that now betray the strange
opagueness of someone who is blind. This developmés Eli's accomplishments into even
more astonishing perspective, and undoubtedly atdihis skills and achievements to be
nothing less than divinely inspired miracles. Tdlso explains Eli's highly attuned senses;
smelling hijackers ‘from thirty feet away’, and e vehicles in pursuit that might be miles in
the distance. On the other hand, Eli’s blindnegghtribe one reason why he was so easily able
to resist the temptation of the opposite sex. Taisative aspect is born out of a tradition of
‘blind Samurai’ films in Japanese cinema. Most fasig, the character of Zatoichi, a blind
sword-master that fights only by his sense of mgaiThis popular figure spawned a host of
films from the early sixties up to Takeshi Kitanae@mmended 2003 versiafatoichi: The
Blind Swordsmaninspired by the enduring popularity of Zatoichiblind female sword-master
was incarnated in thérimson Batseries of four films, made between 1958 and 1836
which perhaps the most definitive@simson Bat: The Blind Swordswomgadatsugu
Matsuda, 1969). In terms of Hollywood, the 198&fiBlind Fury (Phillip Noyce), based on
Zatoichi, featured Rutger Hauer as a blind Vietneateran who is adroitly trained in martial-

art swordplay.

In his headquarters, Carnegie attempts to mékedia read the Bible in Braille. She tells him
that it's been so long, she doesn’t remember. Algnathrough her brief smile of recognition
when she touches the stamped paper, one senséssghainot entirely true. She tells Carnegie
‘You worked so hard for that book, you sacrificednsuch, so many men. More than you could
spare. Now, all those people who were too scaregt¢o say your name... they’re downstairs

tearing up the bar right now, did you now that? Almere’s no one there to stop them. | can'’t
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imagine what it must feel like to have what you wsm close, and it might as well be a million
miles away.” With that, Claudia sidles away and/é=aCarnegie to his fate. At Alcatraz, the
final miracle is that Eli is able to recite the RBiln its entirety. The enigma of the Bible lies
scribbled down amidst stacks of paper, as Eli oo to narrate. Eli would, no doubt, be
unable to accomplish this miraculous feat wereitfar the divine voice that he purports to
hear. Ritually shaved of head, and now coded fagla figurative prophet, Eli lays bare-foot in
white robes recanting the word of the Gospel. Tidirg, however, is somewhat ambiguous.
As we see the newly printed King James Bible pudyaan a storeroom bookshelf — directly
next to the Koran no less — it seems a somewhastimglished end (the Koran included) for a
relic that has been so relentlessly pursued anddsisso much bloodshed. After all the effort it
took to re-write the Bible, one would have at lemstumed that it would have taken pride of
place in a shrine-like section somewhere. In filoet,manner in which it is casually stored away
amidst a row of other books, of scaling culturdleais reminiscent of the end Baiders of

the Lost Arkwhere the Ark of the Covenant, packed inside aden box, is wheeled into a

mountainous isle of identical boxes — potentialtyer again to see the light of day.

Safeguarding their supremely holy relic, in thee of overwhelming odds, Eli, along with
Solara, literally ‘deliver’ God’s word to humanitghe dawn of a spiritual re-awakening for
humankind; a new Christian Eden upon Earth? Spga¥imvhich, Eli and Solara can be
likewise transcribed as a symbolic Adam and Evéhat they are, ostensibly, the first man and
woman to seed the germ of mankind’s spiritual tebin their overriding efforts to deliver
God’s word, however, their legacy is not to bettlogin offspring, but rather, ‘God’s children’.
Indeed, a clue to this biblical metaphor is coded poster depicting Mila Kunis as Solara —
now in her guise as a belief-inspired warrior gitei(Jedi Christian) — with the message;
BELIEVE IN HOPE and completes the set of posters with this remicgutheme. However, in
the word,BELIEVE, tellingly juxtaposed next to one another arertmes, Eli and Eve. Again,
as a feature, the name Eli is emphasised in reblpaly serves to highlight the juxtaposition of
the two names. It now seems more than coinciddratehie character of Solara, as the
symbolic Eve to Eli's Adam, should be selectedthis particular poster; yet another encrypted

hermeneutic code to be deciphered — in practise.
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A devout disciple to the end, Solara is shown to
be present throughout as Eli recites the Bible
while it is written down. With Eli’'s work
accomplished, it is time for him to depart, and we
see Solara kneeling down at Eli's grave. She
takes up Eli's (symbolic) sword, and in doing so,
now takes up his mantle. Wearing Eli’s
characteristic khaki jacket and rucksack (with the
familiar site of his shotgun jutting out of the jpp
Solara leaves the sanctuary of Alcatraz and heads
out on the road. A new holy watrrior, Solara is to
be the female founder of a new dawn of
Christianity. The key symbolism of the sun, a

conspicuously looming presence throughout,

Fig. 3.9 Eli's Eve: Mila Kunis’ poster with its ~ NOw comes into key focus at the film’s end. In
imbedded hermeneutic code. the Bible,Revelation 12 describes a woman t

is ‘clothed with the sun’. The sun represents tloenan’s divine knowledge and testimony
(Revelation 12:17) Solara — meaning of the surfereaces this very same symbolism. She has
taken Eli's place as a Christian prophet, and itk divine knowledge, she heads back on the
road to spread God’s word. In the bible, a ‘darkisen is often a metaphor for lost faith, or
God'’s forgotten wordThe Book of Elacts almost as an inversion to this apocalyptonise,

with the unleashed power of sun drenching the plisnerilliant light. With her name —

symbolic of her a link to the sun and all it pevesi — Solara walks down the long road and
begins to evaporate against the distant landschieds literally absorbed into the huge glow of
the sun. In biblical terms, if the sun is symbalidGod’s power and ‘light’, as is indicated in
Ezekiel's vision inKnowing in The Book of Ejithe brightness of the sun is all-consuming; a

radiating light too brilliant to gaze upon.

Ultimately, the essential story of the film gdexck to the name, Eli; the biblical figure that
stands as a metaphor for the lost traditions aklstand like the prophet Jeremiah, Eli, in the
film, attempts to restore the lost faith and triadis to a people who have become spiritually
dissolute. When the Hughes brothers were askechehttey thoughthe Book of Elivould

be regarded as a Christian movie, Allen Hughes aresly

We specifically directed a movie to pitch you thay a book — like the Bible, or the Koran or the
Torah, or any sacred words — that whatever yaughip it, that's what you're going to come out of
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it with. If you're that dogmatic about what ydboughts are about things and you want to have
preconceived notions, then one will come outsand'this is a Christian movie,” and they'll either
be happy about it or be pissed about it. Bubii'se open minded and you sit back and watch it,

maybe watch it again because there are so mdntig shings that are happening that are worthy

of a repeat viewing. | don't think you'll walktowith that feeling at all.

However, one nagging uncertainty remains abmutilm; if religion was primarily
responsible for destroying the world in the fictbpast, the question has to be asked; why
would religion fare any better in the fictional due? Unless, of course, it is part of the age-old
cycle of death, decay, and re-birth, destined &y pler again. Or it still may be part of a
biblical prophecy of apocalypse that is yet to Wélfed — the time of ‘tribulation’, and an
endurance of extreme hardship, war, famine, paihsaiffering’ that will eradicate much of
humankind before the final denouement of the Se€mding — again, a mythology into which
the figure of Eli fits implacably. Be this so, deea after the event that devastated the planet,
the Bible, referred to as a ‘weapon’, continuebéa source of carnage and bloodshed within
the post-apocalyptic hell on earth that it helpeaven in the first place. Charles Strozier

henceforth exclaims;

If all the bombs go off or we choke ourselves maze of pollution, the human story will die in

ways that will make little sense in a theologgdxhon the compassion of the Sermon on the

Mount. The focus on violence by way of tribulatigives the traditional Christian story the edge

it needs to fit our crumbling and maybe dying MGt
Nevertheless, congeneric to premillennialist doetfThe Book of Elconsists of a myriad of
hermeneutic signs and codes for the viewer to thecipnd make meaning of, and one of the
most cryptic may well be the paradoxical ideolobdiahotomy that rests at the heart of the

film.

212 Charles StrozierApocalypse: On the Psychology of FundamentalisAnierica(Boston: Beacon Press, 1994), p.89.
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Chapter 4
God’s Representative on Earth: ThRise of the Religious Superhero

In one way or another, popular comic books andlgcapovels have often incorporated
apocalyptic elements as a narrative fundament. Meweuring the Ztcentury, it became
something of a trend to employ biblical ‘endtimahguage to suggest more supernatural modes
of apocalypse that, in a number of fundamental@spwent against traditional and secular
themes within apocalyptic science fiction. LookatgMarvel'sX-Mengraphic novel series, for
example — following on fronX-Men: God Loves, Man Killdirst published in 1982 — some
post-millennium issues took on doom-laden namdshdical magnitude, such ashcanny X-

Men (The New Age The End of History2004),Young X-MenBooks of Revelation2009), or
playing on evangelical endtime terminology asJmcanny X-Men: End of Grey2006). When

Fig. 4.1 Cataclysms of biblical proportion: popul@aphic novel titles that convey the religiousnce
at the heart of much American apocalyptic fiction.

we recognise that the seemingly most powerful supkain within the X-Men comic book
universe is named, ‘Apocalypse’, complete withingdious accomplices, the ‘Four
Horsemen’ (Death, Famine, War, and Pestilence)bithlecal resonance that stems from the
apocalypse of the Book of Revelation is palpab&acl This perhaps should come as no
surprise. In terms of literary antecedents of tngeshero figure, there are clearly some mythic
precedents, or, some would say, superhero ‘arcastypbe it with or without superpowers —
within both biblical parables and classic mytholody his bookSuperhero: The Secret Origin
of a Genrg2006), Peter Coogan affirms that ‘specific cortiars of the superhero genre have

definite roots in stories of mythological and ledary heroes’, and cites the biblical figure of
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Samson (in the Book of Judges) as a prime exafiphes others have similarly observed,
Samson’s superhuman strength seems to serve gecaidspiration for Superman’s, and
Samson’s one weakness, his hair, parallels Supé&roam vulnerability, Kryptonite. Other
‘mythological strongmen’ do not have such weakngssays Coogan, ‘because their strength is
inborn and generally comes from a blood relatigmstith the divine, as is the case with
Hercules as the son of Zeus for examptéThis kind of mortal fallibility, or potentially fzl
weakness, is a characteristic that continues igtee of the modern religious superhero, a
figure that will be explored within this chapten,which the link to the divine is expressed quite
differently to that of Greek mythology. Firstly,aheligious superhero needs to be defined as
something inherently different from conventionalamnatic superheroes. Typically not
possessing superpowers (to speak of), these figarebe categorised as superheroes in their
capacity to combat destructive and eminently ayilesnatural forces and, as such, emerge as

supreme supersaviours that ultimately save humdrfkimim apocalyptic devastation.

Yet, considering the prevalence of biblical refeces of apocalypse in modern comic books
and graphic novels, this religious resonance isesbimg that has not spilled into the movie
versions of popular comic book franchises, inclgdimat ofX-Men Instead, this kind of
eschatological profundity is invariably confinediwn the margins of less well established
avenues of apocalyptic exegesis. Like the otheptelns of this study, it is the connection
between religion and apocalypse that remains dfalenterest, and the films looked at here,
each of which feature a figure who can be deemegligious superhero’, are no less
apocalyptic in scope than those discussed in puswibapters. Firstly, however, in terms of the
superhero genre, it is perhaps best to start wattinae example of how religious allusion and
analogy is often typically employed within the aplyptic superhero narrative by looking at
two films from 2007 Fantastic Four: Rise of the Silver Surfd@im Story) and300 (Zack
Snyder). These texts will be examined in contrast nuch more specifically religious
framework that begins to take root within apocalyptrratives at around the time of these
films, and falls in with a specific trajectory @ligious apocalyptic themes that begin to emerge
after the turn of the millennium, and which, aroundecade into the 2tentury, become

recognised as suitably established subject mattehé end of the world.

213 peter Coogaruperhero: The Secret Origin of a Ge(#austin: MonkeyBrain Books, 2006), p. 117.
214 |bid., p. 118.
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The biblical allegory of apocalypse i300 and Fantastic Four: Rise of the Silver Surfer

Although, on the surfac&antastic Four:Rise of the Silver Surfeeems to have no explicit
premise concerning religion, the allusion to bibliparable, and the apocalyptic prophecies of
the Book of Revelation, emerges as a predominatarfaand provides an evangelical tincture
to its concept of Armageddon. The Silver Surfer fpdones/Laurence Fishburne [voice]) is no
less than a celestial being who emerges from tinegpdial heart of the Universe. His
appearance on Earth coincides with a series ofglmiaclysms and disasters, as well as
dramatic changes of climate. Like the seven armgfdRevelation, the Silver Surfer heralds the
beginning of the end of the world. He is annouragdlhe Destroyer’ — the bringer of death —
as he chillingly declares; ‘All you know — is at and’. He is ethereal and otherworldly, from a
celestial realm not of this earth; an angel in atiher form. As it transpires, like the angels of
biblical scripture, the Silver Surfer serves a mhigher power, and just like the role of angels
as harbingers of doom in the Book of Revelatioa,Siver Surfer is merely the messenger of
apocalypse. Ever the prophet of perdition, theeBilurfer’'s language is suitably biblical and
profound: ‘Take joy in the last few hours you hée# — for he is nearly here.’ This force of
darkness is represented by a vast thunderous stot that slowly begins to envelop the
Earth. The fact that this malevolent presencefesmed to only as ‘he’, further denotes this evil
entity as (traditionally) symbolic of the Devil, whpre-ordained to fulfil biblical prophecy,

comes to instigate Armageddon.

