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ABSTRACT 

The rise of the auteur theory is closely 

associated with Alfred Hitchcock’s legacy 

and notion of ‘pure cinema’, by which a 

story is expressed with mere visual means. 

This paper explores some of Hitchcock’s 

trends and patterns and trace them in Brain 

Helgeland’s ‘Payback’, while pointing out 

where the latter borrowed from the 

Hitchcock tradition and where he rebelled 

against it. 
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Introduction 

When I think of American films that have had an impact on 

me so far, heavy pictures such as Paul McGuigan’s Wicker Park 

(2004), Stephen Gaghan's Syriana (2005), Alejandro González 

Iñárritu’s Babel (2006), and Byron Howard's and Rich Moore's 

Zootopia (2016) immediately come to my mind. These films 

respectively touch on the issues of fairytales vs. reality, some 

of the root causes for conflicts in the Middle East, the question 

of people’s mobility in the twenty-first century, and the debate 

about ‘political correctness’. Whenever I am asked about my 

favorite movie, however, Brain Helgeland’s Payback (1999) 

immediately stands out in the crowd - without any competition. 

Unlike all the aforementioned films, Payback lacks the 

substantial intellectual and critical content they all have in 

common, which, for a long time, was a phenomenon I had been 

unable to fully comprehend until I actually started working on 

this small research paper, which is admittedly subjective in 

regards of pursuing answers about one’s true self. It was a 

short illustration by Evan Puschak on how Hitchcock blocks a 

scene (Puschak, 2016) that eventually triggered my interest in 

Auteur Cinema, and that in turns allowed me to finally understand 

some of the important reasons behind my personal obsessions with 

Payback. Helgeland’s film, in short, is perhaps the purest 

cinematic visual expression I have ever watched and that I can 
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think of; the kind of which that traps the audience in the 

cinematic atmosphere regardless of the moral of the story. 

This paper will shed light on Hitchcock’s concept of ‘pure 

cinema’ (Sehgal, 2003) and its echoes in the auteur theory, 

which was brought into life by the French New Wave (Chaudhuri, 

2013). Moreover, it will examine some of the techniques and 

characteristics of Hitchcock’s most important works, such as 

Rear Window (1954), Psycho (1960), and some of the Alfred 

Hitchcock Presents (1955-65) episodes, covering the auteur’s 

cinematography (Bays J. M., 2004), the German and Soviet 

influence in it (MacKenzie, 2000), his use of humor and plot 

devices, as well as his choice of characters. 

In addition, the paper will indicate all the previous 

elements in the analysis of Payback, as it investigates the 

film’s reference to the Hitchcock tradition and techniques. It 

will certainly take into consideration the unique touch of 

Payback’s creators, whether it is Director Brain Helgeland – or 

the legendary Mel Gibson, whose sole influence is evident in the 

making of the film (Brown, 2002). Despite embracing the 

Hitchcock school per se, they both distinguish their 

independence and sometimes rebellion in certain areas. 

Nevertheless, this paper will eventually argue that the 

relationship between them and Hitchcock is as essential as that 

between Hitchcock and German expressionism and Soviet montage. 
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Hitchcock’s Auteurism 

Alfred Hitchcock’s legacy is closely associated with the 

rise of the Auteur Theory, which places emphasis on directors 

as the primary authors, distinguishing their creative roles 

through the collective process of film making (Chaudhuri, 2013, 

S. 80). Prior to the recognition of Auteur Cinema, Hollywood’s 

discourse revolved around social realism, which argued that the 

best films were those of “quality” dealing with serious issues 

(Kapsis, 1989, S. 18); an approach that pushed Alfred Hitchcock 

to the margin. 

Both Hitchcock’s Rear Window, arguably the auteur’s first 

masterpiece (Wood, 1989, S. 100), as well as Vertigo, 

Hitchcock’s master piece to date (108), were not taken seriously 

when they were first released in 1954 and 1958 respectively. Up 

until 1960, the majority of American film critics did not view 

Hitchcock as a serious artist. (Kapsis, 1989, S. 15) However, 

with the emergence of the French New Wave (Chaudhuri, 2013, S. 

80), and the introduction of François Truffaut’s ‘la politique 

des auteurs’ in the mid-1950s, when Auteurism was first 

articulated on the pages of Cahiers du Cinéma (Macnab, 2001), 

film scholars and critics were persuaded to view Hitchcock as a 

real artist, transforming his reputation from that of “a popular 

entertainer to [one of a] distinguished auteur and film artist” 

(Kapsis, 1989, S. 15-16). The European critics’ efforts to 

recognize Hitchcock’s genius culminated with the publication of 
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Truffaut’s, Hitchcock (1967), a book that “established 

Hitchcock’s status as auteur, or movie 'author,' a director who 

exerted unprecedented creative control over each of his films” 

(ibid). 

Doctrine and Influence 

Alfred Hitchcock, who began his career with silent films 

throughout the 1920s (Urbanora, 2007), “is one of the few 

Hollywood directors to ruminate on the nature of the cinema 

(MacKenzie, ENGLISH HITCHCOCK. A Movie Book by Charles Barr, 

2000)” advocating what he described as “pure cinema” (Sehgal, 

2003). The content of the film’s story is as relevant to 

Hitchcock as the taste of some fruit in a painting to its maker. 

The art of pure cinema is not about the story but rather the 

technique by which you present it, which in turns “stimulates 

the emotion of the viewer” (Hitchcock, A Talk with Hitchcock, 

1964). “The film can be about anything you like,” Hitchcock 

argues “[so]long as I can make the audience react in a certain 

way to what I put on the screen” (Sehgal, 2003). 

The British Auteur’s tradition was clearly influenced by 

two European schools. The first was that of the German 1920s 

expressionists (MacKenzie, ENGLISH HITCHCOCK. A Movie Book by 

Charles Barr, 2000), who “rejected Western conventions” and 

challenged “Modernism’s formal and stylistic elements”, 

simultaneously distancing themselves from aestheticism and 

replacing it with incongruous and distorted patterns that attain 
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emotional effect (Darsa, 2013), a key element in Hitchcock’s 

thriller genre. During the “German times”, indeed, Hitchcock 

developed his notion of ‘pure cinema’. “The Germans in those 

times placed great emphasis on telling the story visually” said 

Hitchcock. “I've always believed that you can tell as much 

visually as you can with words. That's what I learned from the 

Germans” (Gottlieb, Early Hitchcock: The German Influence, 

1999). 

Hitchcock was also influenced by Soviet montage (MacKenzie, 

ENGLISH HITCHCOCK. A Movie Book by Charles Barr, 2000), in which 

the expression of an idea or point is heavily dependent on 

editing, cutting and combining footage (Barrance, 2014). 

Hitchcock argues that creating different ideas (as well as 

emotions) is subjected to changing the assembly of one’s film. 

“One cut of film is like a piece of mosaic,” he explains. “To 

me, pure film, pure cinema is pieces of film assembled. Any 

individual piece is nothing. But a combination of them creates 

an idea.” Hitchcock took montage very seriously. According to 

him, montage is the same as notes of music that cannot be put 

together indiscriminately. In a Hitchcock picture, “every piece 

of film that you put in the picture should have a purpose” 

(Hitchcock, Hitchcock on Style: An Interview with Alfred 

Hitchcock, 1963). 
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Hitchcock’s Techniques, Style and Characteristics 

Alfred Hitchcock famously deployed various terms and 

techniques which served as punctuations in the very making of 

his films; they emphatically cultivated a distinguishable style 

throughout his whole career with a set of characteristics, which 

can be traced in his works as well as the works of his imitators. 

Whilst the purpose of this paper is to trace Hitchcock’s 

influence in the American Auteur cinema, mainly in the making 

of Payback, some relevant Hitchcock trends, which earned him the 

title the ‘Master of Suspense’, ought to be briefly explained 

in the following paragraphs. 

Cinematography and Dialogue 

As already mentioned, plot and dialogue meant little to 

Alfred Hitchcock, and whose main interest was in the dramatic 

situation, which he preferred to articulate more pictorially not 

verbally (Teachout, 2009). He not only claimed that most of the 

films of his time were “photographs of people talking” 

(Hitchcock, A Talk with Hitchcock, 1964), but he also believed 

that people’s conversations were trivial as their eyes revealed 

their needs, emotions, thoughts and desires (Bays J. M., How to 

turn your boring movie into a Hitchcock thriller... , 2004). 

Hitchcock further argued that resorting to dialogue in cinema 

should be tolerated only when it is impossible to do otherwise. 

This all can clearly summarized in his following statement: 

“Dialogue should simply be a sound among sounds [it is] something 
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that comes out of the mouths of people whose eyes tell the story 

in visual terms” (Sciretta, 2008). 

