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Abstract

The paper begins by asserting tliat e r r o a Sogahtonstiug based on discourse

from aparticular historical contexaindthatour understanding of terrorism is fashioned

by that discourse It goes on to argue thdilm, as a powerful medm of popular

culture generate meaning of social events and giiédmgoersa feeling of reality film

functions asa secondview onthe world guiding audienceom reelto real. The study

shows how the fortyyear long (196&008) history of IRA terrorism is portrayed

througha selecion of eightfiims,andh e fAar ti cul at i om@réstudiedd Ai nt
empirically throughthe portrayalof terrorism in thesélms. Thediscourse on terrorism

is analyzed in terms of discourse productiviyd thestudyusesFoucaul t 6s gene
to trace the -didhy stRA Yyt @erf r @i sbevthatdliscrsive f i nd
formationsaredisplayed agour different featuresf IRA terrorism constructeby film

languageand textual language. Téedifferent featuregsevealthe discontinuity othe
discoursethat is framed by particular time peried The paperconcludes that IRA
terrorism(and the acts dRA terroristg, asportrayed inthe eightfilms, cannot be seen

as being representative af single unchangingdiscourseand that the films do not
communicatea singlemeaning. Each of the discourses on IRA terrorisnfiormed
separatelyin terms ofboth content and proces®ach discoursgenerate different

images or percé&vableimages of IRA terrorism

Keywords

Terrorism, Discourse Analysis, Film Portrayal, IrRBapublican Army IRA,
The Troubles, Good Friday Agreement
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CHAPTER 1

INTRODUCTION



Introduction

Noonewa born a terrorist, but Aterroristo c
i's that fiterrori s mobasédson discauise fromya partzulas t r u c
hi storical context. Therefore who ®©he pec
changes in accordance with the discourse that exists at a particular moment. To
understand fAterrorismo i s t heéthepgroducteofat o un
system of statemerits comes into being and under what conditions, and how that
discoursegenerates an image for our collective perception. In other words, our

understanding of terrorism is fashioned from discourse.

Having a background in the media industry, particularly film documentaries and TV
commercials, | understand well the effectsneédia in shaping our understanding, our

beliefs and our perception of reality. After all, it is through various types of media that

most of us gain our experience of terrorism and terrorist acts. As a protagonist of
Critical Terrorist Studies, | share théew that media is not merely a reflection of
Aterrorism. 0 CTS schol ars ar g{anstructhtlzet me d
di scourse on fAterrorismdFor exaniple,ronetohayn mer
favourite films on terrorism,The War Withirf, reveals the bitter truth that sometimes

states can wrongly treat, in this case torture, individuals and drive them towards terrorist
radicalization and finally turn to violence, and become terratiStsch a depiction can

have affects tamai wnigewdr Gig eunmderi stmdé and r a

counterterrorism policies and actions.

This thesis is a study of the discourse on terrorism in popular culture, in this case film

portrayal, in_order_to _understand how the concept of IRA terroristhas been

constructed in films from different historical contexts, and thus made visible: and

! See for example, Hiilsse, R.,Spencer, A. (2008). The metaphor of terror: Terrorism studies and the
constructivist turnSecurity Dialogue, 3®), 571 592.

% Cheek, J. (2004). At the margins? Discourse analysis and qualitative regasalitative Health
Research, 1(8), 114G 1150.

3 Jackson, R., Smyth, M. B., & Gunning, J. (Eds.). (20Q®iical terrorism studies: a new research
agendaRoutledge.

4 IMDb (n.d.) The War Within. Retrieved April 25, 2014, from http://www.imdb.com/title/tt0414344/
®Riegler, T. (2010). Through the Lessof Hollywood: depictions of Terrorism in American Movies.
Perspectives on Terrorism(23, 3545




which @erceivable substanéavas generated for the discourse on IRA terrorism in

order to be understood by the general audience

In the study of terrorismmainstream experts seek to objectively study terrorism to gain
knowledge of terrorist organizations mainly in order to identify terrorist threats as well

as to present options for prevention and/or cottiei@orism policies that mostly serve

the benefit & Western superpowefs.Critical Terrorism Studies, however, sees
Aterrorismo as a strategy rather than an
terrorist as individuals and organization are better understood in their own specific
contexts, andn their own words in order to gain-olepth and profound knowledge of
particular terrorist individuals or groups, which might contradict what we feel by
intuition.” However, neither stateentric nor actor (terrorisdentric studies are deemed

appropria¢ for this present study.

CTS sees terrorism as socially constructed in and by discourse; it is a discursive rather
than a material fa&As pointed out by Foucault, discourse is productitieat is, the

di scourse on f@Aterrorirsnmd fptreordruccreissta afctte ror
di scourse categorizes a particular group
iterrorist actso based on the comnmbthaex i nt
contribute to the branding of an action atemorist act, both discourse and discursive

practice. Thus, the primary focus of research on terrorism should be discourse that

|l abels a particular group or individual as:s
only through discourse that terin can truly be understodd.The discourse on

terrorism is precisely the focus of this thesis.

® Riegler, T. (2009):Terrorology": Who analyses and comments on the terrorist thegter
presented at"2 Global Conference, Intellectuals: Knowledge, Power, Ideas, Budapest,-MayURL:
http://www.InterDisciplinary.net [September 20,2010].

"Post, J., Sprinzak, E., & Denny, L. (2003). The terrorists in their own words: Interviews with 35
incarcerated Midle Eastern terrorist3.errorism and political Violence, {5), 171184.

8 |bid, Hillsse & Spencer, 2008

°Kendall, G., & Wickham, G. (1999Vsing Foucault's method$housand Oaks: Sage.

