ints on the socio-economic scale, The ideg
try and select . ne the proposition that the class systen i, the

n amil . sstined ¢ TR ,
untry . orson’s life path is predestined llld.fl.)((,d. While
bedded that a P d mobility among the 14 pal‘thlpunts’ One

war - "
f up <tremes of the spectrum, i.e. the ingj.

t at the € ! S BOA
mented tl:liasses .nd the very poor, 'the accuracy of .
er

dictions for their own class trajectories is shocking i,
1C .

2009: 319). Although seen alm.ost.ex.ltxrcly! tl.umugh the
ts precision (B:ilr?}:l(;yr’)erhaps a very British take on individuals llfecourses,
lens of class an

lass a0 wich inspired the series, ‘Give me a child until he is seve
the JESu'lt n?axm(l) . the man’, has universal resonance and the programme hyg
and I ng'ill‘i,teat{)rs in many other countries, including the US, Russia, Soy,
Spawne 1

Africa and Japan.
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Documentary as ethnography

Documentaries resonate with the work of ethnographic researchers who
revisit the field, seek to create coherent narratives from an excess of material,
and who confront ethical dilemmas as they investigate the private lives of
subjects (Thorne, 2009). Like an ethnographer, documentary makers usually
end up with a surplus of material: in 42 Up Apted says that he uses about
1/30th of the footage gathered. While the documentary genre appears to offer
transparency and honesty, it is of course within the power of the director to
control, manipulate or exploit the medium. Like any sociological analysis, the
most interesting variable can be applied retrospectively to make sense of the
w'hole or to give the data a particular slant. Duneier (2009 cites the case of
}liﬁh(‘)}[?;;\:rvlglgrzx }lllp on a farm and had little‘ structured activity to occupy
rato; Says as Nicholzsse:i,‘en.year-o@ can ‘be primitive, even violent, the nar-

1scusses his enjoyment of fighting. For Duneier,

im the same as the East End working-class

and as an adult sayin
_ g he wa > . . 3
things (Dunejer, 2009). > always interested in technical and scientific
Apted acknow]ed . .
t tell the truth anﬁez ot:fi Sr?::f[;})lulatlve possibilities of a genre that purports
Tony (who at seven was at an Easta ;gznn.g the making of 27 Up he believed

a jockey) would soon be in pr; Primary schoo] being
. _ and dreamed of bel
areas for use in Jater films:Pnson, 50 he filmed hijr, around dangerous looking



onetheless some critics have found it diffj
il\:lterpretation of the series. Paul Willis lalc;?elrtltt: né?JSZ asvt\;?ly A
(Willis 2009: 349)., and he talks of the 'achingness I pick up inn;/alt'ttirs t,0 "y
jects [whiCh] continues to relate to the structured exercise of ow1 N ail e
of domination and the pains of subordination’ (ibid.). power, fhe costs

The prison documentary brings the exercise of power and pains of subordj
pation into particularly sharp relief. Given our earlier discussion of the faililrle;
of prison films to have any positive impact on prison reform, it seems a bold
assertion to say that the prison documentary may be one of the few types of
prison film that can claim to have made any difference at all to perceptions of
prisons and prisoners but, given Michael Apted's belief that 'empathy is at the
heart of most documentaries’ (2009: 360), there may be a case for the sugges-
tion. Of course, some prison documentaries are simply voyeuristic and pander
to stereotypes: America’s Most Deadly Prison Gangs and Louis Theroux: Behind
Bars [filmed at San Quentin prison in California) are two examples which
apparently set out to demonstrate that US jails really are like their Hollywood

depictions.