In order for Hitchcock to “tell a story in a cinematic way, 

(Sciretta, 2008)”, blocking a scene1 has to be the heart of the 

story (Puschak, 2016). The camera itself takes on human 

qualities, allowing the audience to become more involved in the 

action. Its position and movement is conditioned to what the 

auteur wants his audience to feel and experience at a particular 

time (Bays J. M., How to turn your boring movie into a Hitchcock 

thriller... , 2004). Using proximity variations between close-

ups, which allow the audience to derive emotion from the actor’s 

eyes (Bays J. M., How to turn your boring movie into a Hitchcock 

thriller... , 2004), and wide shots, which make them feel the 

helplessness of the situation (Bays J. M., Hitch20 - Episode 2 

"Breakdown Broken Down", 2015), is how Hitchcock eventually 

controls the audience’s intensity and relaxation (Bays J. M., 

How to turn your boring movie into a Hitchcock thriller... , 

2004). 

“All art is experience,” said Hitchcock. “People look at 

an abstract and say ‘I hate it’”. Using the word ‘hate’, he 

argues, here means that they are somewhat going through an 

experience. (Hitchcock, A Talk with Hitchcock, 1964) The auteur 

creates his story when the provocation of a desired reaction, 

                     
1 As seen here as “working out the details of an actor's moves in relation 

to the camera”. (New York Film Academy) 
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be it fear, laughter, surprise, anger, or any other forms of 

emotion, is the ultimate goal of every scene (Bays J. M., How 

to turn your boring movie into a Hitchcock thriller... , 2004). 

Hitchcock realized the power of montage as a creator of 

both, ideas and emotions, by putting film pieces together 

(Hitchcock, Hitchcock on Style: An Interview with Alfred 

Hitchcock, 1963). Drama, according to the British auteur, “is 

life with the dull bits cut out.” (Sehgal, 2003) Thus, in a 

Hitchcock picture, carefully chosen close-ups of objects, such 

as arms, faces and guns, tied together, tell a story (Bays J. 

M., 2004), as these objects give the audience a sense of safety, 

shock, or anxiety (Bays J. M., Hitch20 - Episode 1 "Revenge 

Unhinged", 2014). Moreover, montage allows the exclusions of 

some parts, though, it still engages the mind of the audience 

in a very specific way. Psycho (1960), which Hitchcock described 

as his most cinematic picture (Hitchcock, Hitchcock on Style: 

An Interview with Alfred Hitchcock, 1963), is a perfect example 

for the method of “transferring the menace from the screen into 

the mind of the audience” (Bays J. M., 2004). Hitchcock herein 

reduces the element of violence, yet firmly establishes it in 

our minds (Hitchcock, Hitchcock on Style: An Interview with 

Alfred Hitchcock, 1963), which he elaborated as follows: “There 

you had montage in the bathtub killing where the whole thing is 

purely an illusion … [and no] knife ever touched any woman's 

body in that scene.” (ibid) 
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One of the most powerful montage techniques in Hitchcock’s 

films is the so called ‘point of view shots’, in which not only 

“the eyes reveal what a person thinks or needs” (Bays J. M., 

2004), but also the different assembly of the film is able to 

create different ideas (Hitchcock, A Talk with Hitchcock, 1964). 

Hitchcock’s camera follows the character’s eyes, in order to 

connect him or her with the audience (Bays J. M., 2004). In such 

a subjective shot, a character sees something off-screen, and 

then the audience sees it as well, before it cuts back to see 

the reaction on the character’s face (Bays J. M., Hitch20 - 

Episode 1 "Revenge Unhinged", 2014). When another character 

looks at the first character in this kind of subjective shot, 

they must look directly into the camera (Bays J. M., 2004), 

allowing us to feel what the character subconsciously feels. In 

Rear Window (1954), for instance, we share Jeffery’s fear of 

getting detected when Thorwald looks into the camera, while 

Jeffery is spying on him (Hitchcock, Rear Window, 1954). 

Nevertheless, our feelings are not always limited to the 

characters’ reactions in Hitchcock’s films, as we can sometimes 

be manipulated by the different variations of footage assembly. 

When we have a close-up on an old man’s face, and we cut to a 

picture of a woman holding a baby in her arms, and then we cut 

back to the old man and see him smiling, Hitchcock argues, we 

are under the impression that he is a kindly man. However, that 

impression changes drastically when we replace the footage of 

the woman and the child with a girl in a bikini, as that 
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transfers him into a dirty old man, even if his picture remains 

the same. (Hitchcock, A Talk with Hitchcock, 1964) 

Hitchcock does not always opt for montage to create pure 

cinematic expression, as he pioneered the single-take picture 

illusory, which features long takes2, as in Rope (1948) (Robey, 

2015). To maintain a certain feeling or tension, Hitchcock knew 

exactly when not to cut, and how lingering on a single shot 

could allow the continuation of a certain atmosphere or emotion. 

His roaming camera often guides the audience through the setting 

and controls their knowledge of the story, by allowing them to 

explore the location and finding clues. (Bays J. M., Hitch20 - 

Episode 1 "Revenge Unhinged", 2014) The opening scene in Rear 

Window is a good example for this kind of cinematic technique. 

The camera roams in a single shot around the entire apartment 

complex, before it enters James Stewart’s room, where we 

immediately learn so much about his character through the flow 

of a single motion that reveals the story with mere objects, but 

at the same time avoids any kind of dialogue. We know that he 

is a photojournalist, because of his possession of professional 

cameras, and photographs of racetrack and war explosions. We 

know that he has a dangerous job, because one of his cameras is 

broken, and so is his leg. We know that his name is Jeffery 

because it is written on his leg cast, and we know that he is 

romantically involved with a celebrity, Grace Kelly, because we 

                     
2 As understood here to be “ashot lasting much longer than the conventional 

editing pace either of the film itself or of films in general.” (Wikipedia) 
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see an identical picture of hers in a personal photo frame as 

well as on the cover of a magazine. (Bays J. M., Hitchcock's 

Shots #1, 2004) 

Humor 

Humor, whether exercised in happy settings, ironic 

situations, the “understatement”, or in the inclusion of 

burlesque3 characters (Bays J. M., Humor: Hitchcock's Secret 

Weapon, 2007), is essential to build tension in Hitchcock’s 

films (Bays J. M., 2004). Hitchcock goes as far as to say that 

suspense, which is the most important element of his work, does 

not have value unless it is balanced with humor. According to 

him, “in the mystery and suspense genre, a tongue-in-cheek 

approach is indispensable” (Bays J. M., Humor: Hitchcock's 

Secret Weapon, 2007). Therefore, he compares his thriller films 

to a rollercoaster, which most make people laugh after they 

wildly scream (Hitchcock, A Talk with Hitchcock, 1964). 

Hitchcock often creates his scene in a light and humorous 

environment, which enables him to avoid the clichés associated 

with suspense, such as shadows, bad weather and creaky doors 

(Bays J. M., Humor: Hitchcock's Secret Weapon, 2007).  “The more 

happy-go-lucky the setting,” Hitchcock argues, “the greater kick 

you get from the sudden introduction of drama” (Bays J. M., 

Hitch20 - Episode 1 "Revenge Unhinged", 2014). “The 

                     
3 “Burlesque is a literary, dramatic or musical work intended to cause 

laughter by caricaturing the manner or spirit of serious works, or by 

ludicrous treatment of their subjects.” (Wikipedia) 
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juxtaposition of the norm […] against the fantasy” is what truly 

makes things interesting for Hitchcock (Bays J. M., Humor: 

Hitchcock's Secret Weapon, 2007). In a Hitchcock film, there 

will be sunshine, an ocean, a peaceful neighborhood, romance and 

happy breakfast, for example in “Revenge” (1955), before, 

finally, the audience is thrown into the suspense (Bays J. M., 

Hitch20 - Episode 1 "Revenge Unhinged", 2014). In the opening 

of Rear Window, we see a peaceful neighborhood, with a man 

peacefully sleeping on the balcony, a cat roaming and meowing, 

and a blonde woman brushing her hair, while birds land on her 

rooftop. As for the settings in Vertigo, they are in nice 

offices, fancy neighborhoods and restaurants and flower shops. 

Creating a kind of irony, in which Hitchcock puts his 

characters through often comic but the worst possible situations 

that could go wrong, is actually another trend that allows him 

to establish tension in his works (Bays J. M., Humor: Hitchcock's 

Secret Weapon, 2007). In Family Plot (1976), Blanche, who is 

dizzy, nauseous and scared, is all over the place, holding on 

to George’s tie and nick, kicking him and making it more 

difficult for him to control the car that has gone out of control 

after they have lost the brake (Hitchcock, Runaway Car Scene 

from Hitchcock's "Family Plot", 1976). In “One More Mile to Go” 

1957, an episode from Alfred Hitchcock Presents, Hitchcock 

breaks away from the Hollywood car chase cliché, by creating 

suspense not around a corpse hidden in a trunk, but a loose wire 
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on a taillight. Hitchcock calls this technique “the 

understatement”. Its purpose is to insert humor into the 

situation (Bays J. M., Hitch20 - Episode 7 "One More Mile to 

Know", 2015) by eventually contrasting the triviality of a bored 

policeman’s obsession with the fixing of Carl Spann’s taillight, 

and Spann’s crisis of getting rid of his murdered wife’s body 

(Bays J. M., Humor: Hitchcock's Secret Weapon, 2007). 