True to the biblical endtime of Revelation, flianet’s destiny is not assured without a
symbolic battle between the forces of light anckdeass. The Silver Surfer becomes the true
redeemer when he elects to turn against his mastesave the planet from destruction. To add
religious nuance to his status as the planet'sossavihe Silver Surfer prepares to repel the dark
entity by resolving to sacrifice himself; ‘thistise end for us both’, he declares, as, arms
outstretched, he submits himself to a cruciformtmms The Silver Surfer’'s messianic role as
humanity’s salvation had been previously alluded/en, in what contributes overall to a clear
Christ allegory (a reoccurring feature in apocatyptience fiction) he is captured and
persecuted by soldiers; mocked and tortured abanels of the U.S. army — in very much a
similar vein to Scott Derrickson’s remakeTdie Day the Earth Stood Stf008) — which also
chimes strongly with Evangelical endtime allegdkifter the Silver Surfer adopts the mantle of
messiah, he performs a miracle of biblical propmsiin bringing one of the Fantastic Four,
Susan Storm, back from the dead. In direct coioglab the biblical parable of Jesus’

resurrection of Lazarus, this he does by the mayng on’ of his hand. Moreover, in a mixing
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of biblical metaphor, his prior signification agalen angel’ is literally transcribed when he is
physically separated from his supernatural surith@ad falls to the ground. Separated from his
celestial realm in the skies, the Silver Surferdmes both powerless and mortal. Like the
archangel Michael ihegion— when he plummets to earth from heaven — thiesgmts a
symbolic shift when the Silver Surfer switches gidexce away from his celestial master and
towards the salvation of Earth and humankind. TiheeSSurfer emerges as humanity’s
champion, where his shimmering silver appeararncgether with his Fantastic Four cohort, the
blazing Human Torch (Chris Evans), codes the sigperallies sufficiently as the symbolic
forces of light; a righteous army to ultimately gaish the looming force of darkness that has
descended upon the planet; akin to the apocalgptaclysm prophesised in the Book of
Revelation. The end of the world is figurativelypeassed, here, as an enveloping black cloud
of pure evil that attempts to consume the Earthrddeer, throughout, the imperious Doctor
Doom duly takes up the metaphorical mantle of thédhrist; tricking America’s armies into
performing his bidding, but all along in leaguetwiihe celestial force of evil. Not only does
this correspondingly fit into the biblical apoca$gpof Revelation, but furthermore appropriates
the recognisable endtime enigma of ltieét Behindmythos (derived similarly from the last

chapter of the New Testament), only, this time¢cg@thwithin the context of a popular superhero

franchise.

Fig. 4.2 ‘1 am the light of salvation’:
the Silver Surfer prepares to sacrifice
himself in order to save humanity.

In Zack Snyder’s historical fantas300, we witness a battle of truly biblical proporticam
epic conflict between forces of good and evil isatsoundingly apocalyptic in scope. The
invading Persian armies of Xerxes, at the gatesebesieged Greek city-states, threaten to

extinguish the fledgling germ of modern civilizatidself. Xerxes’ countless hoards are
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portrayed as diabolic, blood-thirsty war mongeraercilessly brutal and barbaric. They are
both grotesque and demonic, as the narrator saysrats’ most feared warriors, ‘The
Immortals’; ‘they have served the dark will of Harskings for 500 years. Eyes as dark as
night, teeth filed to fangs... soulless’. On anotherasion, we see terrifyingly huge, battle-
dressed elephants with lethally sharpened tusldlistihgoliaths never before withessed by the
beleaguered Spartans; a ‘grotesque spectacle ab@gyiweard from the darkest corner of
Xerxes’ empire’ — an evil dominion that, for alteémts and purposes, stands for Hell itself.
Indeed, in a figurative sense, here are the bidiaraes of darkness — with the Persian king,
Xerxes (Rodrigo Santoro), unquestionably cast aDkwvil — or the Antichrist to Leonidas’
sacrificial supersaviour. Xerxes’ personificatidrewil is compounded by his seemingly
supernatural visage and innate otherworldlinedsjewelled, demonic titan with a cruel and
wanton lust for power. Parallel to the Devil in Bible, Xerxes tries to tempt Leonidas (Gerard
Butler) with offers of wealth and power — mirroritigg biblical parable of Jesus in the

wilderness:

Again, the Devil took him to a very high moumtaind showed him all the kingdoms of the world
and their splendoudll this | will give you,’ he said, ‘if you will lbw down and worship me.’

Matthew 4: 8

In 300, Xerxes, who refers to himself as ‘a god’ withvidie power’, summons Leonidas to a
cliff top and tells him; ‘I'm a generous god, | carake you rich beyond measure. You will
carry my battle standard to the heart of Europa.ur Yahenian rivals will kneel at your feet —
if you will but kneel at mine.” The referential exds of Matthew’s parable, here, is beyond
question, and clearly defines both charactersrmgeof their proto-biblical representation.
Interestingly, a link to the historical Xerxes ahé myth of his inherent evil may be rooted in
the Bible itself, where he is most likely the Parsking identified as Ahasuerus in the Book of
Esther — a nefarious invader from the East whorgite to enslave all of Gree€€. Moreover,
in 300 the immediate opposition between the Greek ¢dyes — representative of Western
society and civilization, and the invading Persaaamy, not only possess the opposing
correlation of East versus West, but more signifilya the symbolic resonance of Christianity
versus Islam — whereby the conflict between thatdpa and the Persians can readily be
viewed as an inverse precursor to the invading fiean armies into the Holy Land during the

Crusades; something which holds an incumbent rata/éhroughout this chapter.

215 ‘Ahasuerus’ Jewish Encyclopedia.Cqmhttp://www.jewishencyclopedia.com/articles/96¥asuerus>, Retrieved,
September 13 2014.
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In direct contrast to the iniquitous Xerxes, helas is portrayed as a messianic martyr;
defender of the known free world and the sole hafpes redemption. Set in an ancient pre-
biblical time — the Battle of Thermopylae, 480 B@nd based on historic events (albeit events
that have since been embellished into legend) iiclwé mere 300 Spartans were said to have
blocked Xerxes’ path to Greece by defending aegfatnarrow mountain pass against a vastly
outnumbering army300can take further and undoubted inspiration from mmyber of bloody
battles found within the Bible. These legendaryflicis would have undoubtedly inspired the
writer of the Book of Revelation himself (thougbtlie John of Patmos) to envisage the final
battle at the end of the world, Armageddon. In,fd@t origin of the word, Armageddon, is a
Greek translation from the Hebrelar mpgiddo (17231 177); a word used to describe a site for
the gathering of opposing armies during the ‘entef’ of Revelation, and which has been
often used figuratively to describe ‘a mountainange of hills’. More pertinently, the Hebrew
translation is also taken to mean a specific platmyntain of Magiddo; identified as ‘a
frequent battleground throughout the ages becdusstoategic passi® This provides yet
more evidence that the epic battle8B0 appoints an apocalyptic exigency that can be
evangelicalized very much within a Manichean etho®t just a conflict between two warring
factions, or two opposing cultures (which, histalfg, it was), but as a highly contrasted view
of good versus evil, and, within its pronouncedpiees of apocalypse, can be easily interpreted

as a metaphorical representation of the biblicttldbaf Armageddon

Fig. 4.3 Touch of evil:
the devilish Xerxes
attempts to seduce
Leonidas with the
promise of unimaginable
wealth and power iB00.

Both300andFantastic Four: Rise of the Silver Surfare just two examples of how
mainstream ‘secular’ Hollywood cinema have incogped and embraced modes of

millennialist and biblical apocalypse into its oft@ntastical visions of the end of the world.

216 David Robert Palmefhe Revelation of John: A new English translatiomfthe Greek'Revelation 16: 6’
Bible Translation.Ws, April 8 2006. < httpililetranslation.ws/trans/revwgrk.pdf>
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Moreover, as Peter Coogan has pointed out, ‘spgemiinventions of the superhero genre have
definite roots in stories of mythological and ledary heroes?!” and this unquestionably
incorporates stories of biblical fable. This lirkkdlearly illustrated by Jerry Siegel and his idea
behind the creation of Superman: ‘All of a sudddmts me. | conceived of a character like
Samson, Hercules, and all the strong men | evedheaolled into one, only more sé?

These two film examples are furthermore indicat¥éhe two models of superhero prowess:
300as representative of tlBatmanmodel of non-supernaturally enhanced physicatiigh

skill, againstFantastic Fouls more conventional example of superheroes endavithd
superpowers — like many of their mythological aptints. More importantly, the superheroes
in these films represent a classic archetype shabw a familiar figure within the science
fiction universe: a sole messianic saviour who prs, if not the end of the world itself, then
something that approximates Armageddon enouglicititéde the redemption of humankind.
This messianic model, as we have investigated stathkshed, is a prime ingredient that has
become a central narrative feature of apocalypses tboth secular and otherwise. However, in
terms of what can be described as a superhero,ghase films encompass what is now a
conventional understanding of eschatological theim&4® century fiction, often incorporating
and intertwining biblical, secular, and historiparceptions of apocalypse, albeit with the
characteristic intervention of supernatural agendieThe Myth of the American Superhgero
John Shelton Lawrence and Robert Jewett attemguddeess the enduring prevalence of such
film narratives, and their significance in contemgrg American culture; ‘The superheroes thus
provide a secular fulfilment of the religious pramiarticulated in the endings of many
established films and television series. They cutdian knots, lift the siege of evil, and restore
the Edenic state of perfect faith and perfect peée millennial, religious expectation — at
least in origin — yet it is fulfilled by secular eats.?!® This chapter, then, is concerned with the
transformation of this ‘monomythic’ archetype fransecular configuration to an expressly
religious one, in which the following sections bist chapter focus on a selection of'2&ntury
apocalypse films, from 2005 to 2012, that bindgtperhero figure to a resoundingly religious
syndication, and portray the superhero, among adtEgnised and associated traits, as a form

of Christian Crusader against eschatological evil.

| will be analysing four Zlcentury films that each encompass varying degreapocalyptic

foreboding:Constanting2005), which is another film fromAm Legendlirector, Francis

27 Coogan, p. 117.

218 |bid., pp. 116-117.

218 John Shelton Lawrence and Robert Jewdte Myth of the American Superhé@rand Rapids, Michigan: William
B. Eerdmans Publishing Company, 2002), p. 46.
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Lawrence (and is based on two story strands frothinvtheHellblazercomic book series),
Season of the Witdidominic Sena, 2011), and two films from the sarnmneator/star
combination (Scott Stewart and Paul Bettahggion(2009), andPriest(2011), which have
similarly overt religious themes and symbolismwadl as an incontrovertible connection to
comic books and Japanese anime. The major themiesahstitute these religious superhero
films include some now familiar traits identifiedtin previous chapters of this study, albeit
with some significant thematic embellishments. BEhelements conjoin to form the basis of a
cohesive narrative throughout each film, and cahrbk&en down as follows;

a) A male protagonist who has become dishsd with his Christian faith
b) Redemption through the regaining of Chaistiaith

c) A critique of the Catholic Church as agglus institution

d) A female victim/captive

e) A demonised or monstrous female villain

f) The religious superhero as characteridtidareft of ‘superpowers’ — something which is
normally a key signifier of the conventidisuperhero, and which often forms the
foundation of his or her origin.

Although these films are chosen because they eathre the arrival of a religious superhero
within an expressly apocalyptic context, what eragygnterestingly, are elemental themes
incorporating an overall critique of religion. lagicular, Catholicism frequently comes into
question in these films as an institutionalised spidtually transformative form of

Christianity; whereby the (Catholic) Church is madéook either corrupt or impotent, or both.
What is more, each of these films feature a mouostos subversive female who stands in
opposition to the male religious superhero; a fgwho is often portrayed as both victim and
monster, which, in combination with critiques oft@icism, feeds a fundamental tenet behind
the films’ apocalyptic machinations that are keyranslating and understanding the religious

superhero narrative.

The dark divine: critiques of God, religion, and the Catholic Church

Whether the audience might be secular or othenthgefilms looked at, here, characteristically
elicit strong audience empathy and identificatiathwhe religious superhero protagonist.

However, considering the religious foregroundindgha&fse principal characters, it remains
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curious that, in all the films discussed, thera manifestly critical perception of ‘the church’ as
a governing and hierarchical institution; more sjpeadly, the Catholic Church. It is perhaps
best to begin in a historical context, with a payal of the medieval religious superhero in the
2011 action-adventure horr@gason of the Witqidominic Sena). Very much continuing the
comic book heritageseason of the Witgbroducer, Charles Roven, already noted for praodyci
Christopher Nolan’s ‘Dark Knight Trilogy’ of Batmdiims, is accredited for the recent movie
incarnation of SupermaiMan of Stee{Zack Snyder, 2013). Befittingly, as Peter Coolas
pointed out, ‘Superman and Batman provide the tiwoary paradigms of superherodom: the
superpowered superhero and the non-superpoweredsup.?2° Curiously enough, although
often having to engage with supernatural creatofesninent evil, the religious superhero
predominantly consists of the Batman prototypeianterefore bereft of any superpower;
solely having to depend on their mortally humanategies. This being so, like Batman, the
religious superhero possesses supreme combattbkitishampion them above all others, and
this is something exemplified within the guise loé imedieval religious superheroSeason of
the Witch The film’s central protagonist, Behmen (Nichol2age), is a Teutonic knight during
the time of the Crusades in the mid™eentury. A masterful warrior, this heroic knightvith

the symbolic Cross of Christ emblazoned on hiscterexpertly vanquishes all under the

banner of Christianity.