By contrast there ha
mentaries and series broadcast on British te
able to claim some influence; although, in t
Channel 4 documentary musical filmed ins
prison in Europe and co-produced by well-regarded film- :
Roger Graef, the notion of inmates expressing their thougf_lts and lives to reg-
gae, R&B and hip hop beats did not precipitate @ more enhg}:;cened azgtfl‘};}:‘;
prison arts. Despite the endorsement of Graef who 18 quoted as say g:

. x i - ach those parts
arts - especi i inks with their experience can re
pecially music that lin " (http://tinyurl.com yehnwxd), the

;hat no other form of rehabilitation do : ce Minister that arts in
rogramme pre- ann )

Prison were It);ebzn::it:t::ilircli. Embarrassed by a newg.,papef rgiort ;[(})lielclil;l att}:’«:
A a high-security prison were offered courses 1 stanc I;how i e
MiniSter's directive to prison governors that thfiy us parar
Mmight be perceived by the public and victims Was 1l arﬁew . dea, but We've
teacher rather differently: 'I wouldn't mind if }t was.

®en doing this programme for 10 years DOW: I'm trying

ve been several thoughtful and challenging prison docu-

levision which may genuinely be
he case of Feltham Sings (2002) a

ide the biggest young offenders’
maker and academic



oo = \]
other areas of criminal justice the ng? ge’islto decide’ (quoteq in the Indg
25 January 2009). In fact, the pubic at Jarge may not be ag .. Pondey,
Minister assumes: prison docul.fnentanes are g'enerally Commerciyy as:e
critical successes and it is unlikely .that all viewers are tuning j, . Wel] 5
gusted and outraged at how ctxshy.prlsons are. For ex.ample’ the firgs arte dis.
[TV series about the women:s P'TISOH_HOHOWG)), .VVthh focused op o of 4y
girl who self-harms, won the prime time slot Wl.th 4.2 million VieWerSenage
17.9 per cent share of the 9pm to 10pm audience (www.gya, dian or 5
media/2009/mar/ 18/tv-ratings-hollo.way). Mf)reover, several newspaper 'l;vo'u.
ics confessed that they tuned in with certain preconceptions largely 1q Crit.
their viewing of Bad Girls or Cell Block H, but watched instead wit, saed on
or distress.

The Executive Producer of Holloway, Paul Hamann, has made several o,
documentaries about criminal justice, including Fourteen Days in May (1987 er
film covering the last two weeks in the life of Edward Earl Johnson V\iha
became only the second man to be executed in Mississippi after the nationa?
hiatus in capital punishment was ended in 1977. Fourteen Days in May chayts
the build up to the execution: the preparations of the gas chamber, the medig
coverage and the legal challenges, led by the Human Rights lawyer Cliye
Stafford Smith. Commenting on the film, Jamie Bennett (2009) says that the
film is given ‘an unusual moral depth’ by virtue of the fact that it raises spe-
cific concerns about the validity of Johnson's conviction, including an alib;
witness who came forward who was refused access to the court. As the execy-
tion approached, Hamann became increasingly disturbed by events and
started not only to openly sympathize with Johnson, but also raise his con-
cerns with those in authority. The difficulties - and indeed, undesirability - of
impartiality on the part of the documentary film-maker are articulated by

Hamann in an interview with Bennett:

dDESS

| felt | was in a strange nightmare because it became clear off camera that the
prison psychiatrist, the warden, the death row staff, all felt he did not commit
the crime he was convicted of. At that moment | stopped being the objective
BBC journalist and started doing everything | could to stop the execution ... In
the end it didn’t work. The last week of making that film was really horribig, |
didn’t want to be making it, but morally we had to. Afterwards, myself and Clive
Stafford Smith ... made a follow up film called The Journey where we tracked
QOwn the man who everyone thought had really carried out the murder ... the
film did prove that Edward Earl Johnson should not have been executed: It was
a film made a year too late. (Bennett, 2009: 47)

In the same interview Hamann says that he was greatly influenced Y ﬂllz
work of Fred Wiseman, an American pioneer of documentary film 'makmiex
the tradition of cinéma vérité and by the British documentary film'nfiake_r Gde
Bloomstein, particularly his eight-part series Strangeways about lifé in
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P Manchester- As someone who has shoy ork i