The aim of Hitchcock’s humor is to balance tension and 

relief in his suspense sequences; so burlesque characters, who 

confuse the audience between seriousness and triviality, come 

in handy in his films (Bays J. M., Humor: Hitchcock's Secret 

Weapon, 2007). In Strangers on a Train (1951), we are unsure 

whether Bruno Antony (Robert Walker) is serious when he jokes 

about murder at a party (Hitchcock, Strangers on a Train (8/10) 

Movie CLIP - Borrow Your Neck (1951) HD, 1951). In Rear Window, 

we have Stella (Thelma Ritter), who has a nose for trouble and 

can smell it ten miles away. She talks about the most serious 

matters, such as the market crash, up to the most absurd things, 

as for instance someone’s kidney (Hitchcock, Rear Window, 1954). 

This uncertainty between comic and serious, therefore, helps to 

create and release the tension in the characters, allowing the 

audience to maintain sympathy (Bays J. M., Humor: Hitchcock's 

Secret Weapon, 2007). 
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Plot, Information and Suspense 

The stories in Alfred Hitchcock’s films are often made very 

simple in order to maximize the dramatic impact. For Hitchcock, 

style is more important than content, thus he does need to look 

for words to fill a script only as much as a script that fills 

the “rectangular screen in a movie”. The information handed to 

the audience and the plot devices, therefore, have the sole 

purpose of achieving the most important characteristic in 

Hitchcock’s genre, namely suspense. (Bays J. M., 2004) 

According to Hitchcock, suspense cannot be achieved unless 

“the public [is …] made perfectly aware of all the facts 

involved” in a story (How Hitchcock Creates Suspense, 2017). 

Giving information to the audience plays an essential part in 

creating suspense so, for instance, Hitchcock lets his audience 

know from the beginning whether something is about to harm the 

character. In Family Plot, we are shown the brake fluid leaking 

out of the car before George Lumley and Blanche Tyler actually 

get caught in the action. (Bays J. M., 2004) Hitchcock turns 

suspense into science when he explains his “bomb theory”, by 

which he distinguishes between ‘suspense’ and ‘surprise’. 

Whenever we watch two men sitting at a table and talking about 

football, and then a bomb suddenly goes off, the audience 

experiences five or ten seconds of shock. However, if we do the 

scene again but show the audience a ticking bomb underneath the 

table, Hitchcock explains, the audience will be anxious and 
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engaged, thinking that the characters must stop talking about 

something as trivial as football and get rid of the bomb 

underneath them. In this way, suspense will only last as long 

as the bomb ticks, but the bomb should not kill the characters 

because, as Hitchcock argues, the audience needs the relief from 

their suspense. (Kirby, 1999) 

In addition to information, Hitchcock handles plots in a 

similar manner that creates pure cinema. His films are not plot-

driven, as most of their scripts “pivot around a tiny plot twist, 

trivial in itself, that [are] used to set the characters in 

motion” (Teachout, 2009). One of the most powerful plot devices 

Hitchcock uses is the MacGuffin, a term which asserts that his 

films are not just what they seem to be on the surface. The term 

might have originated, Hitchcock explained to Truffaut, from a 

Scottish name in a story about two men on a train. (Gottlieb, 

2002) 

One man asks, “What’s the package up there in the baggage 

rack?” The other answers, “Oh, that’s a MacGuffin.” The first 

then asks, “What’s a MacGuffin?” “Well”, the other man explains, 

“It’s an apparatus for trapping lions in the Scottish 

Highlands4.” “But there are no lions in the Scottish Highlands,” 

retorts the first man, and the other man answers, “Well then, 

that’s no MacGuffin!” (ibid) 

                     
4 In New York in other versions 
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 Following this story, a MacGuffin is nothing, and simply 

serves as a device that gets the action going. It can be 

anything, as long as the characters are constantly searching for 

it (ibid). It is the woman's gloves found at a crime scene in 

Blackmail (1929), an airplane engines’ plans in The 39 Steps 

(1935), the suspected murder in Rear Window and the diamonds in 

Family Plot (Bays J. M., Definitive List of Hitchcock McGuffins, 

2010). Yet, a MacGuffin is also everything, because it 

guarantees the continuation of the picture, with Hitchcock’s 

actual true content. 
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Mel Gibson Revisited 

Mel Gibson, in performing in action films such as, Mad Max 

or the Legal Weapon series, is primarily associated with the 

character of a sexually attractive and charismatic tough guy; a 

man of action, who wisecracks his way through serious 

situations, while he constantly resists mental and physical pain 

or even torture (Brown, 2002). When I think of Mel Gibson’s 

films that appeal to me the most, however, Braveheart (1995) 

comes to my mind with its powerful “freedom” speech, Conspiracy 

Theory (1997) with its romance, What Women Want (2000) with its 

starring of Helen Hunt, and The Beaver (2011), which has a 

powerful theme of reconciliation. Not a single time have I been 

drawn to the violence in these movies, at least not in the first 

two, quite the opposite, actually. I had to look away when Murron 

(Catherine McCormack) was killed, and when William Wallace (Mel 

Gibson) was tortured in Braveheart. The graphic scenes of the 

fighting, the bloodshed, and the “trophies” were not exactly 

pleasant. While watching Conspiracy Theory, I remembered 

storming out of the room when things were blowing up. When Gibson 

directed The Passion of the Christ (2004), a visual display of 

Jesus Christ “systematically [being] beaten into a bloody pulp,” 

(Krondorfer, 2004) I was not able to continue watching.  All of 

that seems to be at odds though, with Payback, one of Mel 

Gibson’s most violent movies, which is also being my favorite 

movie down to the present day. The only scientific explanation 
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that I have for my attachment to this movie here is that Payback, 

written and directed by Brian Helgeland, has less to do with 

Gibson and more to do with the genius of Hitchcock. 

Overall Theme 

Payback indeed includes the key elements found in most of 

Mel Gibson’s movies, such as the theme of pain and torture, but 

there is more to it than just that. Although Porter, the 

protagonist, exercises a good deal of violence upon his foes, 

the main focus is on the pain that he has to endure throughout 

the entire film (Brown, 2002), which is actually what we would 

expect from a thriller starring Mel Gibson. Porter, however, has 

so much in common with the protagonists in Hitchcock’s most 

important pictures, namely Shadow of a Doubt (1943), Notorious 

(1946), Strangers on a Train (1951), Rear Window (1954), Vertigo 

(1958), North by Northwest (1959), and Psycho (1960). What these 

films have ultimately in common is that they are “thrillers 

whose protagonists … [o]ne or more … [are] morally equivocal, 

on occasion to the point of outright villainy … unexpectedly 

find[ing] themselves entangled in situations that put their 

lives at risk” (Teachout, 2009), which is precisely the case of 

Porter, “the ultimate ruthless thug (Brown, 2002)”. 
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Rear Window in Payback 

 

In Rear Window, Jefferies, an archetypal Hitchcock 

protagonist, who has broken one of his legs and one of his 

cameras even before the film begins, we learn that he is someone 

who courts death while trying to take pictures. He is a man who 

“never comes to terms with himself,” and refuses to make 

commitments, such as marriage, while living like “a tourist on 

endless vacation,” and constantly engaging himself in reckless 

and dangerous behavior (Wood, 1989, p. 101). Jefferies, 

described as a “window-shopper”, wants to get rid of Lisa, who 

“belongs in that rarefied atmosphere of Park Avenue, expensive 

restaurants, and literary cocktail parties” (Hitchcock, Rear 

Window, 1954). He chooses to spy not on the happy families in 

his neighborhood but rather on Lars Thorwald (Raymond Burr), in 

whom he sees himself. Thorwald has a nagging wife, and wants his 

freedom, so Jefferies, who wants to get rid of Lisa, suspects 

that Thorwald must have had murdered his wife after she 

disappeared. The theme of the film is foreshadowed from the 

beginning with Stella’s statement: “People ought to get outside 
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and look in at themselves”. Jefferies gradually works out his 

problems through his involvement in his neighbors’ lives (Wood, 

1989, p. 108). In the end, he commits to Lisa, but all that at 

the expense of her transforming into someone as reckless as he 

is. In other words, she is now willing to join him on his 

“endless vacation”. 