% Diaz-Bone, R., Bilhrmann, A. D., Gutiérrez Rodriguez, E., Schneider, W., Kendall, G., & Tirado, F.
(2008) The Field of Foucaultian Discourse Analysis: Structures, Developments and Perspectives.
Historical Social Research, @3, pp. #28.

Ypid, Hillsse an®pencer, 2008.




In the world of politics guided by discourses, media play an undeniably significant role.

In the past decade, especially pSsptember 11, media has gaimadmentum in the

field of international security studies. It is not only because media helps shape the
popular understanding of securitglated issues but also because it can affect policy
changes. In a special issuefoSecur i t yo rDi fad e aumelitarizatoraand

visual culture in the worlds of peSt/ 11, 06 t he volumebds guest e
and Michael Shapiro, lead us to see the power of images in visualdnfédiavideo,
photography, art, painting, video gardethat goes beyond refttion of the real. The

power of images can mediate complex social relations. And in terms of security, images

can actually change the practices of securitization and militariz&tion.

This thesis studiestilei s cour s e o n thirdughAlm poetayalso The ssudyo

will present how the fortyear long history of IRA terrorism (thity ear s o f ATl
Tr oub !l e-38988] 4nd tency8ars after the Good Friday Agreement [2998]) is

portrayed in popular films. | will engage with the study following diezourse analysis
framework laid out by Jennifer Milliken in her article entitt€égdT he st udy of di
i n international rel ations: a discouisd onqu e O
terrorism in this study will be analyzed in terms of discourseymtvity, meaning the
operationalizati on of a'® Twa massibteu rhethods, fir e g i
Aarticulationo of cultural raw material s ¢
be empirically studied through portrayals of discourse on IBAotism in popular

films. I will use film language, which entails not only visual and textual language but a

holistic representation of reality. Discussion on the study of film in IR will be presented

later on in this chapter. For the practice of disceursor i n Mi |l Il i kenbés wo
practi cwioll| use Foucaultds geneal ogy as a
day | RA {°&hisrstudyilosks atéthe ongoing regime of practice, rules and

power that affect discour8ediscursive formatns.

12 Campbell, D., & Shapiro, M. J. (2007). Guest Editors' IntroducSemurity Dialogue, 3@), 13+137.
3 Milliken, J. (1999). The study of discourse in international relations: a critique of research and
methodsEuropean journal of inteational relations, ®), 225254.

*bid, Milliken, 1999

'*|bid, Kendall & Wickham, 1999




By studying film portrayals of Al RA terro
argue that states, regardless of their legal authority, do not have exclusive power to
construct discourse on terrorism, as discourse operates outside the réadnioomat

legal authority of states, but rather operates in society as a whole. This study will
demonstrate how film as a cultural artifact contributes to the formation of discourse on
terrorismi in this case with respect to the IRA. Nevertheless, fitkens and state

leaders alike operate in a world where different discourses intersect. The discourse on
Afstate sovereigntyo and Athe state as a
fil mmakersdé perceptions and mpearless,agpumd s of
their ideas on the statedos dnofficial di sc

some criticism of the role of the state.

ATerrorismd as a soci al construction can
discourse, | expédo find discontinuities in the historical context of IRA terrorism as
Foucaultdés geneal ogy | eads us to believe
look for contingencies that cause such ruptures. | will use the historical development of
IRA as abenchmark for referencing changes in discourse on IRA terrorism as portrayed

in the films.

Research gap

Studies on terrorism are mostly conducted at the fr@smacrelevel such as terrorist
typologies'® organizational life cycley’ organizational evolution, and the terrorist
mindset'® Most importantly, a close network of think tanks, government officials and
organizations, private security firms, as well as intelligence, military, and foreign policy
agencied a fAt er r or isTimomasnRiegles talisditivas dominated the study

of terrorism in the Western world, in both America and EurdpEhese sealled

' Ganor, B. (2004). Terrorism as a Strategy of Psychological Warfare. Journal of Aggression,
Maltreatment &Trauma,(3-2), 33 43.

"Smith, C. J., and Picarelli, 2q08). Terrorism: Where Are We Todalyfernational Journal of
Comparative and Applied Criminal Justice(BR 1i 8.

18 Hoffman, B. (2006)Inside TerrorismNew York: Columbia University Press.

% |bid, Riegler 2009




experts have profound influence on the pu
of respectable researchers as welhigtranking policy makers. Their works, though

biased and stateentric, has been reproduced with little further investigatiand has
resulted in a significant | ack of underst
agenda. This thesis aims tt this gap by focusing its study of discourse on terrorism
outside the Aterrorism i nduslevelyindividuaind f i r

level' terrorism, and terrorists as the human beingdtibgtare

Approach taken by the study

The study of terrorism has grown and changed significantly since the September 11
terrorist attacks.Though the study of terrorism has grown dramatically in the past
decade both in terms of depth and breadth of the $tushginstream terrorism study
continues its tradition in the quest for the definition and causation of terrorism as well as
effective responses to acts of terrorism, which makes it an exemplar of prediieny

theory?? The problem of such an approach asedoby Lee Jarvis, is that it takes an
Nfessentiali st conception of terrorism as
that is the actions of nestate actors against innocent civiligisin this light,
mainstream terrorism studies does not leaveraasn for the process of construction of

terrorism.

This thesis, therefore, adopts a Critical Terrorism Studies (CTS) approach in light of its
focus on fAdiscourse on terrorismo which e
discourse and its comaction?* What | share with CTS scholars is their ontological
standpoint regarding the nat urdeasochlfaitt er r ot

produced in and by discourse. There is no rigid, concrete, unchangeable feature of

% bid, Riegler, 2009

“Horgan,J., & oyl e, M. J. (2008). A c aeticchQtumiesrost 6cr i ti c
Terrorism, 11), 51-64.