. : r ;
I’HVl'irlflil'lologlcal departments, and is a r eClpient of 1 prisons and lecturegd
at Tile vision Arts .{BAF TA) awards, Bloomstein ha

subjects: i f their personalit; g
nd circumstances; a process he has called 'y Personalities, motives

(Bloomstein, 2008; cf. Bennett, 2006a).
PerhaPS- the rwat g 4 Of‘_jur.ldh’ affectipg of Bloomstein's subjects was Steve
who was interviewe twice; first for Lifer, a two-hour docum '

[TV in 1982 and, 21 years later for the follow-up, Lifer - Living With Murder,

which was brt?adf:ast on Channel 4. In the first film Steve is serving a life

sentence for‘ kicking a man to de'ath at the age of 17. Twelve years into his
sentence he is cocky, ath!etlc-lookmg, restless and resistant. Prone to respond-
ing violently to provocation, he describes how his anger has led him to trash
his cell and cause damage to the prison wing on several occasions. He speaks
contemptuously of the prison officers who restrain him physically and with
drugs. But 21 years later we see the effects that the 'liquid cosh’ has had on
steve. Bloated, dulled and his speech so slurred that the interview has to be
accompanied by subtitles, the effects of 32 years in custody are dramatically
conveyed. Now held in the secure wing of a psychiatric hospital and reduced
to a shell of his former self, there can be no more graphic or moving illustra-
tion of a life inside.

With a prolific back catalogue that includes The Sentence (1976), Release
(1976), Prisoners’ Wives (1977}, Parole {1979), Strangeways (1980), Lifer (1983),
Lifers (1984), Strangeways Revisited (2000}, Lifer: Living With Murder (2003) and
Kids Behind Bars (2005), Bloomstein has arguably done more than any other
single individual to reveal the experience of imprisonment and its effects on
inmates and their families. He has also influenced those who work within the
Prison Service, including its senior personnel. The most published author on
Bloomstein’s work, Jamie Bennett (see, for example, Bennett, AR, 120{0 f}f ’
2006b) is also a serving prison Governor, while former Dlrect'or Ger%era ‘oatiog
f rison Service, Martin Narey, has cited Strangeways as the primary inspir
or hj . . : 2002).

ThieS ::sgzizz io "On:1 thiserwce (Nil:[)}r;er the) powerful, reflective ar.u? raw
_ emains, however, W _ hers have the ability to
films created by Graef, Hamann, Bloomstein and other firmly believes that
challenge public attitudes to prisoners. Rex Bloomsfl:tti:ude)s: and he coun-
solcumentaries do have the ability to alFer entren;he e in public attitudes, if
*S against underestimating the potential for a chang

entary made for
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the complexity of criminal conduct is allowed to be developed in g

form (Bloomstein, 2010, personal correspondence). Conversely tﬁc
inherent in the documentary process may only be fe :
already share the narrative's perspective and have
with its subjects. While prison documentaries such as those deserip Pathjeq
unquestionably create a profoundly important media space fo, ;
ered and thoughtful reflection (Bennett, 2006), the audience ay iz Consiq,
view them - like any other media text - through the lens of their ore ev{taply
cultural resources, experiences and prejudices "SXisting

e
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The remake

—

There is nothing that divides film-goers more than
‘classic’. While there have been some notable cri
cesses (The Departed; The Thomas Crown Affair; Oce
been met with indifference, mirth or even outrage
Man; Psycho). The most successful remakes are probably those that stay
broadly true to their predecessor (perhaps with some oblique references to the
original for those in the know) yet which also add something new. If g story is
compelling, yet would benefit from a modern treatment or change of context,
so much the better. Some film buffs will always argue that remakes are infe-
rior, but that doesn't mean that the majority of current cinema goers won't
prefer them. In part, the attraction of a remake to modern audiences lies in the
quickened pace of action, the special effects and computer generated wizardry,
and the inclusion of familiar A-list stars. But what can remakes of classic crime
films tell us about changing social attitudes to crime over the decades?