Porter, in comparison, is unable to commit to his wife, so 

he starts cheating on her with Rosie, a mob exclusive prostitute, 

who is as uncommitted and reckless as he is. His affair 

jeopardizes his marriage as well as his life. Nevertheless, he 

still leaves Rosie one morning, after driving her to work. 

Neither Porter makes a commitment, by “[asking] her to quit [her 

prostitution job], nor does she “ask him to drive her somewhere 

else”; and that is just part of the story. 

Just as in the case of Jefferies’s broken leg, Payback 

opens with showing Porter shot, wounded and paralyzed, on what 

seems to be, a dirty kitchen table. Within the realms of the 

narration technique of the stream of consciousness, we learn 

everything about Porter’s background through his thoughts in a 

voice-over.5 Porter, who wants to retire from his criminal 

business, is actually being forced deeper into it after having 

been double-crossed by his partner Val Resnick (Gregg Henry) and 

                     
5 That technique appeared in Hitchcock’s Breakdown Broken Down (1955), 

while showing static footage of Joseph Cotton, who was also playing a 

paralyzed character. (Bays J. M., Hitch20 - Episode 2 "Breakdown Broken 

Down", 2015) 
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his wife Lynn (Deborah Kara Unger). Porter ultimately gets even, 

by killing them both as well as the mob bosses and their minions, 

while framing the “crooked cops” for his killing of Resnick. 

Just like Jefferies who seemingly sorts out his commitment 

problems by involving himself in Thorwald’s life, Porter 

accomplishes his retirement plans only by getting all his foes 

out of the criminal business. In the end, he asks Rosie to “just 

drive6” on, which seems to be similar to Lisa’s endless vacation. 

They make a deal that “if she’d stop hooking, [he’d] stop 

shooting people,” but “maybe [they] were aiming high.” 

Blondes Make Perfect Predator Victims 

Perhaps, the only difference between the endings (as well 

as the choice of the female lead characters) of Rear Window and 

Payback is that while Hitchcock transforms Lisa into a new woman 

who meets Jefferies’s fantasies, Helgeland kills the old Lisa 

(Lynn) and replaces her with the new Lisa (Rosie). Both Lynn and 

Rosie are blondes, a choice that loudly screams Hitchcock, 

taking Grace Kelly in Rear Window, Eva Marie Saint in North by 

Northwest, Janet Leigh in Psycho, Kim Novak in Vertigo and Tippi 

Hedren in The Birds (Schulte-Hillen, 2014). Hitchcock believed 

that “the perfect ‘woman of mystery’ is one who is blonde, subtle 

and Nordic” (Saporito, 2016). Hitchcock’s protagonists are often 

obsessed with and trying to get control over dangerous blondes 

with potentially lethal sexuality (Teachout, 2009), the kind of 

                     
6 “[They] were going for breakfast – in Canada.” 
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women who can be “made the best victims” (Schulte-Hillen, 2014). 

Transforming Lisa in Rear Window is one way to do so, but the 

more evident transformation is the one in Vertigo when Scottie 

transforms Judy to Madeleine. Elster, on the contrary, is only 

able to control the real Madeleine when he kills her and replaces 

her with a fake one, Judy. We see similar patterns in Notorious, 

Psycho, and Strangers on a Train (Teachout, 2009), as well as 

in Payback. Lynn is not just a blonde wife, but a heroin addict 

and a robber who is willing to shoot her partner in the back. 

Val Resnick hires Arthur Stegman to deliver her drugs because, 

according to Stegman, Val is “afraid of the girl”. Rosie, on the 

other hand, provides prostitution services to the mob who openly 

invest in “sadist” men who “lack compunction”, which “comes in 

handy” in that kind of business. After Rosie watches Resnick 

gets repeatedly shot and then killed, she moves in with the 

killer, and goes as far as to engage in a stunt as bold as 

kidnapping the mob boss’s son. If Hitchcock lived long enough, 

in my opinion, he would have found his “perfect woman (Rampton, 

2014)” in Rosie – or in Catherine McCormack in Braveheart, but 

she’s not blond and that’s not what we’re really discussing 

right now, so let’s cut to style. 
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Payback in Style and Cinematography 

Roger Ebert’s review on Payback, published in 1999, 

supports the claim that the film is a Hitchcockian product. 

Brain Helgeland’s picture, he writes, “is more interested in 

style than story.” Writing this kind of screenplay, according 

to Ebert, “essentially involves finding new bottles for old 

wine.” If one combines the statement7 heard in Porter’s voice-

over in the first scene, as well as the film’s title, one will 

have a good idea of what the picture is all about. The rest of 

the film, Elbert argues, is about entertainment. (Ebert, 1999) 

Plot Devices 

The only way to maintain that entertainment is to make sure 

that Porter is constantly pursing either revenge or his share 

of the $130,000-loot, at least according to what the title hints. 

In the first case, Porter’s wife is killed by an overdose in the 

film’s 12th minute, and within an hour, long before the plot even 

nearly develops, Val Resnick is shot-dead; thus, the revenge 

story ends where the film practically begins. When it comes to 

the money afterwards, it does not seem to mean much anymore. 

This is not about the money, because Porter does not really need 

it. He is the kind of man who makes $800, gets several dashing 

suits and a classic Magnum8 practically for free, by taking a 

                     
7 "Not many people know what their life's worth. I do. Seventy grand. 

That's what they took from me. And that's what I'm gonna get back.” 

(Payback) 
8 The gun 
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small walk on a sunny day. When he rewards himself by dining at 

a fancy restaurant, he does not even need to pay. If he makes a 

little bit more effort, he can crash head-on into a Chinese gang 

car, without enduring the slightest pain, of course according 

to the movie, and get tens of thousands of dollars of their 

payrolls. The three mob bosses try to reason with Porter and 

seem to be willing to pay him back the full amount they once 

received from Resnick, but they are missing the point. Porter 

wants the exact amount of seventy grand, not a penny less or 

more, but they do not understand this as they reason that “their 

shoes are worth more than that”. The crooked cops do not seem 

to understand Porter either and think that he is “[taking them] 

for idiots” because “nobody'd do this shit for 70 grand.” That 

misunderstanding is the understatement that results in Porter’s 

frustration, which consequently leads to the failure of every 

negotiation, and therefore motivates Porter to ultimately pursue 

the only thing that matters in this film – here, the seventy 

grand becomes the MacGuffin! 

Cinematography 

Montage plays an essential role in Payback, especially the 

point-of-view shots, which allow most of its characters to 

express themselves without uttering a word. In the beginning of 

the film, we are made to experience Porter’s thinking and 

feelings through these shots, when he, for instance, has to 

decide whom to mug on a sidewalk. As he goes through the wallet 
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he has stolen, and sees the man’s picture on his credit card, 

we are cut back to Porter’s face, slightly smiling, pushing his 

cheek up towards one, which means that he is confident about 

using this card (Figure 0). We then immediately cut to similar 

subjective shots at the bank: As the banker gives a welcoming 

smile, before she becomes suspicious about the credit card, 

Porter maintains a confident expression, which wins him the 

situation, even though he is nervous and we can see it right 

after the banker looks away. Further, when Porter wants to sell 

three watches he has purchased with the same credit, the 

shopkeeper, happy with the quality, smiles with content and 

confidently offers Porter $900, who seems to be unsure about 

what he wants. But when Porter demands to see a Magnum gun, we 

are cut back to the shopkeeper who is now suspicious. We then 

are cut to Porter, who is satisfied with the gun and makes the 

shopkeeper an offer that latter cannot refuse as he seems to be 

intimidated. These subjective shots go on the entire film, but 

perhaps the most complex sequence is displayed in the scene 

where Resnick and the Chinese gang ambush Porter. 
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Figure 0: Confident about using a stolen credit card - Payback 

The entire scene lasts for less than four minutes, with a 

dialogue of 210 words, mostly made of empty rhetoric to fill the 

gaps between the shots, which in turn tell us so much about 

where the whole story is heading towards. For instance, we first 

see Resnick fixing his sight on Porter once he spots him walking 

towards their meeting location, before we are then shifted to 

Porter’s face who seems to be carelessly staring into nothing, 

continuously unaware of his surroundings. Following up, we are 

cut back to Resnick, who takes a deep breath in preparation for 

the action (Figure 1). The subjective shots continue throughout, 

hence we are given the facial expressions and reactions of 

Porter, the Chinese gangsters and the crooked policemen, who 

intervene in the middle of the scene. 

 

Figure 1 - Payback 

Throughout a range of medium shots and close-ups, we 

witness the transformation each of these characters has to 
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endure. We learn, for example, that Porter is no longer immune 

to shock, and see him reach a moment of realization of the 

seriousness and complexity of his adventure (Figure 2). Resnick 

is initially entertained, yet seems nervously excited – he takes 

a gum (Figure 3) – as he watches his foe falling for his ambush, 

but then is utterly disappointed when he realizes that he has 

lost the element of surprise, which is now in Porter’s favor. 