However, as we follow Behmen and his
fellow Crusader cohort, Felson (Ron Pearlman)
cut a brutal and bloody swathe through the
Holy Land, Behmen becomes increasingly
disenchanted with the Crusader army’s
supposed divine cause. The crucial moment of
doubt comes when Behmen, amid the
confusion of battle, accidently kills an

onrushing woman fleeing for her life as her

y city is stormed by the blood-thirsty Crusaders.
|~

Fig. 4.4 Knights of Christ: the Crusader, Behrr
slaughters all before him under the emblem of the

Cross. (but just as culpable) factions that represent

This slaughtered innocent is not the first

female victim caught between the competing

God and, as we discover later... the Deuvil.

220 Coogan, p. 200.
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The pre-credit sequence at the start of the filgirizein the previous century in 1239., and sees
three women accused of witchcraft and ‘consortiitp the Devil’ unceremoniously hanged at the
hands of a pious priest. However, it appears thatal the women is not entirely innocent as
charged when she later comes back to life andhanacteristically demonic demeanour, wreaks
terrible revenge upon her holy executioner. Thesaupegins a new dark age of evil or, ‘the season
of the witch’; a lingering malevolence that hasrbaelarge up to the point where we meet our
heroes more than 100 years later. This sequertbe &tm’s beginning neatly encapsulates both the
victimisation and demonization of women that ruaggrincipal theme throughout the film, and
this is something that is invariably exacted atltheds of a brutally oppressive and overtly

patriarchal Church.

Of course, during this pre-Reformation periddy Roman Catholic Church remained
unchallenged as the one supreme representatiohr@ti@nity. InSeason of the Witckthe
ruthlessly authoritarian and all-powerful naturete# Church is starkly pronounced, and so too
is its deathly intolerance to any faction or ralgithat questions its authority as the sole agency
of God’s word. Immediately before the massacrihefcity, a priest had whipped the Crusader
army into a blood-thirsty frenzy of slaughter; “Whare Godless people... Infidels’, the priest
cries against the backdrop of a large, ornate galdifix; ‘they have sinned against God and
against his only son, Jesus. They must be punighedot fail him, strike down with his
vengeance — let none survive!” After his unintenéibkilling of the defenceless woman,
Behmen finally recognises the Crusader army fortwiheuly is, as the priest pronounces the
horrendous massacre as ‘a glorious day for thedbhukppalled at the atrocity and ashamed
of what he has become, he publically denouncepribst as the ordained and undisputed
mouthpiece of God’s will; “You call this glorious murdering women and children’; and he
and Felson symbolically turn their back on God #r@Church by their unlawful abandoning
of the Crusade.

This same indignation at authorial (and ultimat®yrupt) Church power is also a chief factor
of the 2011 film Priest(Scott Stewart), which similarly explores the kimidunbounded
religious zealotry that was a key factor behind@nesades. In fact, although the film is set
within a dystopian alternate reality in which a wath vampires has left a post-apocalyptic
wasteland outside the surviving human cities, tlegarical context of Crusader knights could
not be made any plainer. After a brief introductseguence, in which a raid by humans on a
vampire ‘hive’ ends with one their number beingtoagd, the film begins in earnest with an

anime style animation sequence. ‘This is what ®akmi, begins the narrator, ‘...there has
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always been man, and there have always been van§irece the beginning, the two have been
locked in conflict.” The animation depicts humarKmwar with the vampires through history,
and mirrors the real human evolution of war — fritn@ cavalry charge of a medieval Crusader
army, to the mechanised warfare of World War lleTtonic image of Crusader knights
immediately positions the vampires as the symbehiemies of Christ’, as Crusader doctrine
would have it, as well as fitting well-worn moddsGmothic horror, and traditional notions of
good against evil. The narrator continues: ‘the pmes were quicker, stronger, but man had
the sun.’ The advantage of the sun, however, waisenough’, as the animated sequence
depicts the horrific human slaughter that is tisalteof each conflict whereby the vampires are
shown to eventually overcome each human advanieeimological warfare. ‘And so it went
like this over many years’, the narrator explaitiee two races destroying not only each other,
but the world itself. Facing extinction, mankindidrew behind walled cities under the
protection of the Church. And then the ultimate pagawas found... the Priests.” The Priests
are a specially assembled band of highly skillddiscs, clerical commandos, as it were;
‘warriors with extraordinary powers, trained by tBkeurch in the art of vampire combat’. The
denomination of the Priests, who are each markéuaw indelible cross on their foreheads,
parallels the Crusader knights at the beginnindp@fsequence, and the red crosses on their
foreheads are uncannily reminiscent of the croskeKnights Templar: warrior monks with

an equally devout code of faith. Like Behmersigason of the Witchlong with his Templar
brethren, The Priests are sworn to the duty oftherch and the expulsion of all its enemies.

Fig. 4.5 Holy War: the recognisable charge of asader army immediately posits the vampires as ‘the
enemies of Christ’ and, at the same time, sethiterically problematic paradigm of a symbolically
iniquitous Islam. This Holy War is verified by tleenergence of the Priests, and their own religiously
infused ‘crusade’ against the vampires.
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To this end, the spiritually religious devotiontbé Priests, like Shaolin monks and their devout
practise of Kung Fu, is something that appearss$erd a distinct edge over the faithless
vampires. In fact, similar to Eli's combination ®amurai skill and Kung Fu, with their martial
art fighting style, solemn religious countenance] preference for medieval steel weaponry,
the Priests are, in essence something of a crosede Crusader knights and Shaolin monks.
‘They alone turned the tide for man’, says the aiam, as we witness the almost superhuman
fighting ability of the Priests, along with the engg slaughter of the vampires. With the
vampire threat finally extinguished, the remainuagnpires were placed on isolated
‘reservations’, but, as the narrator reveals: ifeathe power of the weapon they created, the
ruling clergy ordered the Priests disbanded; themév warriors to be integrated back into a
society that no longer needed them. And as thesygassed, the few surviving Priests faded
into obscurity, like the vampire menace before them

Yet it appears the vampire threat may not haneeedy dissipated, as, out in ‘the wastelands’,
we witness a small family of frontier settlers facdeadly attack from unseen assailants. As for
the humans within the walled cities, it appears kivang ‘under the protection of the Church’
amounts to nothing short of a stiflingly dystopraghtmare. Within the enclosed and ultra-
security conscious confines of Cathedral City; dakluted, and claustrophobically
overcrowded; we hear whispered voices declariregpent’ and ‘absolution is the only way’;
part of a series of subliminal messages repeatédunispeakers throughout the city. In this
darkly despotic future-world, echoes of Ridley $edBladerunner(1982) abound, as
dishevelled and downtrodden crowds trudge throhghrtdustrialised, technological
landscape. However, the overall suffocating moatlatmosphere of the city is unmistakably
indebted to George OrwellX984 as exemplified by the manifestly Orwellian sloga&AITH,
WORK, SECURITY, which appears to be inscribed throughout the dihis is balefully
compounded by repeated chants over the loudspe&kers protects you. The Church protects
you. The city protects you’. Both verbal and wntt@antras converge to directly reference
Orwell's own chilling ‘party slogan’ froni984 ‘War is peace. Freedom is slavery. Ignorance
is strength.’” At the sign of a chiming bell, th@wds in the streets all stop and turn towards the
church-like spire at the centre of the city. Atdgears the emblem of the Church: a cross
within a circle. All citizens make the Sign of tBeoss, before continuing on their way. As if
the sinister, Orwellian tone was not adequatelyegithed, Cathedral City also appears to have
its own version of Big Brother, as a close-up ofi@an’s face on a large screen declares:
‘Remember, to go against the Church is to go ag&@od’; yet another indoctrinated refrain
devised to instil outright obedience. Already wethpe sense of ‘the Church’ as an oppressive,
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all-controlling autocracy; a kind of ecclesiastipalice-state, complete with paramilitary
enforcers, who, with intimidatingly large guns dotl body armour, menacingly patrol the
streets ensuring that the populace are in fulldmrd compliance with the edicts of the ruling

clergy.

However, like Behmen iBeason of the Witclhne man dares to go against the will of the
Church; a former ‘Priest’ (Paul Bettany), an elitarrior monk, just as many medieval
Crusaders (the Templars themselves were a momeaidec). The Priests are now feared and
shunned within human society; frightful relics framime that humanity would much rather
consign to history. Although notably devout in fagh, the Priest has clearly been forsaken by
the Church. This is articulated in one scene irnctvie enters an automated confession booth.
Clutching Rosary Beads as a sign of his devotioa Friest, wracked with anxieties and self-
doubt, turns to the church for guidance and abswiubut instead we witness the hollow
indifference and duplicity at the centre of ‘theut¢h’. The Clergy member on the monitor
screen is clearly a pre-recorded image, and dispeagsly responds to the Priest’s pleas with
nothing but pre-assigned platitudes and stock resgg The Priest is dismissively sent on his
way with instructions to say ‘three Hail Marys dodr Our Fathers’, and is reminded; ‘...to go

against the Church is to go against God.’

The officious and unsympathetic nature of therCh is again highlighted when the Priest
requests permission from ‘the council of the rul®igrgy’ to have his ‘authority re-instated’.
This he requires in order to leave the city andalrer what happened to his brother’s family
(those who had earlier been set upon at theirisoaettlement), whom the Priest suspects were
the victims of a vampire attack. Entering a grahdrober, the Priest kneels before a
predictably patriarchal council who look down omhirom above, and whom he addresses as
‘Monsignors’. As an honorific title specificallyggn to members of the Catholic clergy, this
cements what has been, up till now, indisputablthGlac-coded modes of religious practise,
ritual, and ceremony. The ruling Clergy dismissattack as the work of ‘wasteland bandits’,
and refuse the Priest’s proposed mission to relsisuaissing niece, categorically stating that
there is no longer a ‘vampire menace’. Moreoveg,ltead Monsignor (Christopher Plummer)
tells the Priest: ‘The citizens from the cities @aomplete faith in the Church'’s ability to keep
them safe — you will not shake that faith.” TheeBtj with the first real sign of sedition, replies,
‘What good is that faith when it’s a lie.” He ismended that, ‘questioning the authority of the
Church is absolutely forbidden’. The priest is hettmore warned that if he were to leave the

city, it will be construed as ‘an act of aggressigrainst the Church’, whereupon he will be
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‘stripped from the order and excommunicated.” Nbekiss, this is exactly what the Priest
resolves to do, and, breaking his sacred vow t&thach, sets out to find his abducted niece —
the female victim at the centre of the Priest’suaslg. Again, like Behmen iBeason of the

Witch, a formerly devout servant of God, one who hdgsdiin his name, turns his back on his
faith and the Church; where, in both instanceggimis faith and the institution of the Church

are socio-politically designated as being one aedsame.

Perhaps one of the reasons that both these ditoete Catholicism, specifically, at the centre
of their visions of religious tyranny, is because€atholicism’s medieval history of ruthless
and often brutal enforcement to the obedience af. Gbis is perhaps less surprisingSeason
of the Witchincumbent, as it is, with the bloody history bétCrusades, and the atrocities that
were performed in God’s name, not to mention thigioeis hysteria surrounding ‘witches’.
However, as illustrated, despite being set witmrakiernate, futuristic dystopiByiest at the
same time, figuratively looks back towards a medlig@ast in which the power of the Church
was absolute, and this gives license to exploralggsinister forms of religious dominion.
Steve Bruce avers that, ‘The Catholic Church, wglRoman and Spanish inquisitions of the
sixteenth and seventeenth centuries, could belbnupainishing deviation??! However, just as
these films intimate, religious power has oftenrbpmne to being manipulated for the far less
sanctified purposes of socio-political control, momic exploitation, colonial conquest, and the
persecution of rival sects. Hence, despite bottpiby and violence behind previous Catholic
campaigns intended to enforce religious devotidey&Bruce adds that, often, ‘the motives
were rarely entirely theological; mundane confliotsild often stimulate a particular concern
for orthodoxy.2%?

Fig. 4.6 ‘Open thou mine eyes that | may belabndrous things out of thy law’: reads the ingtoin
beneath the council of the ruling clergy; disgtdesigned to instil not only reverential defere, but
also maximum intimidation.

221 Steve BrucePolitics and Religior(Cambridge: Polity Press, 2003), p. 164.
222 |hid., p. 164.
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Interestingly, the filmPriest was not the first collaboration between direcBuoptt Stewart,
and lead actor, Paul Bettany, as they teamed @aiaearlier for the 2010 fantasy-horror,
Legion Here, Stewart also deals with expressly religiiesnes, and conveys the concept of a
religious apocalypse, although not in the way maewers might anticipate.egiongoes
further than merely demonizing religion or the @dthChurch with the demonization of God
himself. Far from the biblical apocalypse of Retiela which is something instigated by the
rise of the Antichrist, this time, God, without abiplical profanations, has decided that the
human race must come to an end. God, in his iefimisdom, has adjudged that humankind has
become a scourge upon the earth, and, for theaddke planet, must henceforth be eradicated.
This narrative amounts to a clear form of milleistasubversion in contemplating that God
might be the instrument of humanity’s destructiostéad of its saviour. Despite this move
away from established narratives of apocalyptippexy,Legionmanages to retain an overall
biblical bearing in its conventional notions of tiea and hell, no less so in the shape of the
archangel Michael (Paul Bettany), who is not ineagnent with God’s plan for humanity’s
extinction, defects from heaven and plummets tthdartry to save humanity from their pre-
ordained fate. A literally fallen angel, Michaehoinces all his divine supernatural power by
symbolically slicing off his angel wings, thus bedag just as mortal (and Godless) as the
humans he has come to save. Priority protectios gmene unsuspecting pregnant waitress,
Charlie (Adrianne Palicki), who is about to givetbito a child who, as Michael knows, can
ultimately bring about humanity’s salvation (echoéSarah Connor anthe Terminatoare

clearly in play here).