22 Jarvis, L. (2009). The spaces and faces of critical terrorism st&tiesrity dialogue, 40), 5-27; See

also Gunning, J. (2007). A Case fant€al Terrorism StudiesZovernment and Opposition, @&, 363

393.

2 |bid, Jarvis, 2009, p. 145

*|bid, Jackson et. al., 2009; Ibid, Jarvis, 2009




terrorism,sothere s no fi xed description of a dndter
the study of terrorism, therefore, not only allows us to explore the construction of
Aterrorismo, but al so enables us to inve
CTS, thus, éads us to a more profound understanding of terrorism, which, inwtilirn,

lead us to more effective problesalving?® In summary, althougthere has been some
skepticism about CTS6s innovation a*hd cont
itdoesof f er a new per spect i’\aed aoaiternativeeapproaan c e p t

to engaging with the study of terrorism at various leffels.

As a subset of Critical Theory, CTS urges scholars to be skeptical towards the existing
body of knowledge, which tks awareness of its own bias and subjectivity. Researchers
should, rather, be aware of their own bias and that of the people they study, and be
sensitive towards the issue of povkeowledge. CTS seeks to transfer authority to the
voice of the terroristand to reflect their thoughts and concerns as this will liberate us
from the confines of univocal statentred knowledge of terrorism. CTS scholars
practice an actebased approach to the study of terrorism in the hope of gaining an
understanding of indidual motivations, attitudes, and personal experience, and how

these factors influence the journey towards becoming a tefforist.

As a product of social construction, terrorism is like an amorphous figure that we cannot
really pinpoint or explain withoutacing certain challenges. It feels as though terrorists
are all around us, but are they really? Few of us have direct experience of terrorism.
What we learn or have communicated to us about terrorism comes through discourse via

various means and practs;dilm included.

This study utilizes thgortrayal of discourse on terrorism in popular filnmsorder to
analyze how fAterrorismo is portrayed in |

different time frames and soemlitical contexts in the realavld. It uses linguistic and

> |bid, Jarvis, 2009

% |bid, Horgan & Boyle, 2008

" Blakeley, R. (2008). The elephant in the room: poese to John Horgan and Michael J. Boyle.
Critical Studies on Terrorism(2), 153165.

*8 |bid, Jackson et. al. 2009; Ibid, Jarvis, 2009

# |bid, Jackson et. al., 2009




visual discourse analysis to uncover how the idea of terrorism has been constructed for
popular audiences, and analyzes whether the concept of terrorism and the acts of
terrorists portrayed in flms have changed over timeather, there has been continuity

in the perception regarding terrorism in popular media culturdéilm in particular.

Film in IR and the study of discourse

For CTS scholars, terrorism is socially constructed, and it can be constructed through
various means especially cultural products of the arts and media. According to
Edelman, art provides the images we need in order to make sense of the political world,
meaning our perception of politics emanates from the stories and images our brains
colleda from films, books, paintings, and from the events as recreated on TV, rather than
from direct observation or participatidhin other words, the images we collect help to
construct our interpretation and understanding of the world in which wé'IRepuar
cultural media, such as films, are increasingly recognized as an important factor in the
production of political discourse, history, and menibrgs they draw upon and
reproduce a shared social discourse about terrorism in the social and culturagsoces

from which o6terr®rismé is constructed.

Films, or motion pictures, are a wonderful human creation. Not only are they highly
entertaining, they can also construct and reflect the world in which we live. Films have,
however, been undettilized in the tudy of international relations and international
security>® Holden investigates the usefulness of films in the study of IR but with
somewhat disappointing results. Although aesthetic IR, including cinematic analysis,
falls into the same category as calidR, its critical capabilities have been constantly

guestioned. It has also been questioned whether it has anything to do with IR at all;

% Edelman, M. (1996)Erom art to politics: How artistic creations shape politamaiceptionsChicago:
University of Chicago Press.

31 Swimelar, S. (2013). Visualizing International Relations: Assessing Student Learning Through Film.
International Studies Perspectives(1)4 14 38.

%2 philpott, S., and Mutimer, D. (2009). The Unitedt8saof Amnesia: US foreign policy and the
recurrence of innocenc€ambridge Review of International Affairs, (22, 301 317.

% |bid, Jackson, et. al., 2009.

% Dodds, K. (2008a). Hollywood and the Popular Geopolitics of the War on T&hiod. World

Quarerly, 298), 1621 1637.




skeptics see it making no concrete or original contribution to the*field.

Dodds, however, observes that over thstgen years the volume of literature and the
number of studies relating to film and international relations has increased, even if the
intellectual focus has been diverse, ranging from representational analyses of particular
events and processes to sagdithat explore how filmic contexts might be used to
illuminate foundational theories in IR, such as realism, idealism, and social

constructivisnt®

As for scholarly works, some academics perform the thematic analysis of films as
reflections of the real wtd.®’ For some others, such as policy makers, and even
filmgoers, films can be used as a vehicle for settling and making sense of otherwise
contested foreign and security policies.
space wher e 0 c o rouglobal @aliteseahd histdrg ares (re@duced

and where stories about what is acceptable behavior from states and individuals are
natural i zed 3% Thd mdstepgwerfui exeanple would be pSsptember

11, when films related to patriotism, difalist values of freedom and liberty, terrorism,

and morality in international politics have been widely used to mobilize public support

and construct and promote the righteousness of American political Values.