We see the Chinese gangsters being glad for capturing Porter, 

the man who once stole their payrolls, but nevertheless, being 

slightly disappointed with his naivety. When the police show up, 

the Chinese gangsters are alert but not disappointed, so we know 

they still have a good chance of coming back and making a dent. 

When the audience is cut to the crooked policemen in their car, 

we see them observing the situation with deep interest, having 

confidence in their ability to get involved and benefit from the 

evolving scene. The rest of the scene between Porter and the 

policemen show the protagonist going through relief, when they 

first arrive, regret, when he realizes the mistake of leaving a 

witness behind, protest, when he insists on his right to his own 

money, and calm, when he begins to scheme against them. 



R o u m a n i  –  P . C .  2 0 1 7  | 29 

 

 

Figure 2: Porter – Payback 

 

Figure 3: Entertained, excited but nervous - Payback 
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In addition, Payback’s montage uses a broad variety of wide 

shots to further explain the scene. When the Chinese gangsters 

walk towards Porter lying on the ground, we have a rear wide 

shot, showing the helplessness of his situation, while a hostile 

group is approaching him. We have the opposite picture later on 

when the camera cuts from a medium shot on Porter with the police 

car emerging behind his back, to a wide shot as the crooked 

policemen depart the car and walk towards him, again, putting 

him in a helpless situation between two bullies. The picture is 

once again reversed when the cops leave Porter and get back to 

their car; we are thrown into to a wide shot, showing Porter 

trying to hold his ground in front of the police, while holding 

on to an object, which turns out to be one of their badges in 

the next cut. This clearly indicates for the viewer that Porter 

is now plotting against the police, without them being able to 

change the outcome. (Figure 4) 



R o u m a n i  –  P . C .  2 0 1 7  | 31 

 

 

Figure 4: Wide shots - Payback 

Despite using intensive montage to demonstrate 

comprehensive visual expression, Brain Helgeland carefully 

chooses when actually not to cut. When Porter enters Lynn’s 

room, where he finds her killed with an overdose, the camera 

slowly roams from Porter’s face towards Lynn’s body. This allows 

the character as well as the audience to come to peace with 

Lynn’s passing, before this scene is being followed by a right 

cut to a close-up on Porter’s wedding ring, while he is fixing 

it to the wall with the needle that killed his wife, ultimately 

achieving his freedom. By this point, what we know about Porter 

is that he is someone refusing to go to the hospital whenever 

being shot, in order to actually avoid the police. After he 

recovers, he aggressively steals from a beggar, as well as a 
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waitress’s cigarettes, mugs a man on the street before he 

assaults his drug-addicted wife, potentially leading to her 

death. Helgeland’s choice not to cut at that moment prevents the 

shock by a sudden cut, and therefore, it smooths the continuation 

of the scene, as Porter lies next to Lynn’s body, before we are 

drawn into a flashback, that for the first time shows the story 

of a man who was viciously betrayed by his partner as well as 

his wife – consequentially as the audience, we have to sympathize 

with the main character. 

The way Heldgeland conducted the movie up till that point 

is in many ways similar to Hitchcock’s making of “Arthur” (1959) 

in Alfred Hitchcock Presents. From the very beginning, 

Hitchcock’s protagonist proudly introduces himself as a 

murderer, who is unknown because he has succeeded in hiding his 

crime. After even having unexpectedly petted a chicken, he 

breaks its neck, right before he confesses into the camera who 

he truly is. Perhaps Arthur is one of the most despicable 

characters in Hitchcock’s films. However, through a series of 

flashbacks, the audience is told how a terrible Helen had 

consistently imposed on his life, turning it upside down into 

chaos, which then explains the fact that eventually they want 

to kill her as much as the protagonist himself, thus, ultimately 

siding more with him than the police. (Bays J. M., Hitch20 - 

Episode 14 "Art of Arthur", 2016) Heldgeland’s use of the 

flashback technique here could be a reference to “Arthur” whilst 



R o u m a n i  –  P . C .  2 0 1 7  | 33 

 

taking Payback’s poster with the line: “Get ready to root for 

the bad guy”. 

Payback - Humor and Suspense 

When making Payback, Brain Helgelan was quoted as saying: 

“I wanted to see a bad guy as the hero, but I didn’t want to 

make excuses for him.” But when Mel Gibson is the one starring 

the film, Roger Ebert argues, “you don’t have to make the same 

kinds of excuses as if he is played by, say, James Woods.” 

According to Ebert, Gibson is fundamentally a comic personality, 

a joker, a satirist, and essentially, an action comedian (Ebert, 

1999), as also indicated by the following quote:  

Here he has fun as the movie goes over the 

top, as when a doctor operates on him for 

gunshot wounds, using whiskey as a painkiller 

(for the doctor, not Gibson). Or when he helps 

himself to the dollars from a beggar's hat. 

Or when, and how, he recites “This Little 

Piggy.” (ibid) 

Indeed, Payback screams humor brought across to the 

audience by Mel Gibson, so, for instance, when Pearl (Lucy Liu) 

offers him sexual service, he tells her to “go boil an egg”. 

When he criticizes the “crooked cops”, he adds that “if [he’d] 

been just a little dumber, [he] could've joined the force 

[himself].” Commenting on the two policemen and Stegman, Porter 

compared them to “three monkeys on his back,” and that he “was 
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going to have to lighten the load” because “they were cramping 

[his] style.” 

Moreover, Porter’s character is not the only comic one in 

this film. His pal, Val, has the most talent to bring a sense 

of humor to the most serious, and sometimes extremely disturbing 

situations. Unlike Porter, who speaks in a sharp, solid and 

intimidating tone, actually the kind of which is often 

associated with Mel Gibson, Val does not seem to care a bit 

about sounding or seeming serious. He talks like a boy, always 

smiling, eats Chinese takeaway, probably even from the place he 

intends to hit next, and does not mind saying “hi sweetie” to a 

little girl passing by, while he discusses conducting a major 

robbery. His “haba haba haba” accompanies him whether he is 

nervous or happy. Even when he is shot and about to die, he can 

still make room for some laughter. 

Nevertheless, both Porter and Resnick do not remotely 

achieve the comic suspense we experience with the mob boss Mr. 

Cater (played by William Devane) who perfectly fits into the 

role as the film’s lead burlesque character. After Porter breaks 

into Resnick’s room at the Outfit Hotel, where all the mob 

members are stationed, Resnick seeks Carter’s help to deal with 

Porter. Once Cater sees Resnick, however, he turns the meeting 

into a questioning or even an interrogation about Resnick’s 

responsibility for the prior security breach. Carter, with a 

serious tone, tells Resnick that he can either help him, allow 
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him to help himself, or have him replaced. At that point, Carter 

begins to explore the reasoning behind each of these options, 

one by one; he uses a serious tone whenever he is threatening 

or blaming Resnick, and a comic one while addressing the 

possibility of helping him. Throughout the whole scene, Resnick 

experiences tension and relief; at the same time, through the 

constant point-of-view shots of the men’s expressions, the 

audience are made to experience the same. Overall, Helgeland 

takes Hitchcock’s concept of balancing suspense with humor, 

additionally pushing it further by turning humor itself into 

suspense. More importantly, he does so with pure cinematic 

visual expressions that enrich the entire dialogue. (Figure 5) 

 

Figure 5: Carter-Resnick Meeting – Payback 
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A Twist in the End 

Ultimately Payback is about suspense, whether it is the 

suspense we experience during the meeting between Resnick and 

Carter, or the developments of Porter’s plans in getting back 

his money and settling the scores with his enemies. Throughout 

the film, Helgeland applies a variety of Hitchcock’s trends and 

techniques, a limited number of which are addressed in this 

paper. This research, however it does answer some of my questions 

on why I think of Payback as my favorite picture, it still does 

not give an answer to why I am not as fond of the originals 

behind this movie - Hitchcock’s own films. Perhaps it is because 

of the twists Helgeland adds to most of the techniques he 

borrows, once again following Hitchcock who said: “The ending 

should have a twist almost to the point of shock either in the 

last line or the last situation” (Bays J. ). That twist is 

evident in the end when Porter kills all the mob bosses, turning 

the entire Hitchcock equation of ‘surprise’ and ‘suspense’ 

upside down. Helgeland, albeit, ignores Hitchcock’s rule not 

allowing the bomb to go off and kill people. Instead, he decides 

to replace the ticker with a telephone wire, giving us the 

illusion that the mob bosses are going to get Rosie, while Porter 

is desperately trying to reach the Carphone to warn her. We do 

not want Rosie to get caught, but, we still start to doubt 

Porter’s ability to warn her on time, at the same moment, when 

we think Rosie got caught and the bomb goes off, killing all the 
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bosses, and effectively relieving our tension. Only then 

Helgeland takes Hitchcock’s suspense further not only by 

rebelling against its tradition, but more so by giving Mel Gibson 

the chance to be the American hero who is drowning in his blood, 

yet, who is always willing to tear through the leather backseat, 

as if he were a rebirth of the new day. 

