and gardens, looking after men, yearnip, for
Western director Budd Boetticher puyt it Neatly
) when he suggested that a woman's jof, i
whatsoever'. (Parker, 20094)

and are found in homes, tow?ﬁ
men, being wounded by men. 1h€

| bvious irony
though without any © 1) W
'Eo react. 'In herself she has no significance

: term 'hegemonic masculinity’ - congy
_ who popularized the ; . : : rs,
- pontl;letl while tﬁeli is 'a bewildering variety of traits considered chyyy,
frg'uitgof women' (1987: 183), there is no superordinate version of femipjy;;
1 : .
e::ch s deemed more structurally powerful than others. All versigng of
w

' ' triarchal power of men.
ininity are subordinate to the pa ' : |
ferzigizighagard to pin down as a 'genre’ there is a particular type of crime fjjy,

which has emerged since the mid-1990s (but whose l%neage CEP be traced .right
back to films like the 1947 classic Brighton Rock), .whxch LombINes masculinity,
violence, class, race and nostalgia in a form that is 1mmed1ate'1y' recognizable ang
unmistakeably British. Tending to lack the gloss, the special effect’s "fmd (not
unrelatedly) the big budget of their HollYWOOd. counterparts, th‘? Chimes’ in
these crime films include heroin use (Trainspotting), football hooliganism (Tfe
Firm; The Football Factory), gangster violence (Lock, Stock and Two Smoking
Barrels; Sexy Beast] and crimes too complex to describe in a few words (Shallow
Grave). What they have in common is a dark humour, a grittiness, and a presup-
position that the audience will have - or at least recognize - shared popular
cultural experiences. Although the violence may be casual and brutal ('more
potent than sex and drugs put together’, as the four male leads in The Football
Factory put it) it is usually set against a backdrop and soundtrack designed to
elicit pangs of nostalgia in the audience. To take an example, This is England
(2006), is set in Margaret Thatcher's Britain of 1983, and is largely based on the
director Shane Meadows’ own experiences as a youngster. Facing the prospect
of a long and lonely summer break from school, 12-year-old Shaun (Thomas
Turgoose| runs into a group of amiable skinheads, one of whom - Woody - takes
Shaun under his wing and introduces him to the wonders of Ben Sherman shirts,

Doc Martin boots, Ska music, male friendship and girls. With skinhead uniform

and newly shaved head, Shaun enjoys the feeling of belonging that the group

provides; that is, until Combo comes out of prison and returns to the gang. Older

ating of Milky, the only black skinhead
ackdrop of the Falklands War in which

romantic,
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1 most of the British films mentioned, location is im
et emotions and motivations of the characters. For

. ness of growing up in a coastal town in th .

B e of the e o i e s e
e NO rth Sea Whe.re, in c.ilslllusmnment, he throws the Union Flag at ti nesfi o
he film. Both Trainspotting and Shallow Grave are set in Edinburgh bute 1en ;)f
flmed in Glasgow, Wlfere the rather austere Georgian architectugre lendargeﬂ{
flms a mordant quality per fectly suited to the graphic scenes that usnf old
Hollywood has also produced numerous films where the location is an im oo .
rant signifier of the dark motives of the characters. The 1990s saw the emergeicrc;
of postmodem fables offering a nightmare vision of middle America. Epitomised
by David Lynch's Blue Velvet (1986), these portrayals 'mingled cloyingly saccha-
glimpses’ of small-town America with 'horrific revelations about its
psychosexual underside’ (Leitch, 2002: 48). In some films the location becomes
almost a character in itself; for example the director of Trainspotting and Shallow
Grave was Danny Boyle, who went on to make Slumdog Millionaire (2008) where
the city of Mumbai is used to dazzling, if controversial effect (some politicians
and film-makers in India condemned it as ‘poverty pornography’).

The most famous city on film, however, must surely be New York which

to those who have never visited through its depiction
yrics). Once known as a city

portant in conveying the
Shaun in This is England,

riné

feels well known even
in the movies (and TV programmes and song 1
with a particularly bad record of violent crime, New York has been used as a

backdrop for countless crime films and its streets and subways, courtrooms
and police department (NYPD) are familiar to audiences around the world.
While Los Angeles and Chicago are also iconic settings (particularly for pri-
vate eye/film noir and mob films respectively) no other city comes close to
NYC for its number of instantly recognizable locations and landmarks. Films
that used the twin towers of the World Trade Center as a location now have
a particular poignancy - none more so than Man On W"ire (200’8) th.e Oscar-
winning documentary about Frenchman Philippe Petlt’s.df.n'mg. t1ghtro§e
walk (described variously as a real-life heist’ and ‘the artistic crime of the
century’| between the twin towers in August 1974. Since the very first gang-
ster 'talkie’ was produced in 1928, The Lights of New York, to contclempo;ary
films such as The Taking of Pelham 123 (2009 which 18 discussed below, New