Cynthia Weber argues very strongly that fns and Oi maginariesb®o
construct official and popular discourse relating to international relations and
international politics, such as in the f
official rendition), traditional US moralities aremfirmed in this cinematic space; at

ot her ti mes, they are confounded there. o
attacks, she continues; Apopul ar and of fi

this space to enable the production, reproducaod, transformation of ev@merging

% Holden, G. (2010). World Politics, World Literature, World Cine@#obal Society, 2¢8), 381400.

*® Ibid, Dodds, 2008a

%" Ibid, Dodds, 2008a.

% As cited in Dodds, 2008a, p. 1621; see also Weber, C. (2005). Securitising theciousrihe Bush
doctrine of preemption and Minority RepaBeopolitics, 1(3), 482 499.

% |bid, Dodds, 2008a; Ibid, Weber, 2005; Weber, C. (2006agining America at war: Morality, politics
and film. New York, NY: Routledge.
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US individual, national ,* Shefdels ithattAmericaat i o n ¢
national identitymorality, politics, and US foreign policy, as portrayed in gt
cinema, are foundedamnetbhandon h®ptt hafmanh ¢

Weberds work makes a significant contri bu
not only of the power of films in the stu
and its subjectivit okelstérnatierel Reldtiangy MheorynA her
Critical Introduction Weber strongly believes that films, with their trajectory power,
successfully demonstrate how dApolitics, p
and how the culture of IR theory mightpeo | i t i cal | y?Asedwitica iRt r uct e
theorist, Weber not only sees that the world is made of facts and stories, but also sees
how such facts and stories are told. We, then, must be able to interpret not just the facts

but the organization of thadts; which films do very well.

Another problem with film relates to questions concerning its accuracy. How can the
audience know if the story narrated in a
narratives can deviate from reality. As Engertl Spencer argue, historical depiction in

films does not always adhere to historical events, which leaves the audiences a choice:
either to doubt its veracity, or to believe that the history portrayed in the film represents

the only accurate accouffit.

Conducting the research

Taking a Critical Terrorist Studies (CTS) approach, this research will investigate a
di scourse of AIRA terrorismo -d4998/Fandghet he t |

“%Ibid, Weber, 2006, p. 4.

“!|bid, Weber, 2006; Straw, M. (2008). Traumatized masculinity and American national identity in

Hollywood's Gulf WarNew Cinemas: Journal of Contemporary Filr{2)6 1271 143.

*|bid, Swimelar, 2013.

“3|bid, Webber, 2013, p. XXV.

“**|bid, Kuzma & Haney, 20D,

“AThe Troublesodo refers to a violent conflict betwe
minority in Northern Ireland. The Troubles began with a civil rights march in Londonderry on 5 October

1968 and concluded with the Good Friday Agneat on 10 April 1998. During the thiryear conflict,
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transitional period after the Good Friday Agreement (12Q@). This research is a
critical analysis of IRA terrorism, past and present, although only indirectly as it is a

study of discourse in film portrayals.

I will start engaging in the study of discourse by using historical records of IRA
terrorism as a chronological reference for discourse portrayed in films as well as to see
if there is any record of changes in the evolution of IRA terrorism such as its
organizational character. | will then review selected films, in pairs based on the period
in which they set. | intentionally use two films in search of a common portrayal of
discourse on IRA terrorism at a particular period of time in order to make susithat

a portrayal is a not merely the portrayal of a single film. However, with the limit of time

and access to materials, | am unable to explore more than two films per time period.

Using Millikenbs guidelines, aractechat thé y si s
productivity and practice of discourse on IRA terrorism portrayed in these films. Film

| anguage wil |l be used to analyze how the
words, to create meaning from moving images on film based on whatsgevelin a

filmd mise en sceneproduction design, framing, camera movement, lighting, sound

and music, and editing. In other words, all of these elements help construct what a film

is portraying and what its recognizable objects are.

For theinvestigation of discourse productivity, film portrayals will be analyzed. Film,

as a cultural artefact and a form of entertainment, is an important and effective means of
producing discourse and reproducing the common sense held within a society. For
dismurse analysis, it is to examine how film renders sensible and legitimate actions of a
particular state. Discourse analysis challenges common sense that legitimizes discursive
authority®® 1 n Foucault ds words, At he probl em
consciouses® wh at 6 s i nd butkhe politicalh ec@dnsc, institutional regime

of the prodliction of truth.od

more than 3,600 lost their lives and 50,000 injured. For more detail, see
http://www.bbc.co.uk/history/troubles

*®Ibid, Milliken, 1999

4" Foucault, M. (1980Power/Knowledge: Selected Interviews @diher Writings 19721977 New
York: Pantheon Books as cited in Hansen, 1999, p. 383
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For an analysis of the practice of discol
Foucaultdés geneal ogy methodyt of crihtei cparlelsy
order to study how a discourse on dd RA te
system of discursive formations that are discontinuous with one arfbtenealogy is
a method that illustrates that things are not as obviousdselieve. It is a method that

makes what has been taken for granted the centre of att&htion.

Using Foucauldian discourse analysis, | will investigate how the objects of the discourse

Al RA terrorismo become for med, ontohl®A i s,
terrorists in film portrayals. In other words, who is the IRA terrorist, and how is the
organization seen and perceived in each historical context? From a chronological
observation that refers to a masta@diRANnarr at
terrorism can be categorized into four di
look for recognizable objec® whi c h I call ipedrot the vabl e
discourse on IRA terrorism constructed through statements, in this case, ffitayais.

Perceivable substances generated by a particular pair of films represent the perceptions

of IRA terrorism in a specific historical context. Perceivable substances relevant to a

themé® and which have a single thematic conéemi | | be cant £.do Almo n
ot her words, any perceivable substance out
the analysis.