In ENGLISH HITCHCOCK. A Movie Book by Charles Barr, Scott 

MacKenzie explores Barr’s attempt to define what constitutes 

‘Englishness’ in Hitchcock’s works. “While German expressionism 

and Soviet montage have often, and quite rightly, been cited as 

key influences on Hitchcock’s early film style,” MacKenzie 

argues, “the fact that the director was living and working in 

London has been largely neglected.” (MacKenzie, 2000) In this 

paper, I take MacKenzie’s argument to a further level and 

conclusively claim that despite the uniqueness of the works of 

both Helgeland and Gibson, tracing Hitchcock in their work is 

as essential as tracing German expressionism and Russian montage 

in Hitchcock’s masterpieces. 

  



R o u m a n i  –  P . C .  2 0 1 7  | 38 

 

Works Cited 

2016 National Republican Primary. (2016, May 8). Retrieved 

from The Hffington Post: 

http://elections.huffingtonpost.com/pollster/2016-

national-gop-primary 

Alibhai-Brown, Y. (1994). The Great Backlash. In S. Dunant, 

The War of the Words - The Political Correctness Debate 

(p. London). Virago Press. 

Annette, J. (1994). The Culture Wars on the American Campus. 

In S. Dunata, The War of the Words - The Political 

Correctness Debate. London: Virago. 

Appignanesi, L. (1994). PC and the French. In S. Dunant, The 

War of the Words - The Political Correctness Debate. 

London: Virago Press. 

Arbor, A. (1991, May 5). Excerpts From President's Speech to 

University of Michigan Graduates. Retrieved from The New 

York Times: 

http://www.nytimes.com/1991/05/05/us/excerpts-from-

president-s-speech-to-university-of-michigan-

graduates.html 

Ball, M. (2014, June 10). How Lindsey Graham Stomped the Tea 

Party. Retrieved from The Atlantic: 

https://www.theatlantic.com/politics/archive/2014/06/how-

lindsey-graham-stomped-the-tea-party/372521/ 

Barrance, T. (2014, FEB 14). Soviet montage: how the Russian 

Revolution changed film. Retrieved from Learn about Film: 

http://learnaboutfilm.com/soviet-montage/ 

Bartlett, E. (2016, August 26). Eva Bartlett Challenges the 

Corrupt Western Media’s Vision of Syria. Watching the 

Hawks RT. (S. Stone, Interviewer) Retrieved from 

https://youtu.be/-uizEIEOsjg 

Bays, J. (Producer). (n.d.). Hitch20 - Episode 10 "Lamb to the 

Slaughter Blotter" [Motion Picture]. Retrieved from 

https://youtu.be/T6fJ49X6xz0?list=PLrfNvGUKa8vc4KRsXAaYvE

BzpFYB9KUr3 

Bays, J. M. (Producer). (2004). Hitchcock's Shots #1 [Motion 

Picture]. Retrieved from https://youtu.be/Eg6velhQxGs 

Bays, J. M. (2004, JUN). How to turn your boring movie into a 

Hitchcock thriller... . Retrieved from Borgus Network: 

http://borgus.com/hitch/hitch2011.htm 



R o u m a n i  –  P . C .  2 0 1 7  | 39 

 

Bays, J. M. (2007, JUL). Humor: Hitchcock's Secret Weapon. 

Retrieved from Borgus Network: 

http://borgus.com/hitch/hitch-humor.htm 

Bays, J. M. (2010). Definitive List of Hitchcock McGuffins. 

Retrieved from Borgus Network: 

http://borgus.com/hitch/macguffins.htm 

Bays, J. M. (Producer). (2014). Hitch20 - Episode 1 "Revenge 

Unhinged" [Motion Picture]. Retrieved from 

https://youtu.be/wd-

NG8XNgmA?list=PLrfNvGUKa8vc4KRsXAaYvEBzpFYB9KUr3 

Bays, J. M. (Producer). (2015). Hitch20 - Episode 2 "Breakdown 

Broken Down" [Motion Picture]. Retrieved from 

https://youtu.be/xKr0kR5QkF8?list=PLrfNvGUKa8vc4KRsXAaYvE

BzpFYB9KUr3 

Bays, J. M. (Producer). (2015). Hitch20 - Episode 2 "Breakdown 

Broken Down" [Motion Picture]. Retrieved from 

https://youtu.be/xKr0kR5QkF8 

Bays, J. M. (Producer). (2015). Hitch20 - Episode 7 "One More 

Mile to Know" [Motion Picture]. Retrieved from 

https://youtu.be/BI6tWsFnlCU 

Bays, J. M. (Producer). (2016). Hitch20 - Episode 14 "Art of 

Arthur" [Motion Picture]. Retrieved from 

https://youtu.be/CR7lryXvkHg?list=PLrfNvGUKa8vc4KRsXAaYvE

BzpFYB9KUr3 

BBC-Newsroom. (2016, June 13). Qatar convicts Dutch woman held 

'after being raped'. Retrieved from BBC: 

http://www.bbc.com/news/world-middle-east-36516006 

Bernie Sanders. (n.d.). Retrieved from Wikipedia: 

https://en.wikipedia.org/wiki/Bernie_Sanders 

Bernstein, R. (1990, October 28). The Rising Hegemony of the 

Politically Correct. Retrieved from The New York Times: 

http://www.nytimes.com/1990/10/28/weekinreview/ideas-

trends-the-rising-hegemony-of-the-politically-

correct.html?pagewanted=all 

Blair, O. (2016, October 31). Hilary Duff and Jason Walsh 

apologise for native american and pilgrim Halloween 

costumes. Retrieved from The Independent: 

http://www.independent.co.uk/news/people/hilary-duff-

halloween-costume-jason-walsh-native-american-pilgrim-

cultural-appropriation-a7388641.html 



R o u m a n i  –  P . C .  2 0 1 7  | 40 

 

Blake, A. (2016, July 6). Donald Trump is waging war on 

political correctness. And he’s losing. Retrieved from 

The Washington Post: 

https://www.washingtonpost.com/news/the-

fix/wp/2016/07/06/donald-trumps-failing-war-on-political-

correctness/?utm_term=.eb89fcff07a2 

Brown, J. A. (2002). The Tortures of Mel Gibson: Masochism and 

the Sexy Male Body. Bowling Green State University, 5(2). 

Bruni, F. (2016, November 11). The Democrats Screwed Up. 

Retrieved from The New York Times: 

https://www.nytimes.com/2016/11/13/opinion/the-democrats-

screwed-up.html 

Cameron, D. (1994). Words, Words Words: The Power of Language. 

In S. Dunant, The War of the Words - The Political 

Correctness Debate. London: Virago Press. 

Chaudhuri, A. (2013, NOV). Auteur Theory and its implications. 

International Journal of Advancements in Research & 

Technology,, 2(11). 

Chomsky, N. (2016, May 17). Chomsky: Today's Republican Party 

is a Candidate for Most Dangerous Organization in Human 

History. Democracy Now. (A. Goodman, Interviewer) 

Retrieved from 

https://www.democracynow.org/2016/5/17/chomsky_todays_rep

ublican_party_is_a 

Chrisafis, A. (2016, January 8). Charlie Hebdo attack: 

mourners in France fear political backlash. Retrieved 

from The Guardian: 

https://www.theguardian.com/world/2015/jan/08/charlie-

hebdo-attack-france-political-backlash 

Cockburn, H. (2017, March 16). Donald Trump travel ban: Second 

federal judge in Maryland blocks parts of revised 

executive order. Retrieved from The Independent: 

http://www.independent.co.uk/news/world/americas/us-

politics/donald-trump-travel-ban-maryland-second-federal-

judge-name-hawaii-block-part-revised-executive-order-

a7632761.html 

Connolly, K. (2016, July 7). Germany toughens rape laws after 

New Year's Eve attacks in Cologne. Retrieved from The 

Guardian: 

https://www.theguardian.com/world/2016/jul/07/german-mps-

back-stricter-rape-laws-after-cologne-attacks 



R o u m a n i  –  P . C .  2 0 1 7  | 41 

 

Curtis, A. (Director). (2016). HyperNormalisation [Motion 

Picture]. 