York has lent vividness, thrill and menace to the movies.

n

The 'E_riion film'

y : me' might seem
The ; . . . 'Media & Crime migt
®Inclusion of the ‘prison film’in 2 book efter all, quite different entities. My

Con "
troversial. Crime and punishment are, a
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e twofold. First, the prison does not featy,
€

d second, prison films arguably my N
both among the cinema-going Publi:

holars (see, for example, Nellis and Hale, 1982; Ry,

N o004: Wilson and O'Sullivan, 2004; Mason, 2006). As Nellis (198, ¢
2000; Jam,S. th'CY type of crime film - the gangster movie, the police Proce.
gbszwrffévitoacx’ld the characteristically English murder:mystery - has claime q
s:Zh impressive credentials in its bid for genre status’. The author of severy

film genre, Paul Mason (2008}, concurs, commenting

blications on the prison : .
f;at inist people could probably name several films about prison and he specy,.
Jates that most lists would feature The Birdman of Alcatraz (1962), Cool Harg

Luke (1967), Papillon (1973), Midnight Express (1978, Brubaker {1980), McVicer
(1980), Scum (1983), The Green Mile (1999) and, indisputably The Shawshank
Redemption (1994) which, nearly two de.cades after 1is oF iginal release, S.tln tops
many viewers' polls of their favourite films of all time. Among academic treat-
ments of the genre, I am a Fugitive from a Chain Gang {1932) and The Big House
(1931) are commonly discussed and, although unlikely to have been seen by the
majority of this book's readers, many of the themes they deal with - the banal-
ity and repetitiveness of the prison regime, the limited movement afforded
prisoners, the brutality of the chain gang, and so on - are familiar to modemn
audiences.

However, many 'prison films' are not really about prison at all but could
actusjllly be set in any number of other environments. Like the mob or gangster
movie, the prison lends itself to being used allegorically; and like those genres
a staggering number of American prison films were made in the 1930s - the:
decade of the economic depression - in part because the prison offered film-
makers a metaphor for the disempowerment, injustice and isolation felt by the
frI::.::sso(i\iflis?)n,IZOOS; and see Chapter 1 of this volume for a discussign of

ety’). Incarceration has
tales about individual persever:rllsc(?e C‘:::(;n (iELY ?::;2 u.sed 8 & backdrop .f?r
mitable human spirit,

ssing prison films ar
this volume; and *
heir sheer popularity,

reasons for discu
much elsewhere in
included because of t
and with academic SC

. em
the case, prisoners are often portrayed as olg ption, but even when this is not

to beat (or at least survive) the system. *yle romantic her oes struggling
One of the reasons for the



his metaphor that other themes flow: ‘escape fro
the machine, the role of the machine in gt m the maci-li'ne, riot against
and entering the machine from the free worlg asg and r?hfﬂblhtating inmates,
Like 'crime films' more generally, there are a V: ne;{\r l.nmate’ (2003b: 291).
to be found in prison films - Nellis (1982) suggests rg Imited number of plots
for the audience there is a certain gratification to be }rln (()11’? than a dozen - and
and recognition of character traits and plot devices. I ri rom this awareness
_hain gangs, depictions of admissions into prison lpy':xgne:.otf 1rock breaking
forms consisting of broad black-and-white stripes éar bjlack ;rfoe prison lu,;:
packground, and scenes of solitary confinement are part and ;i;no? - :
people’s understanding of imprisonment and have become igonic s mnlzzis
associated with loss of liberty. Jewkes (2013) goes further, arguing tgat the
prison must be understood through a Dante-esque lens of darkness and light-
ness and Heaven and Hell, and that these metaphors - which underpin
pumerous cinematic portrayals - serve to justify and authorize the prison as
infernal hell-hole. Of course, prison films also lend themselves to the commer-
cially winning themes of sex and violence, with violent assaults, riots and
rapes far more common in cinematic jails than they are in most real-life pris-
ons. It also goes without saying that prison films are by and large about men.!

The prison film and the power to reform?

That the prison is frequently depicted as a brutal institution which punishes,
degrades and humiliates might be said to present opportunities for those con-
cerned with prison reform to initiate public debates about the futility and
inhumanity of incarceration. Howevef, Mason (2008} argues that a closer .re:ad-
ing of most prison films reveals not only a reluctance t? challenge the fax1st1ng
penal system, but also a voyeuristic obsession with lnterpersona.I violence.
Even when the audience is encouraged to empathize with the prisoner pro-
tagonist, this is achieved by representing the rest of the prisor} populatlon as
dehumanized monsters and animals: 'while the prison her<?/1‘n<.: is afforded
character, emotional development and agency, the rest of the jail is mere car?—
board cut-out and cliché. Consequently, prison is (.:onstr uctzd ﬁs ne:gls;s;a?;f:
keep such psychotic deviants caged and incapacitated and the P

(Mason, 2008).