The method that God has chosen to bring abaughity’s demise, like a personal homage to
George A. Romero, is to transform the majority oimankind into demonic zombies, as
Michael expounds, ‘the weakest willed are the eaiseeturn’. These unfortunates are
summarily commanded to seek out and kill off ampaiging human survivors. To elaborate
further onThe Terminatoanalogy, the fact that we have a mother with d@oumchild who is
apparently destined to be the saviour of humanii) a legion of zombies (instead of
machines) bent on preventing this occurrence i@rthvar to exterminate mankind’, might
leave little doubt from whereegiongains much of its apocalyptic inspiration. Furthere,
certain elements dfegioris narrative could be usefully compared to the ploferminator 2:
Judgment Dayin which we also have a ‘supernatural’ protectos mother and child, who was
once in the ranks of the enemy, but is now thelly bope for survival. The cyborg saviour in
‘T2’ (Arnold Schwarzenegger) is not human, thougimlan in appearance, and he crashes

through to earth from another dimension or realmeafity. In essencé,egionoperates as a
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kind of religious reworking of he Terminatofilm series; sublimating a secular, apocalyptic
science fiction fable into the realm of superndttehgious mythology. Continuing the
‘Terminator’ link, in terms of apocalyptic films weave already looked at in the context of this
study,Legioneffectively amounts to an exact inversion of tadier millennialist fantasyEnd

of Days where Arnold Schwarzenegger, as ex-cop anti-l#&mcho Cane, although having lost
all faith in God, is charged with keeping a youngman free from the clutches of Satan if
humanity is to be saved from a millennium of dadsadnlLegion by contrast, a young woman
must be protected from the clutches of God andnmsons if humanity is to survive.

While holed up in a diner in the remote MojavesBrt, and under siege by zombie hoards
‘possessed’ by angels, Michael explains to a gafumapless survivors that it is never a good
idea to make God angry; ‘The last time God loghfai man, He sent a flood. This time, he
sent what you see outside’ (read: God is back.. thisdime it's personal). Of course, the idea
of a wrathful and vengeful God is nothing new, #mete are various passages in the Bible that
articulate God’s potential for divine terror;

For behold, the lord will come in fire and bisariots like the whirlwind, to render his anger
with fury, and his rebuke with flames of fire.

Isaiah 66:15

What is more, some representations in the Bibigahe idea of God with the kind of
unforgiving religious zealotry that was witnesseulinlg the Crusades, likewise presenting God

as a blood-thirsty, sword-wielding warrior, keerstaughter all unrighteous infidels;

For the lord will execute judgement by fire, andhiy sword on all flesh, and those slain
by the lord will be many.

Isaiah 66:16

This brutal aspect of heavenly power is personifethe figure of the archangel Gabriel, who,
resplendent in medieval armour, represents Michagth-nemesis and operates as the right
hand of God (who remains an unseen entity throutgieufilm). Legionis climax features a
final confrontation between the former archangetiMiel, humanity’s new protector and
champion, and the archangel Gabriel, represerntaguipreme dominion of heaven and the
divine (super)power of God. Further implanting ithea of a vengeful God and his unforgiving
indifference towards humanity, the film concluddathva closing monologue by Charlie,
repeating her narration at the beginning of tha,fiéxcept, this time, with one final
denouement; ‘When | was a little girl, my motheolsp of a prophecy, of a time when all the
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world would be covered in darkness, and the fat@arfikind would be decided. One night |
finally got the courage to ask my mother why Goddgnad at his children? | don’t know? She

said, tucking the covers around me... | guess hegpistired of all the bullshit.’

Continuing the theme of angels and demons, the &B@5Constantingeagain combinesAm
Legends director/producer team of Francis Lawrence akiv& Goldsman, which, in turn,
may indicate religious apocalypse as somethingretarring theme within a certain condensed
group of filmmakers, as evident with the Scott Stevand Paul Bettany director/actor
partnership. Like Scott Stewart®gion Constantinesimilarly constitutes a religious
apocalypse that is partly fashioned by heavenlgg®rDespite this parall€lonstantine
perhaps has more in tone with Stewart’s other fitngst as well asSeason of the Witcin
which the film’s stark critique of Catholicism agpeesiding institution begins when the
Catholic Church is forced to summon unholy inteti@nin the shape of John Constantine.
Based on the character from DC Comidgllblazercomic book series, Constantine is a self-
styled ‘occult detective’ who employs his arcanewledge of magic and the occult to banish
demons (who have transgressed into entering eadhls) back to the hellish oblivion from
whence they came. In the opening scene, a bumétidgpbese Catholic priest (an
unmistakable metaphor for the impotence of the @atiChurch) clearly feels way out of his
depth when he calls upon Constantine to perforneximecism of a demonically possessed
young woman within his diocese; who is the firgshéde casualty in a film that depicts the
majority of its female characters as victims indheérescue from evil forces. Here, the
Catholic Church is forced to call in outside aicdbnaler to deliver its community from the grip
of evil, and it appears that this is a regularrgeament when it comes to preventing evil
incursion. What is more, without a crucifix or &k in sight — the usual paraphernalia of the
ordained exorcist — it is clear, as the priest kiiisas conceded, that the ‘unholy’ practise of
occultist ritual and magic is a more effective defe against the enemies of God. For
Constantine, although the use of religious symbots holy artefacts are, as we later discover,
an essential part of his armoury, it is obvioud treadoes not put much stock by ‘traditional’

Catholic sacraments.

In fact, in addition to the seeming ineptitudeh® Catholic Church, Constantine himself
displays a barely concealed contempt for all foafnligious belief and institutions.
This attitude is the antithesis of the outlook addy Angela, a beleaguered police detective
who is prone to disturbing visions, whose path @vges with Constantine’s one day at the

headquarters of the Catholic clergy. The devoutyh@lic Angela is there to entreat the clergy
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for a Catholic burial for her twin sister, who hatten her own life amidst mysterious
circumstances. However, she is unceremoniouslyfiedbby a priest and reminded that this is
not possible because her sister committed suiaitigh is ‘a mortal sin’ against God.
Constantine, who, in addition to his extensive klsolge of the occult, possesses the ability to
see through the supernatural disguise of the amgelsglemons that freely walk among us, has
come to the home of the clergy to lodge an equmdhgonal plea. Due of his copious smoking,
Constantine has been told he only has a shorttoriiee, and he seeks some assurance that,
when his time comes, he will end up in heaven ratren hell. We see the object of
Constantine’s gaze at the far end of the vast ckan@tonstantine walks through the grand and
lavishly decorated room — a symbol of the opulemw# bourgeois riches of the Catholic
Church — continuing down a regal strip of red catpeards the mysterious figure by the
fireplace. As Constantine nears, the mysteriousqresuddenly sprouts mighty angel wings;
yet, far from an expression of celestial majestig tinsettling visage rather appears grotesque
and darkly sinister. This is, as we will find oyé&t another prime signification of monstrous

femininity. Despite this startling image, Constartremains unflinching in his approach, and

Fig. 4.7 No Angel of Mercy: Gabriel spectaculagkhibits her divine rank and badge of office, but
her huge dark wings are also a further expressitier monstrous femininity.

it appears that only he can see this divine adioncWe view, for the first time, the face of the
archangel Gabiriel, played in typically and deliber@ndrogynous fashion by Tilda Swinton.
Gabiriel, in the Bible, of course, is regarded asate celestial being — in the Book of Daniel,
he is referred to as ‘the man Gabriel’ (Daniel 9:25nd this mythic masculinity is accentuated
by Swinton, albeit in a very modern context, weguanpinstripe business suit with a crisp,
smart shirt and tie. Though her hair is cut boyidflort, it remains just long enough to be

deemed feminine. Yet, despite Gabriel's clear agying, combined with Swinton’s
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identifiably epicene acting persona, Gabriel, véttded angelic countenance, is still both
visually and audibly distinguishable as female, tmslis something that, later on, has greater
significance regarding the depiction of gendeihia film, and is important within the overall
context of this chapter. ‘I know what you want, ‘s@abriel says, still staring into the flames.
Just as irLegion it transpires that Gabriel operates as the maetkepof God, as well as a
celestial entity who stands as an opposing obstaalards the goals and machinations of the

central protagonist (the religious superhero).

Fig. 4.8 Asexual archangel: Tilda Swintoaysl on the gendered biblical derivation of Gabriel.

Constantine proceeds to tell Gabriel about timeisual soul traffic’ that he has encountered
recently, and argues that this might be reasongintar the higher powers that be to consider
giving him ‘an extension’ to a life that will sodre cut short. *...You still trying to buy your
way into heaven?’ remarks Gabriel. Constantinetgant the number of minions he has sent
back to Hell, stating that this alone should gutgarmis entry into heaven. Gabriel tells him,
‘that’s not the way this works.” Constantine remioaites, ‘Haven't | served him enough? What
does He want from me?’ Gabriel replies, ‘Only tisgal... self-sacrifice... belief.” Constantine
is left exasperated by God'’s ‘impossible rules’ &arlless regulations’. Gabriel tells
Constantine; ‘Everything you've ever done you'vadyagver done for yourself — to earn your
way back into his good graces.’” Constantine, howesanses some kind of divine conspiracy,
exclaiming, ‘Why me Gabriel? It's personal isn?’iGabriel looks down at him in pity and
explains; ‘You're going to die young because yowsweoked thirty cigarettes a day since you
were fifteen — and you’re going to Hell becaus¢heflife you took.” Gabriel pauses, draws her
face close to Constantine’s, and informs him gsiieerely; “You're fucked.” Here, the
rejection and indifference of both Gabriel and ¢lexgy to Constantine’s and Angela’s heartfelt

pleas is yet another signification of the apathg araladroitness of the Church towards those
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who desperately require its aid and interventiosthBConstantine and Angela’s sister,
according to Catholic doctrine, are consigned tbfbetheir mortal sin, for, as it transpires, the
life that Constantine took was his own, when, abtéefly experiencing death from his suicide
attempt, he was brought back to life. In both cages‘suicides’ were acts of desperate despair,
in which no aid or comfort were offered by the Gtlyrwhich now appears to have turned its
back on both Angela and Constantine in their hdureed. This is despite Angela’s undying
devotion to her Catholic faith, and Constantin&s/ge to God in vanquishing errant demons.
Like Priest Constantine’s lack of faith in a seemingly uniiegland autocratic system of
religion is now perhaps understandable, and thise#or disdain constitutes an overall
jaundiced perspective of the Catholic Church (fmthbConstantine and the viewer) as the
compassionate and spiritually transformative ingtn that it professes to be. This demonizing
depiction of an overtly officious and callous Cditb&hurch is a theme that runs throughout

the majority of films discussed here.

In a socio-ideological sense, Catholicism maydtout as the obvious choice for Hollywood
in terms of critiquing Christianity. Firstly, withia pervasively Protestant nation, Catholicism
stands as a comparative minority religion, and erusxplicit critique of Catholicism in these
films is a much safer bet in terms of reducingribk of widespread public offence and
condemnation. The fact that this furthermore draws history of dogmatic disdain between
the two competing factions within Christianity i1s mescapable surfeit of subject matter.
Despite being one of the first Western states tedtablished without an official state church,
as espoused by Erin K. Wilson, ‘several narratd@geloped about the place of religion within
US society, identity and culture, in particular itam narratives regarding the establishment of
the American settlement and some of its definingratieristics. According to this narrative,
many of the settlers in America had fled religigpessecution in Europe and the United
Kingdom, stemming from the wars of religion betwe&atholics and Protestanf€?® This

narrative may, however, remain as a puissant amtstf America’s cultural consciousness.

Of course, Catholicism has traditionally beethatheart of Gothic and horror fiction,
however, it is also as a deeply ritualistic anchhiggymbolic form of Christian practise which,
together with its Gothic heritage, has always sekitdeal for cinematic and visually figurative
purposes. Together with its strong ideological emtions of good against evil and Heaven and
Hell, Catholicism appears to be the go-to religmnHollywood for either purposes of
religious critique or for religiously refrained mesglof Horror. In terms of a continuing

223 Erin K. Wilson,After Secularism: Rethinking Religion in Global #o$ (Basingstoke: Palgrave Macmillan,
2012), p. 119.
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tradition of Catholic critique, what may compoundtiers further still, is the fact that
Hollywood has historically had an uneasy relatigpstith Catholic institutions.

The Catholic Legion of Decency, from the 1930s awetl beyond Hollywood’s post-war
years, once ‘struck fear in the heart of every yAwetlod producer’ with its excessive calls for
censorship in its self-ordained capacity as guardfgoublic morals. As Gregory D. Black
avers in his booklollywood Censored: Morality Codes, Catholics, dhd Movieq1994),
there was a time when ‘no film could be producedxribited without PCA (Production Code
Administration) approval, and Hollywood did not dao challenge Catholic authoriti€g?
Though not nearly so powerful and influential iceet years, criticisms of Hollywood from
Catholic groups have far from diminished, and ppsttaere should be no real surprise at

Hollywood'’s often cynical portrayals of Catholicstitutions.