Monuments from a single theme reflect discourse on IRA terrorism from each time
period | ike a fisnapshot 0 o fempgricadlycaoalyzed e . Th
using film theory/language to reveal how discourse is constructed and generated.
Foucaultdés geneal ogy method wil/ be wused
itself in the history of IRA terrorism and what would be the conditiamschange or
discontinuity would be over time. The analytical framework for this study is

summarized in a diagram that follows.

*®bid, Milliken, 1999

“Salter, M. B. (2013). #flntr oducResearchdethiodsinSal ter, M
Critical Security Studies: An IntroductioNlew York: Routledge

¥ Graham, L. J. (2005Discourse analysis and the critical use of Fouc®alper presented at Australian

Association for Research in Education 2005 Annual Conference, Sydney, Novenibecé&viber 1.
http://eprints.qut.edu.au/2689
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Discourse
o IRA
Terrorism

o—0+— 0
Articuletion Papuler Culture  Interpellesticn

Film Portroyols

:

Filrm Theary

Theoretical
Analysis

o

—— Foucoult’s Genealogy Method ——

Themel [ ) ( ) Morumrents

) Morsments

Perceivold Substonces B

) Marumems

£ ) Moruments

. Empirical Study
+of Film Portrayals

But before | proceed, there are certain points | need to make clear with respect to, first,

why | will be using popular filrm and secondly, why | will be focusing on the terrorism

carri

ed out

Popular Film

by

the I rish Republilgdd)n

Ar my

The answer to the first question is threefold: its effectiveness as a means of political

communication; its accessibility; and its configuration and structure as an object of

study.

(
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Firstly, film, being both art and media, demonstrates the nature of the real world; it is an
effective means for political communicatidrand the creation of st meaning. Film

creates mechanisms of affection and perceptual participation in the audience that appeal

i mpul sively to a sense of bel i ef; fil m,
6 bel i &tebnhie adéantage of film is the movement (films, afeer all, also
called 6moviesd), which offers a very str

erases the perception of tirdestance, thus providing a feeling of presence and
realness® The realness of a motion picture, moreover, helps facilitdte t

communication of a difficult messagé.

Even surreal or fantasy films, in which the audience recognizes their unreality, gives a
very realistic feeling to unreality. Their aesthetic quality also contributes to the

convincing power of films, as this isakic human psychology.All of these attributes

of film make it a very powerful mechanism and evidence suggests that viewing films

can also influence social attitud®s.

Secondly, unlike other art forms, films target and reach large audiences (films are
considered to be mass media). They are abl
6presenced and 6proximityd ur Yldosnemdvies gene
in other formats such as CD or DVD make them even more accessible and cheap. High
profile awardwinning commercial films are among the most visible artefacts of popular
cultured millions see them each yedrSome films are more commercially successful

than others, but with their accessibility, films provide opportunities for peoplatichw

and reflect upon contemporary international polititds discussed above, films help

us to understand international phenomena of which we rarely have any direct

*LEngert S., and Spencer, A. (2009). International relations at the movies: Teaching and learning about
international politics through film. Perspectiv&eview of International Affairs(1), 83 103.

2 Metz, C. (1974)Film language: A semiotics of the cinen@hicago: University of Chicago Press.
> |bid, Metz, 1974.

¥ Cowen, P. S. (1984). Film and text: Order effects in recall and social infer&@es3, 373), 131 144.
> |bid, Metz, 1974.

% Sapran, S. (1998). Disability portrayal in film: Reflecting the pdisecting the futureExceptional
Children, 642), 227 238.

>’ |bid, Metz, 1974.

%8 |bid, Sapran, 1998.

9 A Light, (2001).Reel ArgumentsBoulder, CO: Westview.
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experience, such as wars, terrorism, or foreign pé&ficy.

Lastly, as an object of studfi/m consists of five preexisting forms of expression
including image, speech, music, sound, and written maféwdll.of these components
enable film to generate the meaning of social events and give filmgoers the feeling of
reality. Thus, film has &ertain configuration, certain fixed structures and figures that

enable a researcher to produce an empirical and systematic study.

Cinematic stories and characters are part of discursive practices through which the
discourse on terrorism has been cors&d® Studying depictions in films, therefore,

provides an interesting insight into how t
portrayed. I n other words, how fidi scour se
generated.

The discourse on IRAterrorism

The second question concerns the justifice

Terrorist organizations have a natural cycle that is no different from other organizations:
birth, growth, peak, decline, and de&ttn this cycle, terrorist orgamations depend,

for their sustainability, on the recruitment of new members in order to maintain growth
and developmer§t Individuals are familiarized with terrorist ideology and socialized
through family, peers, community, and schools; those recruitetlaamed; finally they

are prepared for carrying out their assigned t&SE'S strongly believes that to fully

understand terrorism, we must place it in the historical, political, social and cultural

% bid, Light, 2001.

®! |bid, Metz, 1974.

®2|bid, DiazBone, et. al., 2008.

% phillips, P. J. (11). The Life Cycle of Terrorist Organizatiomsternational Advances in Economic
Research, 1(4), 369 385.

% Crenshaw, M. (1981). The Causes of Terrori€mmparative Politics, 18), 379 399; Ibid, Hoffman,
2006.

%% |bid, Smith & Picarelli, 2008.
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context in which it occur®

IRA terrorism is aperfect case for this particular study. Not only has it taken place

within our own lifetime, it has progressed to the end of the cycle. The Good Friday
Agreement signed with the British government on April 12, 1998, marked the official
Obeginni g dfort teheen RA. De fact o, however
ended: the peace process and integration process is still a work in progress; and violent
offshoots such as The Real IRA and The Continuity IRA were formed as they oppose

t he | RA 6t®n iptherceasefiré gndathe peace proéss.