An example that illustrat
is about prisoners, if not set i
‘prisoner-good-guy’, formerly a

s the 1997 film Con Air, which
d stars Nicholas Cage as the
d United States Army Ranger

es this point well i
n a prison, an
highly decorate
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tacking his pregnant vyir

ho was attack : : )
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. Maxj
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transporting S f ; A::)ugh the cons take over the alrcraft, killi:gl
a plane v predictably €
. n.
security priso

egas. Led b ,

nd diverting the p la.n © toWL;lj c\;agrmingly cf;i(;i)r?s The
the prison guards @ d by John Malkovich), bunch of serial ki O hay,
Virus' Grissom (PlaYeh o cancer’, this mc?tley un m t illers, drug
'killed more people and rapists do nothing to C,ha ehi B ere,otYPes Of the
smugglers, kidf_lapp ers~fllhuman /others’. Indeed, in per Slsltlmg 1n _PO_rtrayin
prison pop thoe afS 1rison life’ (CheatWOOd‘ 19985 a4, t. © mowf-z Idusty
'the vilest a?gi?;g egdorsing the view that penal reform is undesirap]e ang
might be sai
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e.

Afte,
who accide i
seven years 12

unachievable. o1 that cardboard cut-out and clichéd por.trayals.of Prisop.
It is arguable, then, 4 ultimately stupid thugs has a role in making Prison

- n . .
ers a? b'rutal; :vlvotfr:c:eptable to - or at least unquestioned by - the public; j,
popu ation g

Mathiesen (2001) argues just this. For I\{Iathiesc.zl?, e problez.n is
fact Thomas blic turn a blind eye to dramatically rising global Prison
not simply that fch(;.1 ptuth:3 icture they do receive of imprisonment is grossly
po.puk;xtxons,t"fclil’c Stoil oo Orgmentators have suggested that, given most of g
r‘::;lslriiirzs;ezven. see a prison at first hand (i.t is probably th": least, visible part
of the penal system), the prison film stands in for jche real thl.ng- (Flddl‘el:, 2007
and, in celebrating prison violence and encouraging voyeuristic participation
among the audience, the prison film even has echoes of the spectacle of public
executions described by Foucault (1977) in the ancien regime, with the film-
viewing audience replacing the crowd at the gallows (Sparks, 1992; Mason,
2003; Jarvis, 2004). Furthermore, films which are set in the future - Fortress
(1992), Face/Off (1997) and Minority Report (2002), among others - may be an
accurate barometer with which to gauge the direction in which punishment is
going. The prison of the (near) future is automated, dehumanized and secret,

and it is run by sadistic and corrupt wardens working for faceless global cor-

porations. Welcome to the dystopian world of "Technocorrections’ (Nellis,
2006: 226).

' : prison reform the
pretation (Nelljs, 1982). Further, any inhere

abo.ut the inappropriateness of certain ag
Soclety must compete with othe
as: ‘bottom-up Pressure fro
red-top headlines, demand

ir efforts may be open to misinter-
nt messages that movies may carry
pects of punishment in a civilized
I media portrayals which Mason characterizes
xsn ?n angry public, driven onwards by screaming

[for] more displays of repressive punishment:
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sentences, boot camps, Ag

.son . BOS ,

. 1.rable quantity of prison f; - {2006: .

c side? done anything to ch tlms Made o 1). This i wh
t.heam/) have. ° has become © allenge the instit::jr the last 100 d
‘lf _maklng more Sophisticated 10n g .
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# .. scenes 8 shock ang titillate
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g?? Jed, EVED crueller, more retribyy ' SO societ
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The documentary

—

Before closing this section on crime films and prison films and going on to
discuss the ‘remake’, it is worth considering a genre that has a more explicit
agenda in bringing to public attention the social contexts of crime and the
realities of the experience of imprisonment - the documentary. Usually made
for television rather than cinema release, there has been a long tradition of
post-war television documentaries, especially in the UK and Austrrfllia, which
aim to narrate social history from below. One of the most influential was the
classic documentary series that started with Seven Up! about a group of seven-

i :«ion in the UK in 1964.
ear- i i t on commercial television i t
The man bebind the : broade ted who also directed such block-

The man behind the series is Michael Ap thriller

busters as the Bond film, The World Is Not Enough ((i 1?:‘-;)aizdaﬂfl:lli)¥-upr,10né
. s €

Gorky Park (1983). Although not or iginally plann film the children aged 14

of the production team had the idea of rf?tl.ltrf:llgnz‘;’;;) participants every seven
ad the series is still going strong pevisiite f social class com-

[fars.” The Up! series is essentially

. ] _ i or
P]‘lsEd of in-depth, Open-ended lnterVICWS_ recC
Justifiably he regar ded as a precursor ‘to relfillt
“the very least, the first exampie gl

i t ar
from differed
The subjects numbered 14 1n all and they were




