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memlfers are dressed conservatively and alike: all wear large framed glasses

and false moustaches as disguise; and all go under . COI?UT'COded monikers,
copied to similarly creepy effect by Quentln. Tarantino in Reservoir Dogs 20
years later (Shaw is ‘Mr Blue'; his accomplices Messrs. Green, Brown and
Grey). The original movie thus follows the more common convention of the
time of setting up relatively clear-cut distinctions between ‘evil’ and 'good’
(personified by Blue and Lt. Garber). By the time of the remake, it was more
usual to find distinctions blurred between ‘good’ people and ‘bad’ people and
adversaries were frequently portrayed as mirror images or similarly morally
ambiguous (You're just like me! says Ryder to Garber).
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What better way to depict a corrupt and ineffectual mayor than to show him in
bed with flu, being scolded by a nurse? (Macnab, Independent, 12 June 2009)

In 2009, the conflict takes place in the control room between Garber, his boss
and a professional hostage negotiator, but in the original movie, all the conflict
occurs within the gang and on board the train as Mr Blue fights to control dis-
sent and disharmony among his men. In 1974, the gang are portrayed as a
disparate band of thieves but by 2009 they reflect the zeitgeist by initially
appearing as terrorists and then being revealed as the new enemies of the
people; bankers and hedge fund operators (French, Observer, 2 August 2009).
Terror striking on an underground train retains some currency as a modern
urban nightmare. One only has to think of the incident on the "I'okyo.s?bwa)zf
in 1995 when the deadly virus SARIN was released on several hr?es kllungo(l)s
people, or the suicide bombings on the London underground in Ju Yh ”
which killed the four bombers and 52 others, t0 be reminded of the threa
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is maintained throughout Scott’s version and the obligatory high-speg
at the end of the film (a new addition since the 1974 version) do not
the remake from having a rather quaint, old-fashioned feel. Most surp
all is that Scott's film makes no reference to 9/11 itself:

d Chage
preVem
Tising of

Tony Scott's version of The Taking of Pelham 123 makes one very curious OMission
It doesn’t foreground at all the event that changed everything ~ the September 11'
2001 attacks on the World Trade Center. This gives the film's portrayal of Ney Yorlé
a time-warp feel. The hijackers and the cops alike both seem to be playing by old-
fashioned rules. We're not in the realm of suicide bombing or apocalyptic destryc-
tion. The robbers want a ransom, not necessarily to bring western democracy
tumbling down. (Macnab, Independent, 12 June 2009)

This omission is especially puzzling because, although much of the actiop takes
place beneath New York, The Taking of Pelham 123, like so many other films, is
in part a fable about the city itself. As the Independent film critic implies, the
character of the city mayor is an allegory for the state of the city itself. In the
original film, the mayor is a neurotic, bloated and sickly figure who can be read
semiotically as a symbol of the bureaucratic mess that New York was in, and
of the US's political vulnerabilities following the Vietnam War and Watergate
scandal. The original screenplay is rife with references to the instabilities trou-
bling New Yorkers (We don't want another Attica do we?, in reference to the most
serious prison riot in US history which occurred in 1971: There’s another strike
taking place; The city is broke). According to Macnab (2009), New York was a city
‘coming apart at the seams’, it had 'something apocalyptic about it': a sense of
urban unease later captured in extreme form in Escape From New York (1981]
in which the whole city becomes a maximum-security prison. In the remake of
The Taking of Pelham 123 the mayor (played by James Gandolfini of Sopran?s
fame) has become a slick, sardonic, financially savvy figure in control of hl.s
technologically sophisticated multi-media environment, and New York is sin”
larly clean-cut and efficient (even the train carriages are remarkably fre¢ .
graffiti). The final shots when the action moves above ground are unashamedly
sentimental and are perhaps the most telling - if still somewhat oblique - refere®™
to tl?e legacy of 9/11. Flying in a helicopter over the beautifully-lit Manhattag
s%cyllme at sunset, the official hostage negotiator remarks to Garber that
city’s beauty reminds him of what he's fighting to preserve.
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Summary
___-_-—-_ e
r the enduring appeal of crime and prigqp,

ted to account fo : :
atlt:rr:zf media criminology and to the wnfjer public. It'has offered
| possible explanations for their attraction to audlenc.:es, ranging frpm o
:S\;eer:l tg everyone’s innate desire to be deviant, to @ cathartic satisfaction in gee.
all number of generic themes dominate

ing offenders get their just deser’ts.I
It has been argued that a relatively sm . en
crime film Thi::;J chapter has chosen to focus on three: masculinity, autonomy
. ia some of the most popular sub-genres

and the city, all of which are examined Vv . . . .
including: the Western, the gangster movie, the plratg film, ‘the spy f_ranChlses,
the classic American cop movie, the private eye oOf film noir, and gritty British

cinematic realism. ' _
The ‘prison film’ has been included because of its sheer popularity and longevity
It has been noted that, while most academic scholars are content to analyse
crime films without going much beyond their entertainment value, there have
historically been greater demands of prison films to educate and influence the
public on matters of penal reform. It is generally recognized, however, that prison
films have on the whole not succeeded in this endeavour and have instead con-
of prisoners as a dangerous and

tinued to create and perpetuate stereotypes

violent underclass.

The documentary has arguably had more success in informing the viewing public
about the pains of imprisonment, although its claims to realism may be compro-
mised, as the discussion of Apted’s ‘Up’ films has demonstrated. Like other forms

of ethnography, the documentary cannot be separated from the beliefs, motives
and agenda of its originator; and, like all other media content, the documentary

This chapter has
films, both to scho

also has a mission to entertain.
The cinematic remake has much to tell us about changing socio-political cli-

mates and attitudes to crime and punishment over the decades. QOur discussion
of two versions of The Taking of Pelham 123, made three decédes apart, illus-
trates the ways in which audience’s perceptions of offenders crime fh ' lice
and other authorities, have evolved; the different entertainmer'mt im e'r t'e POt o
viewers bring with them; and the sentimental affection with whicf?N:v:,ve;Z . ?s

held, especially since 9/11.