Although it can be argued that these films igeQatholic Church as a means to critique
religion and more autocratic modes of Christiamtgeneral, there remain clear demarcations
of ideological division between Protestant and Glthpersuasions, and this leads to possible
nuances of socio-political rhetoric. For instarf8eve Bruce has observed that ‘although the
values promoted by the Roman Catholic Church ndynfiaimore easily with the political
right, Catholics in Britain, Australia, New Zealagrathd the United States have tended to
support the political party most closely associatgti the labour movement because the
history of Irish and south European migration test countries meant that Catholics entered
the labour market at the bottom.” Even though llifoair settings, these Catholic groups largely
prospered, Bruce maintains that ‘the traditiores tiith the left were slow to be erodétf.Set
this against the traditional political bias of ttedigious right in the United States — where polls
show a lingering ‘God gap’ between America’s twdifal parties — ‘more Americans believe
the Republican Party respects their faith and wathan does the Democratic Party’, proved by
the fact that ‘an overwhelming proportion of whiteangelical Protestants — close to 70 percent
— voted for Republican presidential candidate, Mi@ain in 200822° This is not to affirm
that the films in question have a particular protpstant or pro-right agenda in their critique of
Catholicism. On the contrary, these type of Cathalitiques within Hollywood more likely
stem from what Philip Jenkins describes as a brahthmerican anti-Catholicism’ centred
within (though not restricted to) a ‘middle-clasglaelite movement that is generally associated

224 Gregory D. BlackHollywood Censored: Morality Codes, Catholics, dhd MoviegCambridge: Cambridge
University Press, 1994), p. 2.
225 Bruce, p. 4.
226 Monica Duffy Toft, Daniel Philpott, Timothy Samughah God's Century: Resurgent Religion and Global fesi
(New York: W.W. Norton & Company, 2011), p..15
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with leftist or liberal political opinions??’ Although American anti-Catholic sentiment may
emanate from traditional and well-established Rtatd views where, ‘as so often in the past,
Catholicism symbolized the forces opposing Ameiigary from the mid-twentieth century
onwards, Jenkins avows that, ‘this time progresswere attacking the Church for its
repressiveness and anti-modernity, and its allsgatpathy for totalitarianisn??® This criteria
of Catholic criticism is acutely pertinent withine socio-political positioning of the film,

Priest Other than this, in terms of an American audie@aholicism further represents a
distinctly more exotic and European mode of Charsty, an enigmatic Other, and, as such, is
more cut-off or distanced from traditional or momnservative forms of American
Protestantism. This also makes Catholicism muclersoited for purposes of theological
fantasy. Nonetheless, along with its exotic ‘otlessi, the rich visual symbolism and ritualistic
nature of Catholicism provides a key raisoétr@ for it as a familiar and repeated cinematic

representation of Christianity.

Women as both Victim and Monster

As previously established, one of the key narratiemes within all these films is ‘the woman
as victim’, and this is an aspect that seems titebeinto the surrounding apocalyptic environs
of each film. InConstantingthe demonically possessed Hispanic woman atebahbing of

the film is closely followed by another female et as we withess Angela’s twin sister,
Isabel, throw herself off the roof of the psych@trospital where she was a patient. However,
moments before her apparent ‘suicide’, Isabel fodaigly gazes back as if there were some
malevolent presence on the roof with her, leavirggiewer with the distinct impression that
she is the victim of circumstances beyond her obniiowards the climax of the film, Angela
is snatched away from Constantine by mysteriousem$orces. We soon learn that Satan’s
son, Mammon, requires Angela’s psychic ability rdery to enter Earth’s domain. It transpires
that Angela’s twin sister had killed herself toyeat Mammon from acquiring this same shared
psychic ability. Angela later reappears at the gitkeer sister’'s death, except she is now fully
demonically possessed by Mammon. This brings shanf focus a vital paradox that resides
at the heart of bot@onstantineandSeason of the Witadmnd their corresponding
representations of gender. Angela’s demonic reappea after being perilously pursued then
kidnapped by evil forces, highlights the dichotoafyhe female as both victim and monster,

and, at the same time, sets into motion the apptialguspices at play.

227 philip JenkinsThe New Anti-Catholicism: The Last Acceptable Riigj@(New York: Oxford University Press,

2003) pp. 32-33.
228 |pid., p. 33.



155

In the context o€onstantine’seligious themes, the once religiously devout aintious
Angela (a name meaning ‘angel’ after all) is nomnsformed into an expression of abject evil
and vociferously sets about attacking the film’smgmous hero in a hospital swimming pool.
Of course, within the same gendered religious canta top of the victim-monster dichotomy,
there is also applied the parallel symbolism of‘tmgin-whore’. In this context, Angela’s
abject fall from grace is amplified by the film'serall religious context, whereby Angela not
only represents a feminine expression of devouh@iatfaith, but is also, at various times,
figuratively aligned with the Virgin Mary herselfhis is exemplified in one scene in which
Angela, after a supernatural attack by a flockelf$ minions, backs towards a shop window
where she becomes symbolically embraced by theoweiay, outstretched arms of a statue of
the Virgin Mary. In this one shot, Angela’s symloadind gendered affiliation with the mother
of Christ is clear, and, other than a significatodier pure and virginal virtue, markedly
indicates that she is under divine protection ftbmevil at hand. Philip Jenkins observes that
‘it is exactly the veneration of Mary that is ofterken to symbolize the [Catholic] Church’s
anti-feminine stance; this figure, so quintessdgt@assive and virginal, negates any positive
or realistic view of womanhood. For Catholic theptpit is claimed, the only good woman is a
mother, ideally one who has never had $éXThis is something that sets up a crucial premise
of the psychology behind the virgin-whore dichotgragd which is why, in psychoanalytic
terms, it is often given the specifically religioadjunction of the ‘Madonna-whore’ complex.
As a definition, Gerd Ludemann argues that ‘mafgdsies which style Mary a pure virgin in
order to master sexual problems are unable toreal#i sexual drives in the long run. These

drives discharge themselves by refunctionalizihgpt Mary herself, at least other women, as
230

whores.

Fig. 4.9 Sacred
Feminine Angela
receives a divine
embrace from the
Virgin Mary, with
their symbolic and
spiritual link signified
by the crucifix at the
right hand of the
statue and the one
aroundherneck.

228 Jenkinsp. 68.
20 Gerd Ludemanryirgin Birth?: The Real Story of Mary and Her Sasug(Harrisburg, PA: Trinity Press
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This dichotomy is in direct correspondence t@éla’s physical transformation. Under the
bodily possession of Mammon, as well as her demeaittires, she postures like a predator,
her still recognisably female sexuality defined/étly in a wet white shirt that clings to the
contours of her body and translucently revealgitn& undergarments beneath. She sizes up
her (male) prey before launching into a relentbass animalistic attack. The fact that Angela
has lost possession of her body, submitting ibtaceivable and unfettered forms of violent or
carnal subjection, further corresponds to a Catesiind/body split that often aligns the
feminine with the sexualised physicality of the po@ihe dualistic conception of humanity as
split into the body and soul is consistent with i€ten and Catholic doctrines; as Darryl Jones
avers, in orthodox Christian thinking, ‘when Adandégve fell after tasting the forbidden fruit
of the Tree of the Knowledge of Good and Evil, lesh fell with them and is now rightly the
property of Satan; that in us which is exalted,gbel, belongs to God. Thus, it is ingrained into

Fig. 4.10 Devil's daughter: Astg under the demonic possession of Satan’s son.

Fig. 4.11Monstrous Femininephysically violated as a victim, at the same tidwegela
embodies another vivid representatibimiquitous femininity.
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Christian orthodoxy to deny or even mortify thesfiewhich is sinful or evil, particularly as it
is manifested in sexuality and sexual desitéln The Exorcistfor instance, ‘once Regan’s
body becomes sexual, it becomes evil: the Dewintapossession of her flesh, contorts,
disfigures, and scars 32 In comparison, when Satan’s son takes posseskidngela’s

‘flesh’, it is rather the other way round: when hedy becomes evil, it then becomes sexual.

Similarly, Season of the Witamderscores another prime example of women boticas
and monster, as well as perhaps an even more tezxample of the ‘virgin-whore’ dichotomy.
Although derived from biblical terminology, the Maha-whore dichotomy is not, as a
concept, an invention of the Catholic Church, altjfioit may well be a symptom of its
veneration of virginal femininity, coupled with &ac beliefs in the sinfulness of the flesh.
Vladimir Tumanov talks of this dichotomy in termis‘an evolved aspect of the male
psyche.?33 He statethat, despite the fact that the Madonna-whore cerijgl a concept that
has been born out of ‘the evolution of the humandnihe Madonna image is borrowed from
Christian discourse’, and this discourse ‘carriég w a conceptual framework of behavioural
extremes: the Madonna represents an extreme fosaxofal behaviour — an impossible point

of reference with immense ideological weight.’

In Season of the Witckhe young woman accused of being the Black Witsuates to
Behmen that she is being physically and/or sexwdilysed by the priest, Debelzeq (Stephen
Campbell More), who is supervising the party’s joay to the monastery on behalf of the
Church. However, beneath the visage of what fpppeared to be an innocent girl victimized
and violated by the religious zealotry and supiostiof a patriarchal Church, there is clearly a
much darker design at work, as, through her appassnof dark sorcery and deception, she
begins to kill off members of her prison escort byeone. During the course of the film, the
young women (Clare Foy) gradually casts off hetiahfacade of vestal innocence. At one
point, after the death of one of Behmen'’s colleagshe says to him, ‘I can see his death
weighs heavily on your mind’, before she reachasheu hand alluringly and propounds;
‘allow me to ease your pain.’ If the sexual ovestef her offer was in any doubt, she follows
this with more pronouncedly suggestive commentm8agood deeds can be done... even
behind bars’. Her sexually explicit remarks litéyatops Behmen in his tracks, and, from this

point onwards, his initially protective sentimetds/ards the girl takes a dramatic turn. The

231 Darryl JonesHorror; A Thematic History in Fiction and Film (London: Arnold, 2002), pp. 187-188.
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girl’'s sexual invitation appears to instil irremablie feelings of dark suspicion within Behmen,
in which her sexual incitement (which figurativelignifies the loss of her innocence and

virtue) aligns the girl with female sexual sin, ayibolically substantiates her guilt of black

witchcratft.

Fig. 4.12 ‘Allow me to ease
your pain’: the demeanour of
virginal innocence and
victimhood is dropped to
reveal the guise of a beguiling
temptress, as the Black Witch
begins to sense a spiritual
weaknesin Behme..

What is more, for Behmen, it appears that slabecexposure to the ‘Black Witch’ begins to
take its toll. This comes to the fore when, onétjigpe experiences an erotic nightmare, in
which he revisits the horrific moment when he kiltae woman during the Crusader massacre;
except, this time, the woman’s pain and anguislienky turns to laughter and (sexual) ecstasy
as she suggestively licks the blood from her fisgerd begins to sensuously smear blood from
her mouth down her neck. This dream sequence gleadapsulates a further aspect of the
virgin-whore dichotomy, where, in one shot, the veontransforms from virgin/victim to
seductress/monster; a blood smeared zombie/ghemmiag to gain sexual pleasure from being
penetrated by Behmen’s phallic sword. The womaa,hes a symbolic corpse who revisits
Behmen after her death, is a projection of ‘theybeithout a soul?*® As Barbara Creed
argues, the corpse is utterly abject and the dedg, las a form of waste, ‘represents the
opposite of the spiritual, the religious symboliCreed adds that, in relation to the horror film,
‘it is relevant to note that several of the mogpydar horrific figures are “bodies without souls”
(the vampire), the “living corpse” (the zombie)dahe corpse-eater (the ghoul).” Creed also
includes the figure of the witch, stating that afi¢he many crimes of these ‘ancient figures of
abjection’ was that the witch ‘used corpses forrites of magic?*® There is some evidence
that the Black Witch, here, represents somethimgiai, as her capability for mind
manipulation had already caused the death of oherojuards. Through the ongoing schema

235 Creed, p. 39.
236 |pid., p. 39.
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of figures such as the vampire and the witch, thredn film continues to construct and confront

us with not only ‘the fascinating’, but also thedsictive aspect of abjectiof?’

Fig. 4.13Bloody Nightmare: here, the woman’s blood symbaliser female abjection
at the same time as her soullessgiciorpse becomes a vessel for her sinful sexuality.

In terms of recurring representations of the stimus-feminine, the proliferation of woman’s
blood, in this sequence, is also highly figuratiwbereby the blood is specifically emblematic
of female abjection. Barbara Creed uses the exadfideian De Palma’s classic horror,
Carrie: referring to the climactic scene in which (piggpod ‘runs down Carrie’s body at a
moment of intense pleasure’ and where Creed ineidiie symbolic parallel to her menstrual
blood. LikeCarrie, the woman’s blood in Behmen’s dream, signifies‘herror, shame, and
humiliation’ at the point of her gruesome death hedultimate defilement. Moreover, in
Behmen’s dream, the woman’s sexually suggestivasngeof her blood over her mouth and
neck identifies her with an ‘order that has defimezimen’s sexuality as the source of all evil
and menstruation as the sign of Si#¥.This is particularly pertinent when analysing
representations of female sexuality within thegieliis discourse of Catholicism. Moreover,
Christopher Sharrett talks about the symbolic aatioa with blood and diseases, particularly
in terms of vampires, whereby blood is invariabdgd to signify ‘the lasciviousness of female
sexual desire’, which, in turn, denotes ‘the deteed conflation of sexuality and

apocalypse?®®

In the film,Priest monstrous female abjection is also transmitteouthh the representation

of female blood. When the Priest is finally confieehwith the human vampire (Karl Urban), he

237 Creed, p .39.
238 |pid., p. 44.
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tells the priest: ‘In the depths of that hive, dssed the threshold between life and death, and do
you know what | found... the queen we had come fo.kihy angel of mercy. She turned me
into something that had never existed in this world human vampire.” During his speech, we
witness a flashback sequence depicting how theoticafpueen vampire slices her arm to allow
her blood to trickle into the mouth of the helpldsalf-dead Priest. The human vampire makes
a final proposal to his former Priest colleagueirijme, accept the blood of the queen, and
together we can return to the cities, as broth&main, The queen vampire’s monstrous
femininity and outright abjection is representesbtigh her unholy blood, and who has further
transgressed in passing her female blood into ttaqusly sanctified male Priest,
transforming him into a figure of unrelenting eer symbolic ‘birth’ of the human vampire
signifies a maternal challenge to the patriarchlhg order (represented by ‘The Church’)
whereby her transgression is represented as @ainsa both nature and God.