From a theoretical perspective, IRA terrorism gives us an opportunity to study the

di scourse on terrorism in differ-peade per.i
processao. The f etyofitheistudytane affeated bytthe danguage a | i
barrier and the availability of popular films. Discourse analysis deals largely, though not
exclusively, with language in its cultural context, so attempting discourse analysis of
films in incomprehensible forgh languages would be little short of a suicide mission.
Choosing the IRA is therefore a logical decision as the Irish speak English, albeit with a
different dialect and vocabulary. Most importantly, there is a sufficient number of films
aboutthe IRAcovei ng t he peri od o fil998),¢hatds,TwitretheTr ou b
exception of the posBood Friday Agreement era. This gave me the opportunity to
review most of the films and make a careful selection of those films to use in this
study®® At the same the, the fact that IRA terrorism is a recent phenomenon means
information is readily available, especially the historical context, which is crucial in
CTS.

% |bid, Jackson et. al., 2009

®” National Consortium for the Study of Terrorism and Responses to Terrorism. {ermoxist
Organization Profile: Irish Republican Army (IRARetrieved April 27, 2014, from
http://www.start.umd.edu/tops/ terrorist_organiaat profile.asp?id=55

% For a complete lists of films featuring the IRA, see Appendix A
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Justification for film selection

This study deals with portrayals tRA terrorism in popular films. Thus, two main
criteria are 6the main plot either concer
as the main characters6 and the O&édpopul ari
measured by the profile of the director, the lead actorefses, awards received, and
recognition among peers in the film industry. Gross earnings will not be taken into
account as a number of IR#&lated movies had a limited release in cinemas. High

profile directors, actors, and actresses, however, can aotagsets and help to
popularize the film.

The third criterion is access. All films selected must be on general release and available

on the market. In fact, a film's availability can also be seen as an indicator of its
popularity. Unpopular films areot likely to be released in home entertainment format

(CD, DVD). And, since a researcher has limited access to VHS players, films that are

not in CD or DVD format will not be included in the selection. The last criterion
concerns the time period coveredi t he study, that is, the t
1968 to 1998. Put together, the films selected should cover this-ykatyperiod and

should not focus on a particular time within that period.

A full list of films about the Troubles is posted the Northern Ireland Conflict Studies

website, CAIN (Conflict Archive on the Internet). Out of the 42 films listed on the

CAIN website, 8 that fitted the above criteria were chosen. The result is shown in the
Table 1°°Some fil ms, suchHZ®&, 6Wéiree Boxter e lamdt &
are so many films about the same event (Bloody Sunday and the hunger strike) in the

hi story of I RA terrorism; or were films pl
Name of the Fathero6 g@gnGabmdbeaBoxéBbecalkbTaet

I't is very important to note that two of
00Omagho, are about the peace process i n

Agreement. | chose these two films in order to see how the discourse on IRA terrorism

%9 See Appendix A for both lists
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has been portrayed at the dawn of 1i1ts org
Heavenod, although it does not feature IR
Volunteer Forces (UVF), was chosen intentionally. Other films from the same period,
0l RAng of Nothingd and 6Johnny Wasb6, were
IRA after the peace process.
Table 1: List of selected films
No. Title Director Notable cast Summary Releaseq Setting
1 |Bloody Paul Greengrass|James Nesbit |Depiction ofthe 1972 2002 | Television
Sunday Bloody Sunday film
massacre. 1972
2 |In the Name |Jim Sheridan Daniel Day Based on the real life 1993 1975
of the Father Lewis, Guildford Four, father
Pete and son are falsely
Postlethwaite |imprisoned as IRA
members accused of
committingthe
Guildford pub bombing
3 |Hunger Steve McQueen [Stuart Graham |Depiction of the Bobby| 2008 1981
Laine Megaw |Sands during the 1981
Irish hunger strike.
4 |Fifty Dead |Kari Skogland |Ben Kingsley |A loose adaptation of 2008 (19881991
Men Walking Rose McGowan|Martin McGartland's
Jim Sturgess {1997 autobiography of
the same name.
5 |The Crying |[Neil Jordan Stephen Rea | A British soldier is 1992 1992
Game kidnapped by IRA
terrorists. He befriends
one of his captors, who
is drawn into the
soldier's world.
6 |Shadow James Marsh  |Clive Owen An IRA member is 2012 1993
Dancer turned into an informer
for the British, to protec
her son
7 |Omagh Pete Travis Gerard McSorley An examination of the | 2004 | Television
aftermath of the 1998 film
Real IRA bombing that 19982005
killed 29 people in
Omagh, Northern
Ireland.
8 |Five Minutes|Oliver Liam Neeson |A reconciliation is 2009 2008
of Heaven [Hirschbiegel attempted after 33 year



http://www.imdb.com/name/nm0002565/?ref_=tt_ov_st
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These films will be carefully viewed in order to see how the discourse on IRA terrorism

is portrayed in each film.

The eight films will be paired based on shared characteristics in terms of their portrayals

of the discourse on IRA terrorism through the thyrear period between1968 and 1998.

The pairs are: 0Bl oody Sundayd (1972) an
OHunger6 (1981) and OFifty Dead Men Wal ki1
60Shadow Dancer 66 (1993), (2008)adn & FG @Qmea dgvh & u(t 126%9

Structure of the thesis

The thesis is structured as follows. In the following chapteii|l ldgcuss the theories,
approaches, and methodology used to tackle this research in more detail. Frameworks

for the analysis of discourse will be presentadhis chapter, | will also provide a brief
description of film theory in order to familiarizeaders with terminology used in the

analysis of film language used inthe filmlksoucaul t 6s geneal ogy wi l
will be used as a method for scrutinizing the historical context of the discourse on IRA
terrorism, and its continuities and distionities Then will follow a chapter giving a
brief description of the historical backg

(19681998) up to the peace process after the Good Friday Agreement.