At a fairly superficial level they may tell us that film-goers have a greater
appetite for violence (including sexual violence) and verbal profanity than
their forebears; and they certainly indicate more relaxed censorship laws than
in previous eras. The remake usually highlights that ours truly is a celebrity
culture and that sometimes movies become vehicles for high-profile stars even
if some critics question the appropriateness of a particular actor in a role
Equally, stars are now more able to move between quite diverse roles 2
heroes, anti-heroes or downright villains and are more willing to play psych”
paths, killers and characters who have few, if any, redeeming featurelss;
Hollywood movies fully exploit all the technological tools at the film-ma.ke;1 :
disposal, creating Spectacular, eye-popping, explosive action and underlmov‘
the fact that the film industry is a multj-billion dollar enterprise. But.can mci
ies help us chart deeper historical transitions; for example, changiné ®
fears and anxieties? Let ys consider one film, The Taking of Pelham s

a remake of g much-loyeg
tical and Commercia] gy,
an’s 11) other remakes haye
(The Italian Job; The Wicker
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and its remake, The Taking of Pelham 123 (2009) to see if it can

{ O,; this interesting proposition.®
1

- wq g,iWne Two Three and The Taking of Pelham 123
wing of Pelham 123 (directed by Tony Scott, 2009) stars John Travolta
der, @ soci()path and leader of a kidnap gang who take over a train on

a8 gjew Jork subway but also (somewhat implausibly) a former financier
mew-all sireet who was convicted of fraud and has come out of prison with
OnmiC'book prisoner characterizations: shaved head, poor complexion, a han-
gebar moustache and a lot of tattoos. His demands are succinct: he wants
410 million in 60 minutes or he’ll. start killing the hostages (18 passengers
and @ conductor) one-by-one. His adversary is Walter Garber (Denzel
Washington)i a train dispatcher who happens to be on duty at the time and
pecomes an unwitting hostage negotiator. As the film unfolds, we learn that
the quiet, modest and well-meaning Garber has a back-story which Ryder
learns of. He has been demoted while an investigation is conducted into
allegations that he took a bribe (which, later, he is forced to confess when
Ryder threatens to kill a young man onboard the train - his defence is that
it was to pay for his kids' college education). The focus of the film is the
relationship formed by Ryder and Garber, as they engage in a psychological
chess-game.

In the 1974 original (directed by Joseph Sargent), the villain's adversary
and 'avenger’ was not a train dispatcher but a policeman, Lieutenant Zachary
Garber, played by Walter Matthau (Zach Garber became Walter Garber in
the remake, in homage to Matthau). A npatural curmudgeon, Matthau's char-
acter is terse, cynical and 'hard-boiled’ in the classic tradition of cinematic
cops and private eyes who have seen it all before. The fact that modern cin-
Ie::va audiences bring to their viewing ambivalent, even .hostile, attitudes to
o a;énf(ci)‘rcers m1g}‘1t be partial explanation for the dec151’on to make (I‘;arbeli
Wash? Isz’itcher in the remake. In contrast o M:fltthau S char'ilcter, ensf
intendrégton s .G.arber is a much softer, more sensitive ch:flractef;.prtifstll‘n‘;aeiny
 legs | to ehC‘It sympathy, but universally panned by f1lr31 critics for g

nteresting than his predecessor. AS the Independent's movie reviewer,

G
“lirey Macnab, put it:

¢ him promising his
e evening and we
daughter's college
(Independent;

We

wifea;,e !UMi?ered with details about his private life: we hea

learn he I'pick up some milk before he gets home In t.h
OW he may have had his hand in the iill to pay for his

ees‘ Th . . *:
12June92(;(9)[;)&1(8 creaks under the weight of 118 sentimentality.