Fig. 4.14 Lair of the vampire queen: the defiteist lies prostrate and helpless on a symbdikc,a
as the queen vampire allows her unholy bloogiibisto his mouth.

The human vampire, a former Priest and closeceste of our religious superhero
protagonist, undoubtedly represents his own ‘shasimeetre’, a demonic double who harbours
all the latent venal cruelty and avaricious defigd the Priest has supressed through his devout
monastic discipline. Just as with Robert Neville &is ‘vampire’ nemesis in Matheson’am
legend- together with its corresponding film version€hkristopher Sharrett points to René
Girard’s notion that ‘all interchange, all languag# systems of belief spring from the imitative
desire to possess what the Other has, to becomeldedo the Other, to destroy the other as
mimetic desire inevitably degenerates into rivaing violence?*° In Priest the ‘desire to

possess what the Other has’ operates in a twoboltegt; initially, the human vampire abducts

240 Sharrett, p. 257.
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the Priest’s daughter (the progeny of an illiciatinship while in the ‘priesthood’ — in which
his daughter’s abduction can be viewed as a pumshior the Priest’s ‘sin’), in turn, the Priest
relentlessly pursues his symbolic Other in ordeefmssess what he has taken from him — that

which his double invidiously covets.

In ConstantingPriest andSeason of the Witcpatriarchal authority, in each case represented
by the Catholic Church, is threatened by a powenful monstrous female figure. In
Constantinethis figure is represented by Gabriel, as wethesdemonically possessed Angela.
In Priest it is the vampire queen who is ultimately behiinel resurgence of evil that threatens
human extinction and iBeason of the Witckhe Black Witch, among other things, attempts to
replace the symbolic law of the Church with an etding law of evil. These demonic females
endeavour to usurp male power through apocalygtstrdction of the ruling patriarchal order;
and this, inConstantineincludes the celestial authority of God. Of ceyiis each instance, the
nihilistic desires of the monstrous female are owere and patriarchal law is emphatically
reinstated. Barbara Creed identifies this aspettiefthe monstrous-feminine’ as ‘an attempt to
shore up the symbolic order by constructing theiffiéme as an imaginary other that must be
repressed and controlled in order to secure anggirthe social order. Thus, the horror film

stages and restages a constant repudiation ofatermal figure 24

In Legion the (literal) maternal figure presents us withaiingether different mode of
matriarchal opposition to the dominant social (aakbstial) order in the unassuming figure of
Charlie and her symbolic representation of the woasmother; or, a Barbara Creed would
term it, ‘the archaic mother’. This is to say tkdtarlie effectively represents ‘the image of the
mother in her generative function — the mothehasorigin of all life’42 This is very much in
accordance with a film largely indebted to the t3gaf The Terminatofilms and the
prominence given to the consummate maternal figiarah Connor. Interestingly, Hriest,
the queen vampire represents the same, albeit maosstepresentation of the archaic mother,
spawning an entire ‘hive’ of vampire progeny, andng symbolic birth to the human vampire.
In Legion Charlie, in the process of giving birth to theiear of humanity, represents a direct
matriarchal challenge to the patriarchal law of Ganatl is a metaphor for the hope and rebirth
of humanity in the face of heaven-sent destructwmnapocalypse sanctioned by God'’s ultimate
and most supreme expression of patriarchal rule.fatt that this maternal challenge succeeds

and the celestial forces of destruction are ultetyahbated (albeit on God’s own terms) might

241 Barbara Creed, ‘Horror and the Monstrous FeminiimeThe Dread of Difference: Gender and the Horror
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seem contrary to traditional configurations of thaternal within a masculinist symbolic order,
particularly in the context of horror cinema. Howevas Barbara Creed argues, ‘the concept of
the parthenogenic, archaic mother adds anothenmdiime to the maternal figure and presents
us with a new way of understanding how patriaratheblogy [usually] works to deny the

“difference” of woman in her cinematic represermatf+3

Within the religious discourse of these filtss imperative that the religious superhero
defeats the supernatural monstrous female witheuaid of superpowers. Here, the
conventional superhero, bestowed with supernapmakrs, is resoundingly imbedded within a
secular framework; even more so in that it is ofialy through the conventional superhero that
the redemption of humankind can be fulfilled thrbudleir selfless and sacrificial endeavours.
This not only makes the conventional superheroaaaciteristic metaphor for Christ-like
salvation, but also, in essence, a redemptive cepiant for Christ, and, ultimately, a secular
substitute for God. Moreover, what is interestibgut these films is the generic and dualistic
intersection between the superheroic male protaganid the monstrous woman, in which
female figures of abjection; a demonstrative ethéd; essentially represent a social regression
from Robin Wood’s assumption of a progressive disse within contemporary modes of
horror. Wood stated that, far from validating tleeminant social order, the monster instead
acted as a subversive intercessor that challemgetegitimacy of capitalist, patriarchal rule’,
and, in doing so, had become ‘an emblem of the aydien bourgeois civilization itself... thus
dissolving further the Self/Other dichotonf* Within the context of the religious superhero,
although this idea works up to a point within thékes, this previously progressive approach
is effectively sublimated by the figure of the ‘nstrous-feminine’ Other, who is effectively
disavowed within the context of an expressly religi discourse. At the same time, the male
religious superhero is valorised through the evardestruction of this figure; an obliteration
of the subversive female challenge to the religipasiarchal rule which, in itself, becomes part
of the process towards the regaining of the religisuperhero’s faith. This, in all,
communicates an overturning of the properties dicadisation previously incumbent in the
shape of the monstrous Other, and signals thetaggmsent of the Other as a means to reassert
the dominant patriarchal order; something whicpasitively magnified in the destruction of
nihilistic, monstrous femininity. Lianne McLartyades that, ‘contemporary horror seems
doubly dependent on images of the feminine fopatstmodern paranoia: it simultaneously

associates the monstrous with the feminine and aomuates postmodern victimization
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through images of feminizatioA* As reflected in these films, this seems bound and
encapsulated within an overall dichotomy that stiisjthe woman as both victim and monster,

where McLarty adds that,

the figure of the female victim/monster indicates that Otherness has disappeared in postmodern
horror as ‘one’s own body [is] rendered alidnt that ‘traditional concepts of ‘Otherness’ have
emerged in a ‘new form’. When the monster ig #he victim, the figurability of the feminine
becomes doubly important. It seems that to evie&deminine is the most economical means of
demonstrating postmodern paranoia toward balsdicial world and its horrific effects on us.slt i
however, precisely this feminine Other that sipibstmodern horror’s critical edg#.

At the same time, the male religious superiex@lorised through the eventual destruction
of this figure; an obliteration of the subversieenfale challenge to the religious patriarchal rule
which, in itself, becomes an aperture towards tlemtial regaining of the religious superhero’s
faith. This, in all, communicates an overturninglod properties of radicalisation previously
incumbent in the seditious shape of the monstrabherOTogether with the reinstatement of the
Other as a means to reassert the dominant patlavadter; something which is magnified in
the specific destruction of monstrous femininityai religious context, Bernard Brandon Scott
argues that biblical mythologies have been ‘instatal in supporting women’s subordination’.
Scott maintains that cinema, inspired by these olgthes, has both perpetuated the myth of
‘female embeddedness’ as well as critiqued it, thatl ‘biblical texts have done the sam¥’.
Christopher Sharrett identifies much of this agrmagom of contemporary American
neoconservative culture, and sees it as ‘evidehceptal’s further colonization of the

consciousnes$* Sharrett argues that,

the sexual politics of postmodern genre cinemabeaunderstood fully only when one focuses

on the larger project of the restoration of @taer, itself a component of neoconservative paliti

economy. The relegitimation that this economgtartakes necessarily reinstitutes gender, class,

and racial polarization and subjugation whilewaing and even advancing discourses that reveal

the bankruptcy of such manifestations of caisitabciety?*°

Of course, expressions of institutionalisedgielis dogma is another component of American
neoconservative political culture, and, speakintgims of contemporary cinematic portrayals
of Catholicism, these films are perhaps not sulimgitanything new. Following a historical
trajectory of Protestant anti-Catholic rhetoricd aand several hundred years of anti-papist
imagery’2°°in some way analogous to Sharrett’s evils of tlewtonservative political

economy’, Philip Jenkins observes that, ‘somewiretbe 1980s, Hollywood decided that
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senior Catholic clerics made reliable stock viltaias predictably evil as corporate executives
or drug kingpins 2! Importantly, within all these films, the (monste)woman as Other seems
to operate in correlation with the catholic Chuashboth a dissolute and dissident Other. In
much the same way as the monstrous woman is digal/twreinstate the patriarchal order,
Catholicism as Other functions to validate theuraltidea of a non-institutionalised and non-
hierarchal ‘civil religion’; foreshadowing the desil absence of a ‘corrupted’ and non-
American Catholic Church. This is steeped in idmas representations of the New World, with
its associated concepts of religious freedom, agdne religious rigidity and repressiveness
that came to be related with Catholicism as reprtasiee of the Old World. The concept of an
American ‘civil religion’ is also relevant here, tss is the established idea in which American
national identity is articulated and defined beyoneé singular religious belief or
denomination, towards a collective and ritualiséehi of American nationhood, albeit a
nationhood defined prevailingly through Christiascttine. This may well be regarded as the
antithesis of Catholic belief, through which Catbisim is further articulated as an exotic or
European Other. Maria Verena Siebert, discussiagptipular US television seridsyst (ABC,
2004-2010), conceptualises an idea of Americam i@igion whereby ‘a hegemonic American
national identity and a dominant religion are bdaly and where it ‘appears as a universal form
of faith, a faith that is much wider and less dogoidoan, for instance, Catholicism, which is
depicted as “other” and not “typically” Americantime series?®? Siebert maintains that, within
the overall context of the series, and read inwlayg, Lostcan be understood as a conservative
reaction to the crisis of 9/11 that helps codecalse national catastrophe in terms of a quasi-
religious test for the chosen American peopté This imbedded protestant notion of American
divine providence is yet another culturally defopiattribute that rails obdurately against
counterpart codes of Catholicism.

The monstrous woman and the Catholic Church aggponding Others, converge again
within the Madonna-whore dichotomy, except, thisdiin an inherently apocalyptic context.
This goes back to the very antecedents of apocahyikin the New Testament, and the
enigmatic entity referred to as The Whore of Bahylwer full title given as, ‘Mystery, Babylon
the Great, The Mother of all Harlots and Abominas@f the Earth’ (Revelation 17:5). A
mysterious and maleficent figure, her advent withim Book of Revelation appears to usher in

the impending end of the world. Hence, monstrousri@ity appears to be at the very crux of
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Christian concepts of apocalypse, in which thesematic expressions of monstrous women,
which often incorporates the woman as symbolic ‘®h@seem to hold a cabalistic dimension
that feeds directly into archaic fears of abjedtdection. More intrinsically, Philip Jenkins
points out that, ‘at least through the nineteemtiitary, many Protestants accepted that the
Roman church was the monstrous creature prophested Book of Revelation, Babylon the
Great, the “mother of harlots” clothed in purplelatarlet, who held in her hand “a golden cup
full of abominations.” The Pope, evidently, was #ichrist.”>>* This anti-Catholic outlook
been taken on as an established extension of peemidlist endtime rhetoric, but also,
interestingly, sets up an inexorable Protestanimase—Catholic/feminine dichotomy that
aligns monstrous femininity and iniquitous Cathisiic as an adjoining, dissolute Other which
are both seen as inextricably linked to apocalypticent. At the same time, paradoxically, the
Catholic Church stands for the symbolic patriararder that is challenged by subversive
femininity. In terms of the idea of the CatholiciZbh as the metaphorical ‘Mother of Harlots’
in the Book of Revelation, and in reference to ginagorial tenets of premillennialism, Jenkins
maintains that, ‘though now rarely heard in resalelet discourse, these ideas have never
entirely vanished, and they survive today. Isolgiexpagandists continue to circulate anti-
papal and anti-Catholic mythologies, presentingQhearch as the hidden hand behind the
world’s governments and financial systerf’S.Perhaps driven by the same echoes of
Dispensationalist dogma, it would appear that sofrikese ‘anti-Catholic mythologies’ are
still firmly perpetuated within Hollywood’s conteragary and religiously infused visions of
apocalypse, and this must say something about Aaredultural self-perceptions of both a
Protestant and pseudo-secular religious identibere even the Devil, who effectively saves

the day inConstantingis deemed a preferable antihero to the Cathdiiarch.
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Conclusion

‘When death becomes the center, then religion Isggirites Harold Bloom in his booKhe
American Religion: The Emergence of the Post-Clandilation For Bloom, deep-seated
interest in religion is cultivated primarily throlughe fear of death, and what more profound
expression of death is there than the conceptadappse; connoting the earthly demise of the
human race and/or the ultimate destruction of taegi. Although Bloom’s assertion of
America’s ‘religiously mad culturé®® may be overstating it somewhat, Bloom succinctly
identifies the way in which religion ‘institutionaés strategies that individuals use to obscure
the reality of death and provides a context for Anrexistence and meanirfg”
Correspondingly, Travis Sutton and Harry M. Benslaofue that the terrorist attacks of
September 11, 2001, ‘forcefully brought Bloom’s figuration about death and religion into
the American consciousness’, and moreover propaltidd, according to Bloom’s theory, the
9/11 attacks would cultivate an enduring ‘needrébigion’ upon the traumatised populacé.