The next four chapters offer an analysis of how dilhave portrayed IRA terrorism:

eight films will be presented in four pairs according to the themes they share. Each pair
will be analyzed in detail using film theory as the main analytical tool. The next chapter,

a summary of findings, will present an angs i s of the findings
genealogy in order to answer the research question (and some points beyond the scope
of the research question but which the researcher found interesting and worth
discussing. The final chapter will present the conchs and the recommendations for

further research.



CHAPTER 2

THEORETICAL AND METHODOLOGICAL
FRAMEWORK

20
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Theoretical and Methodological Framework

«--Once you want to free your mind
about a concept of harmony and music being correct,
you can do whatever you want.

So nobody told me what to do and there was no preconception of what to do --- -

©Egme gm ~ wDaKPupknRaedpnt Access Memories
4 Grammy Awards Winner 2013

When the duo 'Daft Punk' performed their awaidning song oft he year , i C
Luckyo, the Staple Stadium became a dance
getting up and dancing. But to see members of the Bea8esPaul McCartney and

Ringo Starr and the | at e doXhelsame wasmderdoan 6 s Wi
surprise®Why ? 1t is because we have a o6preconoc

enjoy dance/electronica music.

0 Winter, K. (2014, January 26). Daft Punk and Stevie Wonder Lead Funky Disco-Sipath
GrammysRolling Stone MusicRetrieved from http://www.rollingstone.com
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In a previous chapter, | introduced my research @pihe study of the discourse on

IRA terrorism through its portrayal in popular film. | realize that for thdmged and
problemsolving scholars in International Relations, especially International i8ecur
Studies, this kind of topic can be seen as disturbing oranademic; | have already
demonstrated how this research topic situates itself among and communicates with other
studies, especially in the stileld of terrorism studies. In this chapter livélaborate on

the theoretical foundations of the research and on how | designed that research.

Before | start, | would like to ask youfof r ee your mind of the ¢
and Ot heoryo6 dbe ghakof thigreseanch is & gamor® knowledge

regarding terrorism, to introduce new perspectives in understanding terrorism, and
humbly to hope to emancipate us from our -galfosed boundaries in terms of
knowledge and enquiry. For critical scholars, emancipation is not an end firbitsel

continuous process of struggle and critigtB.y t he same token, Fouc
as fAcritical ontol ogy of ourselveso urge
I

necessary, o0 which | eads wus to tesworkt he 0
carried out by ourselvéds upon ourselves ac

The study of discourse in International Relations

Discourse analysis has been used by scholars in many fields, including sociology, social
history, political science, social psychologydagven distant relatives of social science
such as accountin@:it is certainly no longer restricted to linguistics or other language
related sciences. Discourse is a social practice that constitutes the socia@ aorld
system of statements or enunciatioimsother words, discourse is perceived as social

structure, and discursive practice as social practice. It is an embedded connection of

" |bid, Jackson et. al., 2009.

“Foucault, M. (1984). HfAWhat i EBheonchuitBdadedew veknt 20 i n
Pantheon, as cited in Kendall and Wickham, 1999, p. 30.

3 Armstrong, P. (1994)The influence of Michel Foucault on accounting reseaEctiical Perspectives

on Accounting, §1), 2555.
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textual and social processes that influence the way we think and act in a specific context

in the contemporary worlf.

In the field of International Relations, discourse analysis has become more popular and
recognizable among ndraditional scholars from postructuralism to posnodernism

and social constructivism, yet not without a certain degree of skepticism.uBeco

analysis as a critical reflexive approach is often seen to lack theoretical rigour, and also

to lack relevance in the world of real politics. In his review of the development of
security studies, Stephen M. Walt expresses his concern that interhagiomaty is far

too serious a matt er -indulgent dstoyrse that is iligorcgudr o | i »
from the 'Peeading asitcal lsctialars and discourse analysts in IR and

I nternational Security Studies do not s h
response to Walt illustrates the crucial contribution discourse analysis makes to
International Security Studies #fe postCold War era in terms of both theoretical
development and policy recommendations. Fundamentally, discourse analysts disagree
with the brand of scientific theory that has dominated the study of IR, critically examine

what the scientific perspectiveakes for granted, and challenge the superiority of
scientific law over historically sensitive analyéis.

A study of discourse in international relations is heavily influenced by the works of

Mi c hel Foucault. According t ppacticBso thata u | t ,
systematically form t Ké&isvebjmpatanttodmphadize c h t |
that to Foucault, discourse is not simply made up of words or signs about an object, but

is about practices that make statements and decisions aboetdbjests possible.
Therefore, Foucauldian discourse analysis searches for practices that make it possible to
speak about a common objéttn the case of this study, about IRA terrorism.

" bid. Milliken. 1999

Swalt, S. M. (1991). The renaissance of security stuttiéstnational Studies Quarterl11-239.

®Hansen, L. (1997). Aase for seduction? Evaluating the poststructuralist conceptualization of security.
Cooperation and Conflict, $2), 369397.

" Foucault, M. (1972). Archaeology of knowledge and the discourse on language, trans. A.M. Sheridan

Smith. New York: Vintage. As i t ed i n Mutl u, C. E. and Salter, M.

I ntroductiono i n Sal t eReseard¥ Metlidds ineCritidal Sdeutity StudiesCA\n E. ( e
Introduction New York: Routledge, p. 5.

" Ibid, Mutlu & Salter, 2013.
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Following the footsteps of leading discourse analysts such as [Zadpbell’®
Roxanne Lynn Dot{° Jennifer Milliken®! Ole Waevef? and Lene Hanseff,Rai ner
H¢l sse and Al %Iim raleauldiaB gisequrseeanalysis suitable for this
particular study for two reasons: its nelite centred approach and its geoegsl
method.