Darsa, A. (2013, DEC 26). Art House: An Introduction to German 

Expressionist Films. Retrieved from ArtNet News: 

https://news.artnet.com/market/art-house-an-introduction-

to-german-expressionist-films-32845 

Debusmann, B. (2010, February 19). Islam, terror and political 

correctness. Retrieved from Reuters: 

http://blogs.reuters.com/great-debate/2010/02/19/islam-

terror-and-political-correctness/ 

Diamond, J. (2016, June 7). Trump on black supporter: 'Look at 

my African-American over here'. Retrieved from CNN: 

http://edition.cnn.com/2016/06/03/politics/donald-trump-

african-american/ 

Dunant, S. (1994). The War of the Words - The Political 

Correctness Debate. London: Virago. 

Ebert, R. (1999, FEB 5). Payback Movie Review & Film Summary 

(1999). Retrieved from RogerEbert.com: 

http://www.rogerebert.com/reviews/payback-1999 

Edsall, T. B. (2012, February 6). Studies: Conservatives Are 

From Mars, Liberals Are From Venus. Retrieved from The 

Atlantic: 

https://www.theatlantic.com/politics/archive/2012/02/stud

ies-conservatives-are-from-mars-liberals-are-from-

venus/252416/ 

Ehrenreich, B. (1992). The Challenge for the Left. In P. 

Berman, Debating P.C. - The Controversy over Political 

Correctness on College Campuses . New York : Dell 

Publishing. 

Farage, N. (2017, February 22). Nigel Farage: Political 

correctness is put above public safety in Sweden. Lou 

Dobbs Tonight. (L. Dobbs, Interviewer) Retrieved from 

http://video.foxbusiness.com/v/5333338866001/?#sp=show-

clips 

Fish, S. (1992). There’s No Such Thing as Free Speech and It’s 

a Good Thing, Too. In P. Berman, Debating P.C. - The 

Controversy over Political Correctness on College 

Campuses . New York: Dell Publishing. 

Ghaddar, H. (2016, December 14). PostEverything. Retrieved 

from The Washington Post: 

https://www.washingtonpost.com/posteverything/wp/2016/12/



R o u m a n i  –  P . C .  2 0 1 7  | 42 

 

14/stop-calling-the-syrian-conflict-a-civil-war-its-

not/?utm_term=.023a01f705ea 

Golshan, T. (2016, August 28). France's debate over the 

burkini ban, explained. Retrieved from Vox: 

http://www.vox.com/2016/8/25/12623296/france-burkini-ban-

explained 

Gottlieb, S. (1999). Early Hitchcock: The German Influence. 

Hitchcock Annual. 

Gottlieb, S. (2002). Early Hitchcock: The German Influence. In 

C. B. Sidney Gottlieb, Framing Hitchcock: Selected Essay 

from the Hitchcock Annual (pp. 47-48). Wayne State 

University Press. 

Haidt, J. (2008). TED: The moral roots of liberals and 

conservatives. Retrieved from 

https://www.ted.com/talks/jonathan_haidt_on_the_moral_min

d#t-510486 

Hall, S. (1994). Some 'Politically Incorrect' Pathways through 

PC. In S. Dunant, The War of the Words - The Political 

Correctness Debate. London: Virago Press. 

Hall, S. (2000). Diaspora and Visual Culture - Representing 

Africans and Jews. Abingdon: Routledge. 

Hallett, N. (2017, January 17). Muslim Professor: Europe Is 

Crippled by Political Correctness. Retrieved from 

Breitbart: 

http://www.breitbart.com/london/2017/01/17/muslim-

professor-europe-crippled-political-correctness/ 

Hess, A. (2016, July 19). How 'Political Correctness' Went 

From Punch Line to Panic. Retrieved from The New York 

Times: https://www.nytimes.com/2016/07/24/magazine/how-

political-correctness-went-from-punch-line-to-

panic.html?_r=0 

Hillary Clinton. (n.d.). Retrieved from Wikipedia: 

https://en.wikipedia.org/wiki/Hillary_Clinton 

Hitchcock, A. (Director). (1951). Strangers on a Train (8/10) 

Movie CLIP - Borrow Your Neck (1951) HD [Motion Picture]. 

Retrieved from https://youtu.be/FL1acMVcHGo 

Hitchcock, A. (Director). (1954). Rear Window [Motion 

Picture]. Retrieved from https://youtu.be/1Ez6dw3ywcc 

Hitchcock, A. (1963). Hitchcock on Style: An Interview with 

Alfred Hitchcock. Cinema (US). Retrieved from 



R o u m a n i  –  P . C .  2 0 1 7  | 43 

 

https://the.hitchcock.zone/wiki/Cinema_(1963)_-

_Hitchcock_on_Style:_An_Interview_with_Alfred_Hitchcock 

Hitchcock, A. (1964). A Talk with Hitchcock. Telescope. (F. 

Markle, Interviewer) 

Hitchcock, A. (Director). (1976). Runaway Car Scene from 

Hitchcock's "Family Plot" [Motion Picture]. Retrieved 

from https://youtu.be/11aF_pdrivU 

Hitchens, C. (1994). The Fraying of America: A Review of 

Culture of Complaint, Robert Hughes. In S. Dunant, The 

War of Words - The Political Correctness Debate. London: 

Virago Press. 

How Hitchcock Creates Suspense (2017). [Motion Picture]. 

Retrieved from https://youtu.be/s-QVHJDmD6A 

Illing, S. (2016, August 6). Donald Trump and the Tea Party 

myth: Why the GOP is now an identity movement, not a 

political party. Retrieved from Salon: 

http://www.salon.com/2016/08/05/donald-trump-and-the-tea-

party-myth-why-the-gop-is-now-an-identity-movement-not-a-

political-party/?utm_source=twitter&utm_medium=socialflow 

Jacobs, B., & Siddiqui, S. (2016, October 8). Donald Trump 

forced to apologise as sex boast tape horrifies 

Republicans. Retrieved from The Guardian: 

https://www.theguardian.com/us-news/2016/oct/08/donald-

trump-forced-into-apology-as-sex-boast-tape-horrifies-

republicans 

Jardine, L. (1994). Canon to Left of Them, Canon to Right of 

Them. In S. Dunant, The War of the Words - The Political 

Correctness Debate. London: Virago Press. 

Johnston, I. (2016, December 20). Berlin attack: German far-

right leader Frauke Petry attacks call for 'humanity' as 

'political correctness'. Retrieved from 

http://www.independent.co.uk/news/world/europe/berlin-

attack-germany-frauke-petry-afd-far-right-refugees-

response-statement-horror-arrived-facebook-a7486171.html 

Kapsis, R. E. (1989). Reputation Building and the Film Art 

World: The Case of Alfred Hitchcock. The Sociological 

Quarterly, 30(1). Retrieved from URL: 

http://www.jstor.org/stable/4121450 

King, L. (2016, April 13). Larry King: Donald Trump Is Not A 

Racist . MSNBC. Retrieved from 

https://youtu.be/C_knRyu2ol8 



R o u m a n i  –  P . C .  2 0 1 7  | 44 

 

Kirby, T. (Director). (1999). Hitch: Alfred the Great [Motion 

Picture]. 

Kohl, H. (1992, June). Uncommon Differences: On Political 

Correctness, Core Curriculum and Democracy in Education. 

The Lion and the Unicorn, 16(1). 

Krondorfer, B. (2004). MEL GIBSON'S ALTER EGO: A Male Passion 

for Violence. CrossCurrents: The Passion of Cinema: 

Religion, Film, and VisualEthics, 54(1). 

Lee, M., & Moody, C. (2015, September 3). Donald Trump signs 

RNC loyalty pledge. Retrieved from CNN: 

http://edition.cnn.com/2015/09/03/politics/donald-trump-

2016-rnc-pledge-meeting/ 

Lennard, N. (2015, December 27). When courts – and people – 

believe women. Retrieved from Aljazeera America: 

http://america.aljazeera.com/opinions/2015/12/when-

courts--and-people--believe-women.html 

Lennard, N. (2016, January 9). Germany’s bad answer to the 

Cologne attacks. Retrieved from Aljazeera America: 

http://america.aljazeera.com/opinions/2016/1/how-europe-

should-respond-to-the-sexual-assaults-in-cologne.html 

Lombroso, D., & Appelbaum, Y. (2016, November 21). 'Hail 

Trump!': White Nationalists Salute the President-Elect. 

Retrieved from The Atlantic: 

https://www.theatlantic.com/politics/archive/2016/11/rich

ard-spencer-speech-npi/508379/ 

Lyons, M. N. (2003, October). Fragmented Nationalism: Right-

Wing Responses to September 11 in Historical Context. The 

Pennsylvania Magazine of History and Biography, 127(4). 

MacKenzie, S. (2000). ENGLISH HITCHCOCK. A Movie Book by 

Charles Barr. evue Canadienne d'Études cinématographiques 

/ Canadian Journal of Film Studies, 9(1). 