At the same time, the attack on the Twin Towers wiaely perceived as a religiously
motivated act executed and orchestrated by Islaxtremists, thereby revealing ‘religion’s
capacity for cruelty and violenc&? Sutton and Benshoff aver that ‘these ideas inteda
potential tension in the aftermath of SeptembempEbple became attracted to religion as they
recognized their mortality, while, at the same tiimey feared religion and its potential for
destructior®® This type of ambivalence might in fact addressesofithe more equivocal
issues surrounding aspects of institutionaliseidiogl that have featured in many of the
apocalypse films discussed. The figure of Consterdind the eponymous heroRofest as

well as Behman iseason of the Witclperate ostensibly as instruments of God in tingiut

to eradicate evil from the earth; that is, desghigeobstacles of either impotent or oppressive
religious institutions. IMhe Book of EJihuman civilization has been destroyed by a religi
war resulting in a post-apocalyptic backlash whereally all physical reference to religious
doctrine has been purposely extinguished. Howewdrof the ashes of religious apocalypse,
Eli brings the hope of spiritual salvation througlke perpetuation of the Bible, as the living and

literal embodiment of the word of God.
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Together with films liké Am LegendandKnowing these narratives provide examples of a
religious reconfiguration of a previously and pgidusly secular cycle of apocalyptic science
fiction and horror. Previously, in the 1970s and 8dld War era, apocalypse films
prevailingly demonstrated what Daniel Wojcik callaredemptive apocalypticisi! —
characterised by the nihilistic view that worldlgstruction was all but imminent, and would be
invariably instigated by nuclear war or some oilleronceived technologies — or, failing that,
some man-made ecological disaster or biologicaadvienture could also appear plausible.
Either way, there is no redemptive schema for andiplan or superhuman agency that can
intervene and save humanity from itself. The entistory would be solely determined by
humankind’s hopeless propensity for self-destructis the 1990s progressed and the
millennium approached, it is no real surprise thalywood jumped on board with their own
interpretations of millennial doom, this time emd@ming ideas of a more eschatological nature
in tandem with Dispensationalist doctrine. AlthowdWways having had an enduring
preoccupation or fascination with the end of theldyaand regardless of the fact that
contemporary Hollywood and American religion hanaglitionally been on opposing sides of
the Culture War, this is the point at which apopétyscience fiction and Evangelical
Christianity appear to converge. Here, films likeelve Monkey®evil's AdvocateandEnd of
Daystapped into premillennialist ideas of biblical phecies and diabolic conspiracies, themes
which seemed particularly pertinent amidst the-sefiing popularity ot eft Behind as
premillennialist notions of the endtime gained @asing traction towards the year 2000.
Despite all the apocalyptic hype, however, th& @&intury announced itself rather uneventfully,
and one could only assume Hollywood’s dalliancénwaligious themed apocalypse would

have surely withered had it not been for one fawdie the following year.

What appears to be evident is that the catdsit@vents of the f1September, 2001,
occurred precisely at a time that would assurg#rpetuation (or a prolonging) of the
millennialist myth of biblical apocalypse. In selargy for a method to both address and begin
to heal the collective cultural trauma that was ileits wake, Dispensationalist discourse not
only pointed to the disaster as a prophesisedditimee endtime, but seemed, for a period, to be
culturally confluent in articulating a shared semeological requirement for eschatological
understanding. Hence, the films with religious aggtic themes that followed, in part,
appeared to fulfil a cultural desire for a spirlttranslation to the unrelenting trauma at hand —

in order to both sooth and make sense of the umfadble scope of apocalyptic destruction. In

261 Daniel Wojcik,The End of the World as we Know it: Faith, Fataligmd Apocalypse in Ameri¢hlew York: New
York University Press, 1997), p. 211.
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her book,Trauma Culture E. Ann Kaplan denotes that ‘nations, like indivads, sustain
trauma, mourn and recover. And like individualgytisurvive by making sense of what has
befallen them, by constructing a narrative of lasd redemption?®2 As Kaplan identifies, an
integral aspect of this narrative construction @ns the idea of ‘family trauma’, where part of
the narrative articulation of this ‘loss’ residesa stark sense of familial loss and fragmentation.
‘According to the media formula’, says Susan Faltide 9/11 “left behind” were all women —
preferably women left alone with babes in aridsS. News & World Reportiacantation of the
attack’s victims was typical of how the press nawd its focus: “wives without husbands,
mothers without sons, and children without paréi@arviving husbands and fathers had
mysteriously dropped from viewt®® Conversely, this was far from the case in Hollyd/so
religious apocalypse, where, perhaps in an eftorédlress the balance of the 9/11 ‘media
formula’, a recurring theme concerning the untinsiath of the protagonist’s wife showed
husbands and fathers were the ones who were ggifiédt behind’. In any case, this
represented an inescapable projection of the aarigin of cultural trauma articulated through
unabated narratives of familial loss and mournifigs extends tb am Legend2007), where,
despite the eradication of human civilization, specific trauma of Robert Neville’s familial
loss is clearly palpable (as opposed to the NewfilEhe2mega Map as it is too for Dr. Ellie
Arroway inContact(1997) with the loss of her parents. At the saime tthis familial trauma
provides an important narrative agency wherebythé&gonist eventually regains their lost
faith, often via physical or symbolic sacrificeygbigh which individual spiritual redemption is

intrinsically tied to humanity’s ultimate salvation

In terms of the post-millennial lineage of réigs apocalypse in film and fiction, Kirsten
Moana Thompson refers to the return of the demoyste of films that lead up to the turn of
the millennium, and the dynamics of gender thatdoounded ‘female characters whose bodies
are central to theological prophe&y'Thompson notes that ‘whether through pregnancy,
motherhood, or masochistic suffering, these wonestore the faith of male characters, in order
to save the world for Christianity®® This, she says, became part of a larger contegtente
family was placed at the centre of apocalypticrsmefiction/horror, where social anxieties
became ‘figured through narratives in which theifgnvas under attack, whether from
monsters, aliens, or diabolic childreéfi® Thompson avers that as thé"2@ntury ticked into

262 E, Ann Kaplan;Trauma Culture: The Politics of Terror and LossMdia and LiteraturgNew Brunswick, NJ:
Rutgers University Press, 2005), p. 136.

263 Susan FaludiThe Terror Dream: What 9/11 Revealed About Ameflicmdon: Atlantic Books, 2008), p.90

264 Kirsten Moana Thompsoipocalyptic Dread: American Film at the Turn of tdlennium (Albany: State
University of New York Press, 2007), p. 16.
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the year 2000, ‘the new millennium was greetedoesly with theological fervour, social
apprehension, or bored indifferend®’ and despite the transition into the new centussiva
guite innocuously, since 9/11, ‘dread and fear hagained prominence in the public sphere
and become politically instrumental tools for a siasic Bush administratior®
Correspondingly, Susan Faludi talks about ‘theatggiimpulses’ and the polarisation of gender
that surfaced after 9/11 — ‘the denigration of td@avomen, the magnification of manly men,
the heightened call for domesticity, the searchafut sanctification of helpless girls’, which,
she says, ‘might seem random expressions of solweallderangement. But taken together,
they form a coherent and inexorable whole, the dative elements of a national fantasy in
which we are deeply invested’; part of an ‘elabelgatonstructed myth of invincibility?®® Part
of this ‘national fantasy’, which heralds from tb@me socio-political quarters, and which is
just as ‘elaborately constructed’ is also the noftbiblical apocalypse, which, put together,
sets a curious paradoxical duality of both socibtipal defiance and eschatological

resignation.

Stuart Croft remarks that ‘much has been writtkaut the influence of neoconservatism on
the administration of George W. Bush; perhaps ashnifnot more needs to be written on the
influence of Evangelical Christianity itsef’® Croft, here, alludes to the fact that Bush’s
cabinets were filled with self-proclaimed Evangali€hristians, including the president
himself?’* This brings into prime focus the way in which 9440 instituted politically
ideological processes that directly corresponddtidcAmerican Religious Right and aspects of
evangelical doctrine, particularly in framing Aneis response to the atrocity in the eminently
divisive terms of good against evil. As Stuart €e{claims, the crisis of 9/11 was ‘narrated to
advance primarily neoconservative, but also premiilal sets of ideas over others, given that
both had achieved a position of discursive proniedn America’s political and popular
cultural debates in 200%72 Sutton and Benshoff concur in so far that Buslpstdhe
burgeoning conflict as ‘a holy war between goodi§tlans and evil Muslims’ which invariably
created paradigms of us and them; ‘the projectiandOther who lies in wait to destroy the
one true church, the one true god, and the onaéfiggous ideology?”® In an eschatological
sense, and in terms of the (literal) demonizatibthe Other, Bernard Brandon Scott argues
that apocalyptic themes in both the Bible and fitersd to have a sociologically negative effect
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in their propensity to separate humanity into thesen and the rejected. This corrosive
dualism, he says, ‘is an option we no longer céor@f whereby we must ‘see beyond the
demonization of the Other to a recognition of lagethe solution to chaos, which is
acknowledged by both biblical apocalyptic and filwith apocalyptic theme$*

In a major sense, the proliferation of horrémé about ‘zombies, killer viruses, and urban
apocalypses since 2001’ (all of which featuré Am Legenyican be ‘read as metaphorical
commentaries on the political climate in the UniStdtes following 9/11%7° Given the added
religious rhetoric of the Bush administration testiolatile socio-political backdrop, we can
identify and include the demonic apocalyptic howbthe 2% century in films like
ConstantingPriest andSeason of the Witckach can be viewed as examples that isolate this
idea of the evil Other and their pernicious quedddstroy ‘the one true religion’ which, if it
were ever to fall, would amount to the destructtbhuman civilization altogether (as is
perhaps the underlying post-apocalyptic princiaibdThe Book of EJi Apocalyptic horror
has often been recognised as an allegorical resgorsirrounding political anxieties,
particularly during the Cold War era. However, asita Frost points out, ‘given horror film’s
history of engaging — however perversely — contemyosources of fear, anxiety, and political
strife, it is not surprising to see this genre oggpng to 9/11’, whereby ‘critics have paid
increasing attention to horror films [apocalypticatherwise] responding to national traurf®.’

‘Particular interpretations of religion createalirsive contexts in the United States that are
different to those in other parts of the wordé’ jn which Stuart Croft states that ‘the impact of
9/11 was read in that very different context; tnagery of memorialization was heavily
religious; and pre-existing faith understandingsated policy expectations’ from the existing
Bush administratiod’® As with many of the films discussddAm Legendin particular,
precisely reflects this socio-political homily, @a$ilm on the right of the political spectrum’ in
its ‘return to an idealized, utopian past’ as itsmate solution, ‘its faith in church and military
as the foundations of social order and securityd ‘#s insistence on the absolute otherness of
the enemy?’° It is within this socio-political climate, alsddt apocalyptic science
fiction/horror appeared to traverse from women pigya crucial and transformative role in the

restoring of male religious faith, and the affirmatof Christianity within global human
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salvation. Instead, in the post-millennial cycleeigious apocalypse, as ‘The Religious
Superhero’ chapter divulged, women are often datewas an evil and monstrous Other as a
means towards the reinstatement of the dominanapatal order ConstantingPriest Season
of the Witch. Even inl Am Legendthe disappearance of the vampires from the nagrpbints
towards a reinstatement of the religious heteromepatriarchal norms that were associated
with the post-9/11 Bush era in which the film waad®. In traditional horror fiction, vampires
represent the embodiment of evil and the antithefsihristianity, opposed through Christian
symbols such as holy water and the crucifix. Thapiae myth represents an unholy inversion
of the Eucharist and the symbolic drinking of Ctisi§immortal) blood. As with the
representation of monstrous women, this undersc¢beesultural affiliation between
Christianity and (Gothic) horror, and the symbao&sonance of blood and bodily fluids,

especially in correlation to women and sexuality.