MacKenzie, S. (2000). ENGLISH HITCHCOCK. A Movie Book by 

Charles Barr. Revue Canadienne d'Études 

cinématographiques / Canadian Journal of Film Studies, 

9(1). Retrieved from http://www.jstor.org/stable/24402636 

Macnab, G. (2001, APR 7). Pretentious, nous? Retrieved from 

The Guardian: 

https://www.theguardian.com/film/2001/apr/07/books.guardi

anreview 



R o u m a n i  –  P . C .  2 0 1 7  | 45 

 

Mann, T. E., & Ornstein, N. J. (2013). Finding the Common Good 

in an Era of Dysfunctional Governance. Dædalus, the 

Journal of the American Academy of Arts & Sciences. 

McFadden, R. D. (1991, May 5). Political Correctness: New Bais 

Test? Retrieved from The New York Times: 

http://www.nytimes.com/1991/05/05/us/political-

correctness-new-bias-test.html 

Messer-Davidow, E. (1995). Acting Otherwise. In J. K. 

Cardiner, Provoking Agents - Gender and Agency in Theory 

and Practice. US: University of Illinois Press. 

Moody, C. (2015, July 22). Trump in '04: 'I probably identify 

more as Democrat'. Retrieved from CNN: 

http://edition.cnn.com/2015/07/21/politics/donald-trump-

election-democrat/ 

Nakhleh, E. (2016, September 21). I worked in the CIA under 

Bush. Obama is right to not say "radical Islam.". 

Retrieved from Vox: 

http://www.vox.com/2016/6/28/12046626/phrase-islamic-

radicalism-meaningless-counterproductive 

Newsroom. (2016, June 16). Donald Trump (NY-R-I-D-R-NP-R) Has 

Twice Dumped The GOP, But Remains A Republican At Press 

Time. Retrieved from The Smoking Gun: 

http://www.thesmokinggun.com/buster/donald-trump/donald-

trump-voter-history-567920 

Nolan, L. (2016, November 1). MILO: ‘Men Don’t Give A F*ck 

About Phony Political Correctness Standards’. Retrieved 

from Breitbart: 

http://www.breitbart.com/milo/2016/11/01/milo-men-dont-

give-a-fuck-about-phony-political-correctness-standards/ 

Nolan, L. (2016, October 7). Milo: Even If You’re Acquitted Of 

Rape, Feminists Can Still Ruin Your Life. Retrieved from 

Breitbart: http://www.breitbart.com/milo/2016/10/07/milo-

even-if-youre-acquitted-of-rape-feminists-can-still-ruin-

your-life/ 

Phillips, M. (1994). Illiberal Liberalism . In S. Dunant, The 

War of the Words - The Political Correctness Debate. 

London: Virago Press. 

Puschak, E. (2016, MAR 23). How Alfred Hitchcock Blocks A 

Scene. Retrieved from https://youtu.be/UgnNakO6JZw 

Rampton, J. (2014). Obsession: The dark side of Alfred 

Hitchcock. Retrieved from The Independent: 

http://www.independent.co.uk/arts-



R o u m a n i  –  P . C .  2 0 1 7  | 46 

 

entertainment/films/features/obsession-the-dark-side-of-

alfred-hitchcock-8431033.html 

Richardson, J. E. (2007). Analysing Newspapers. New York: 

Palgrave Macmillan. 

Robey, T. (2015, FEB 19). Five of the greatest long takes in 

history, inspired by Birdman's dazzling one-take 

illusion. Retrieved from The Telegraph: 

http://www.telegraph.co.uk/film/birdman/five-greatest-

long-takes-in-film/ 

Rubin, D. (2017, March 29). Dave Rubin's Political Awakening. 

Reason.com. (A. Manning, & N. Gillespie, Interviewers) 

Retrieved from http://reason.com/reasontv/2017/03/29/a-

civil-conversation-with-dave-rubin 

Rubin, D. (2017, February 6). Why I Left the Left. Retrieved 

from PragerU: https://www.prageru.com/courses/political-

science/why-i-left-left 

Salama, S. (2015, July 20). Experts welcome UAE’s new anti-

hate law. Retrieved from Gulf News: 

http://gulfnews.com/news/uae/government/experts-welcome-

uae-s-new-anti-hate-law-1.1553261 

Saporito, J. (2016, JUN 27). Who were the most famous 

“Hitchcock Blondes”. Retrieved from Screenprism: 

http://screenprism.com/insights/article/what-does-the-

term-hitchcock-blonde-mean-who-were-the-most-famous-and-

what 

Schulte-Hillen, S. (2014, AUG 13). Hitchcock Blondes: From 

Grace Kelly to Tippi Hedren, Celebrating the Director's 

Favorite Screen Sirens. Retrieved from Vogue: 

http://www.vogue.com/article/alfred-hitchcock-blondes-

grace-kelly-platinum-hair-color 

Sciretta, P. (2008, MAY 28). Alfred Hitchcock on How the 

Introduction of Sound Hurt Cinema. Retrieved from 

SlashFilm: http://www.slashfilm.com/alfred-hitchcock-on-

how-the-introduction-of-sound-hurt-cinema/ 

Sehgal, D. (Director). (2003). Living Famously 2003 [Motion 

Picture]. 

Shear, M. D., & Rosenberg, M. (2016, July 22). Released Emails 

Suggest the D.N.C. Derided the Sanders Campaign. 

Retrieved from The New York Times: 

https://www.nytimes.com/2016/07/23/us/politics/dnc-

emails-sanders-clinton.html?_r=0 



R o u m a n i  –  P . C .  2 0 1 7  | 47 

 

Sleeper, J. (2016, November 23). Political Correctness 

Reflects Crises More Than It Causes Them. Retrieved from 

The New York Times: 

http://www.nytimes.com/roomfordebate/2016/11/23/is-

criticism-of-identity-politics-racist-or-long-

overdue/political-correctness-reflects-crises-more-than-

it-causes-them 

Sparrow, J. (2017, March 23). 'Political correctness' has no 

meaning. That's the main appeal. Retrieved from The 

Guardian: 

https://www.theguardian.com/commentisfree/2017/mar/23/pol

itical-correctness-has-no-meaning-thats-the-main-appeal 

Stein, J. (2016, September 15 ). Milo Yiannopoulos Is the 

Pretty, Monstrous Face of the Alt-Right. Retrieved from 

Bloomberg: https://www.bloomberg.com/features/2016-

america-divided/milo-yiannopoulos/ 

Swann, B. (2017, February 1). Reality Check Why The Media's 

Claims That the "Alt Right" are all White Supremacists is 

Wrong. Retrieved from Ben Swann Lives On: 

https://youtu.be/hfOZSogXU9I 

Syal, M. (1994). PC: GLC. In S. Dunant, The War of the Words - 

The Political Correctness Debate. London: Virago Press. 

Taylor, C. (1994). Multiculturalism - Examining the Politics 

of Recognition. New Jersey: Princeton University Press. 

Teachout, T. (2009). The Trouble with Alfred Hitchcock. 

Commentary, 127(2), 43. 

Trump, D. (2015, September 11). Donald Trump Interviews 

Himself In the Mirror. The Tonight Show Starring Jimmy 

Fallon . (J. Fallon, & D. Trump, Interviewers) Retrieved 

from https://youtu.be/c2DgwPG7mAA 

Urbanora. (2007, MAR 11). The silent films of Alfred 

Hitchcock. Retrieved from The Bioscope: 

https://thebioscope.net/2007/03/11/the-silent-films-of-

alfred-hitchcock/ 

WAM, S. (2015, July 20). New UAE law: 10 years' jail for hate 

crimes and discrimination. Retrieved from Gulf News: 

http://gulfnews.com/news/uae/government/new-uae-law-10-

years-jail-for-hate-crimes-and-discrimination-1.1553075 

Weigel, M. (2016, November 30). Political correctness: how the 

right invented a phantom enemy. Retrieved from The 

Guardian: https://www.theguardian.com/us-



R o u m a n i  –  P . C .  2 0 1 7  | 48 

 

news/2016/nov/30/political-correctness-how-the-right-

invented-phantom-enemy-donald-trump 

Wilson, J. (1793). CHISHOLM v. STATE OF GA. Retrieved from 

findlaw.com: http://caselaw.findlaw.com/us-supreme-

court/2/419.html 

Wood, R. (1989). Hitchcock's Films Revisited. New York: 

Colombia University Press. 

Yiannopoulos, M. (2017, February 2017). Milo Yiannopoulos 

Interview. Real Time with Bill Maher (HBO). (B. Maher, 

Interviewer) Retrieved from https://youtu.be/lImHh7fqrQo 

Zoebelein, L. (2006). Political Correctness, French Style. 

European Institute - European Affairs, 7(3-4). Retrieved 

from European Institute: 

https://www.europeaninstitute.org/index.php/39-european-

affairs/fallwinter-2006/154-political-correctness-french-

style 

 

 