Just as the vampires’ lascivious penetratioth@ieck in drinking human blood is inexorably
linked to modes of deviant sexuality (including @sts of bisexuality), concomitant
representations of violent and bloody penetratioine body are likewise linked to forms of
transgressive and degenerate sexuality which aegiably (and forcefully) transposed onto the
subversive, sinful, or monstrous woman. Interes$gingith the extraction of the unholy
vampire from the text of Lawrencd'Am Legenga heteronormative construct is rather put in
place, and the infected remainder of the humancatagorically submits to a patriarchal
hierarchy within a heteronormative social structdias is evidenced through the hierarchical
order and command demonstrated in the infectedtele and his unrelenting pursuit to reclaim
his female mate from the clutches of Robert Nevillieen after humanity has been reduced to a
light-shunning hoard of ferocious zombies (the #aeekers’) their leader’'s consuming quest
to recapture his female mate nonetheless instindgeinforces the idea that traditional,
heterosexual, monogamous fidelity is still of prisgial importance to the new sub-human
order. Neither is there any suggestion that thecteid crave after the blood or the flesh of
surviving humans; likdhe@2mega Manthey simply seek to physically destroy Nevillet n
physically consume him. This fits into the film’amative of the leader, as well as representing
Neville’s symbolic infected double or ‘shadow-seH5 a direct male rival for ownership of the
victimised female captive, as well as for terridpower over the desolate city streets. The fact
that Neville hunts down members of the infectedlan’ for his experiments, like the mythical
bogeyman (that non-specific embodiment of terrdmpwteals away children while they sleep,

Is yet another strong motive for his desired depasé is ostensibly the reason behind his
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‘Legend’ of the original book. This integral aspeehind the shared title is something either
wholly missed or disregarded by the makers of ilhe find ultimately works to undermine
Matheson’s secular text and the overall seculaoraif the vampire myth. In eliding the ironic
inversion of Neville himself having become a plagygen human society (or, at least, what
human society has become), Lawrend¢ésn Legendgropagates a narrative platform for the
film’s eventual religious re-substantiation of tleat. Like Bloom, Daniel Wojcik identifies
Evangelical apocalyptic traditions as having aniobs appeal that addresses ‘fears of
collective death by offering the promise of saleatand the assurance that a divine plan
underlies history?° In terms of this ‘appeal of apocalypticisthAm Legendtands as a prime
example of the religious transfiguration of a sacalpocalypse film cycle. Consisting of
eschatologically transformative agencies rathem thase that solely warn of imminent self-
destruction, films such dsAm legendKnowing andThe Book of EJievidenced the extent to
which more poignant apocalyptic themes concerrdegs of spiritual redemption supplanted
the ‘unredemptive apocalypticism’ of the'2@entury, and which appeared to reach its zenith in

the focal five years between 2007 and 2012.

One could consider this time frame as demorstraf a sort of grace period after which the
catastrophe of 9/11 could begin to be articulabedugh film narratives. In the years leading up
to this point, Hollywood'’s reluctance to directlgidress the trauma was evidenced in the way
that images of the Twin Towers had invariably bedited out or digitally erased from films
that had been in production prior to the tragedyn3Raimi’'sSpider-Man(2002) had
notoriously depicted a villains’ helicopter trappada huge spider-web suspended between the
Twin Towers as a centrepiece to the film’s traiksfter the disaster, this scene was
unsurprisingly cut, and the iconic ending of tHmfivhere Spider-Man hangs on a flagpole
with a huge American flag atop a vast skyscraper adled as a patriotic response to the
attacks, and this, instead, became the overridivagie in later trailers for the film.
Nevertheless, films lik€oolander(Ben Stiller, 2001)Vanilla Sky(Cameron Crowe, 2001),
Serendipity(Peter Chelsom, 2001), aiMkn in Black lli(Barry Sonnenfeld, 2002), were noted
examples of the retouched Manhattan skyline wheeltured the jarring absence of the
towering landmark. Even scenes with buildings tkaembled the World Trade Center or
reminded of its destruction were cut from a hodilofs in the early part of the 2kentury.
Steven Jay Schneider sees this as a form of cLitapétulation where, instead, a stance of

American defiance would have been a more appreprésponse. To him, the absence of the

280 Daniel Wojcik,The End of the World As We Know It: Faith, Fatalisnd Apocalypse in Ameri¢dlew York: New
York University Press, 1997), p. 213.
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Twin Towers in these films is ‘open to interpretatias a lame and uninspired attempt at
repressing or denying some very recent, very paimétiory — a way of pretending that 9/11
never happened by removing all visual remindetthefattack’s hardest hit targét® In a way,
Schneider views Hollywood’s response to the disasdinishing the job that the 9/11
attackers had started — by erasing these iconibslnof American industrial and economic

might from recorded histor3??

After 2007, films began to confront the trauneadi-on, exemplified by the 2009 film,
Knowing which directly addresses 9/11 as a historicahewdthin its catalogue of prophesised
disasters. Pushing this further, not only doeditireinclude a major terrorist alert in New
York, but features a horrific subway crash in teatce of Manhattan, which also references
London’s 7/7 Underground terrorist attacks — traxsspg the disaster directly to the site of
America’s ‘ground zero’. The film also depicts th&rowing aftermath of a plane crash on the
outskirts of an American city. As has been wideynemented upon, while the imagery of 9/11
— crashing planes and collapsing buildings — weneimiscent of action movies or disaster
films, Laura Frost points out, ‘the mood in New X@nd in the nation became much more
psychological and internal, shifting to the morsidous and subtle dynamics of paranoia and
dread.?® ‘This new psychological landscape’, Frost sayss leas appropriate to action films
and more to horror films, which center on the drarhthe unknown and the unred?? These
metaphysical elements are correspondingly attum@ddphecies of biblical apocalypse, where
one could also describe the cryptic machinatiorth®Book of Revelation as certainly

‘unknown and unreal’.

These two elements of horror and religious ajyse conjoin within Francis Lawrence’s
Am Legend2007), where the post-apocalyptic portrayal afiaed New York City is equally
evocative of 9/11. WheredheQmega Marstayed faithful to Richard Matheson’s novel by
situating the story in Los Angeles, and an unspetifmerican city was the basis fbhe Last
Man on Earth Francis Lawrence’sAm Legendook us directly, and very purposely, to the site
of the national trauma. As we know, the cinematdition of destroying New York had been
established long before the events of 9/11; siheéhalf buried remains of the Statue of Liberty
in Planet of the Apef~ranklyn J. Schaffner, 1968) kicked off the apgpse film cycle of the

1970s and ingrained a cinematic fascination for &nity’'s seemingly boundless potential for
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self-destruction. Nevertheless, in supplanting Matm’s story to New York City,Am Legend
appears ‘very precise in its use of apocalypti@arimagery?8® where Steffen Hantke singles
out the flashback sequences, in particular, thiatioate in the US military blowing up bridges
leading out of the city. Here, ‘the spectacularlesions and the slow-motion collapse of
landmark structures’ resonate profoundly with tremmory of 9/11286 This inescapable
connection is further emphasised by Robert Nesgilfegdquent references to New York as the
site of ‘ground zero’, ‘a none-too-subtle remintieat the apocalyptic fantasy we are watching

feeds off post-9/11 anxietie€’

Once this is established as a theme, Hantkeifigsnother details as falling into place. The
suicidal element of the 9/11 attacks, for instabegomes played out in the way that the infected,
when attacking in a state of rage, use their baaeseapons without any seeming concern for
self-inflicted damage, to the point where ‘it is mlifficult to see in them the right-wing rhetoric
of the so-called War on Terror: subhuman enemmespgable of rational decision making,
flinging themselves at us in a grim and never-egdittempt at destructic® In this context,
together with the harrowing visual echoes of 911Am Legendindoubtedly provides an added
‘allegorical subtext that visualizes, dramatize®] aeologically justifies’ the Bush
administration’s unmitigated War on Terror and ¢léright destruction of those who might do
America harnt® More importantly, in tone with the surroundingifioll rhetoric of the film
Am Legendtands as a prime example of a film that demasaateomologous shift from an
expressly secular cycle of 2@entury apocalypse films to an explicitly religtoreformulation of
apocalyptic science fiction in the 2tentury. Here, the imbedded religious expositiwitkin the
film culminate to question the protagonist’'s unwawg faith in science, which is ultimately
responsible for humanity’s downfall, and, subsedjyehy the end of Lawrence’s film, science
has been effectively replaced with the redemptwegy of religious faith — as well as the

supernatural power of God.

This is not to say that, before the 1990s ardifiproach of the millennium, the preceding
decades of the 1970s and 1980s were not withowguttteunding cultural rhetoric of
Premillennialism and evangelical apocalypse. Orctherary, as outlined in the introduction,
the popularity ofThe Late Great Planet Eartthe book that ‘nearly single-handedly launched
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the commercial Christian publishing industry in theited States? demonstrated the
widespread interest in biblical interpretationgtafbal events, and provided palatable answers
to the contiguous cultural angst of the 1970s. lHadisey’s book was ‘a paranoid and pun-
filled tome that found its way onto the book sheleé more than fifteen million American®?
yet, the religious apocalypse, as popular as Dsgtenalist doctrine appeared to be, was not
mirrored in the films of the time — at least notle same way that the theme of religious
apocalypse would materialise at the dawn of théermium and reach its apex towards the end
of first decade of the 241Century. Hollywood’s apocalypse films of the 19%asuld invariably
reflect the socio-political strife of a discordama; the Cold War and the looming threat of
nuclear annihilation, spiralling crime, inner-cdgcay, energy crises, the Watergate scandal,
and the disastrous war in Vietnam — all signs efehdtime, according to Hal Lindsey.
Nonetheless, the apocalypse films that routinefyressed these anxieties were unremittingly
secular and, if anything, often incorporated aeligious themes, even when within the
explicitly biblical context of a film likeThe Omer(1976).

Just a he Late Great Planet Eartiad done in the 1970s, in the lead up to the nmillem,
the 1990s had its own reassertion of Premilleriigpensationalism with the best-selling
success and cultural fascinationLefit Behind Undoubtedly compounded by the impending
date of prophetic doom that was the year 2000, attBarrett Gross and Mel Gilles attest
that, crucially, what made the late 1990s and itisé fart of the 2% century different from the
70s - ‘or from any other period of upheaval in Aic&n history that has spawned apocalyptic
fever — was that the teens and twenty-somethingshald clutched copies dhe Late Great
Planet Earthin the 1970s now held the levers of power and aieth the extent where ‘the
delusional was no longer the margirfif This being so, this generational apogee would have
no doubt extended into segments of the film indualso, as well as, more significantly, into
seats of political office, as exemplified by theeowhelmingly evangelical Bush administration
— where, for the first time in American historyjéiology and theology held a monopoly of
power in Washingtor?®® Gross and Gilles’ assertion of a power generaifddal Lindsey
inspired apocalypticians would, in part, offer adile explanation as to the continued
fascination with Premillennialist literature repeated byLeft Behind- akin to the excitement
(and eventual disappointment) of a vast generatid®70sStar Warsfans in anticipation of

George Lucas’s first prequel to his epic space sa¢899.

2% Mathew Barrett Gross and Mel GilléRhe Last Myth: What the Rise of Apocalyptic ThigKiells Us About
AmericaNew York: Prometheus Books, 2012), p. 33.

291 pid., p. 32.

292 |pid., p. 33.

293 pid., p. 33.



176

In American cultural terms, Gross and Gilleereb the first part of the 21Century as ‘the
apocalyptic decade’; a time when a multitude of Aoans, finding themselves among
burgeoningly turbulent events (as in the 1970€)easingly turned to biblical prognostications
of the end as a means to understand or interpfathamable occurrences — ‘a prism that the
media reflected back on the populat¥This came to a head after the horrific and
incomprehensible events of 9/11, upon which thé&dpaxind murmur of the evangelical End of
Days that had perhaps began to dissipate someWwbatiading that humanity had entered the
new millennium without so much as a Y2K bug, nowad into a deafening cacophony of
apocalyptic providence from which would eventuaiganate Hollywood’s own eschatological
interventions. On top of this, the cultural pronnioe of neoconservatism after 9/11, as
exemplified by the Bush administration, meant that,only did affiliates of the Christian
Right effortlessly link the war on terror with th@wn geo-political objectives, but, within the
‘demonological perception’ of the terrorist thréapocalyptic myths that had been dormant re-

emerged?®®

This may well be the juncture at which Amerieane to be discussed in terms of a ‘post-
secular society’, and while the ascendancy of thesian Right has projected a socio-political
divisiveness at America’s cultural core, ‘it alsméirms America’s unrivalled religiosity*>°
The U.S. may technically constitute a secular regibut, as John Gray posits, ‘unlike nearly
every other long-established democracy, Americkslacsecular political traditiod®’ Gray
adds that, ‘though the separation of Church anté $a pillar of the constitution, this has not
prevented religion exercising enormous power afildence over American cultural and
political life.’?°8 In terms of American culture and society, whahp@s often misleads us is
that we tend to look at America through the insdagbrism of Hollywood. In this instance, we
know which side of the Culture War Hollywood tradgiitally stands, and, as well as being an
industry renowned for having a large Jewish comuyuatiits centre, along with its prevailingly
secular outlook, Hollywood is by no means the nagsurate gauge in ascertaining the attitudes
and beliefs of a fervently Christian nation. WhetissAmerica irreducibly apart from other
Western societies are the apocalyptic traditioas pnovide comprehensive cultural systems of
belief and understanding. These eschatologicalscotibelief, as the astounding popularity of
The Late Great Planet Earih the 70s andleft Behindn the 90s go a significant way to prove,

have, for a long time, been a key underlying deiteamt of modern American culture, and
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appear to be intrinsic in fulfilling a series ofportant religious functions and psychological
requirements. For many Americans, it perhaps sea@mkgcthatural that George W. Bush would
utilise the language of biblical apocalypse whescdbing what was perceived as a clear
conflict between the forces of good and evil (asthe Book of Revelation said it would be),
and this would presumably be the same 40% of therfan populace who professed to
believe that a sequence of events presaging théread was already underway’ (according to
a 2006 poll by théos Angeles Tim$®® along with the quarter of polled Americans who
believed that the events of 9/11 were predictetienBible3® Parallel to Hollywood’s secular
apocalypse, America’s religious apocalypse, thaugfmearly so tangible, was always there;
not merely a response to feverish millennial fervaua spiritual remedy to the trauma of 9/11,
but a cultural discourse that was already ingraindgtle cultural fabric. The contiguous
proximity of the fateful events of ¥1September, 2001 to American Premillennialists’ own
figurative ‘ground zero’ at the dawn of 2000, metat the Evangelical apocalypse was
primed for maximum cultural impact during Americégpocalyptic decade’, to the point where

even Hollywood could no longer ignore the signshef endtime.

29 Gross & Gilles, p. 34.
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