Discourse as practice constitutes actors, and structures what they can meaningfully say
or do. Actors, therefore, have very limited agency. In other words, actors cannot control
discourse for their own use. Rather than being at liberty tavosgs intentionally and
manipulate discourse to further their own purposes, these actors are themselves an
integral part of discourses that leave them little room for individu®litys states

(through their leaders), policy makers and officials do netate in a vacuum, they are

also products of discourses and their historical contexts. In this study of the discourse on
IRA terrorism as portrayed in popular films | hope to see how discourse is constructed
and how it fashions itself in popular culturat Ft her mor e, Foucaultds
me to investigate how the discourse on IRA terrorism was formed in a particular time

and how it changes over time.

9 Campbel) D. (1998) Writing security: United States foreign policy and the politics of identity
University of Minnesota Press.

8 Doty, R. L. (1993). Foreign policy as social construction: a-posttivist analysis of US
counterinsurgency policy in the PhilipgisiInternational Studies Quatrterly, 37 (2p7320.

*! Ibid, Milliken, 1999

#Wpver, O. (2004) o6Discursive approachesd, in Euro
Oxford University Press, Oxford, pp. I9715.

8 Hansen, L. (2013)Security & practice: discourse analysis and the Bosnian Rautledge.

8 |bid, Hillsse & Spencer, 2008; Spencer, A. (2012). The social construction of terrorism: media,
metaphors and policy implication®ournal of International Relations and Developmeni3),393-419.
% |bid, Hiilsse & Spencer, 2008
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Discourse analysis as a research method

Like any other discipline utilizing discourse analy$iswever, there has been a serious
lack of rigorous research in IR discourse analysis. This is no accident but is because of
epistemological and methodological differences between mainstream scholars and
discourse analysts. Researchers adopt critical theamtydiscourse analysis in order to
rebut the mainstream obsession with scientific modes of inffulgvertheless, a lack

of research methodology causes some disadvantages for protagonists of discourse
analysis as they deliberately limit themselves witthieir own realm of analysis and
disregard methods that may be useful for broadening their analysis and, therefore, their

knowledge®’

Postmodernismandpostt r uct ur al di scourse analysis r
of carrying out research as wab positivist methodological and research design criteria

as they marginalize alternative experiences and perspettiviekilosophically,

Foucault and posdtructuralist and poshodernist scholars do not believe in absolute

truth as grounded in the ratial thinking of the Enlightenment, rather believing that

there are no universal truths or absolute ethical beliefs in social scientific enquiry that

can be separated from their sodi@torical context. Thus, for the pestructuralist

tradition, analysisis always interpretative and conting&htthere is no superior,

hegemonic scientific research method.

Discourse analysts, therefore, especially those who follow the Foucauldian tradition,
attempt to avoid the fAposiitliivtiyg't. tF@apda alint
of prescription results in ambiguity as there is no recipe book telling exactly how to do
Foucauldian discourse analysis or genealogy. It is difficult to arrive at a coherent
description of how to do Foucauldian discourse amalysither because there is no

such thing’® or because there are too many such thihgs.

8 |bid, Milliken, 1999.
8 Ibid, Milliken, 1999.
8 |bid, Milliken, 1999.
8 bid, Graham, 2005.
9 bid. Graham. 2005.
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Efforts to avoid the fApositivist trapo heaea
making. Ambiguity in research design and the lack of a common methodology have

been the major weaknesses of discourse analysis. From a positivist perspective,
discourse analysis has no standards by which knowledge claims can be measured and
justified. There is also no set of standardized criteria for data collection, case selection

or the limits of research. Most importantly for positivists, the lack of shared
methodology and research processes restricts researchers in performingetstanyy

studies that replicate previous studiekwever, as an alternative mode of inquiry,
discaurse analysis, with its critical nature, has a significant contribution to make as it
chall enges dominant di scourses andaprovi c
sphere of knowledge that has been largely disregarded and unrecdgnized.
Optimistically, anbiguity and the lack of strict boundaries make discourse analysis a

very flexible tool for critical analysis. With carefully crafted research design and a
strong theoretical foundation, discourse analysis can lead us to knowledge beyond

present limits.

tshould be kept in mind that this thesis
definition, that is, as a system of social practice that systematically forms the meaning

of common objects. Therefore, discourse helps us make sense of the real world. The
study of discourse, as an object of study and as a method, cuts across different
epi stemol ogi cal and t heoretical assumpt.i
characteristic of noprescription does not prevent researchers from having a clear
research designhat is, from being explicit about what is to be done without trying to

dictate whatistobedof®al n t his | ight, | adopt &s a st

proposed theoretical commitments and guidelines for discourse analysis.

%1 Diaz-Bone, R., Bithrmann, A. D., Gutiérrez Rodriguez, E., Schneider, W., Kendall, G., and Tirado, F
(2008) The Field of Foucauldian Discourse Analysis: Structures, Developments and Perspectives.
Historical Social Research, @3, 7-28.

%2 |bid, Milliken, 1999.

% bid, Graham, 2005.

% Ibid, Milliken, 1999.
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Discourse can bseen primarily in three different theoretical functions upon which
researchers can base their research: as systems of signification, of discourse
productivity, and of the practice of discourse. These theoretical commitments draw
boundaries for the justdation of appropriate contexts and methods of discovery and
can be used as a basis for the critical evaluation of discursive studiéhin the scope

of its research question, this present study focuses on the latter two theoretical

commitments: discoues producti vity and the Aplay of

Discourse productivity implies that discourses are productive (or reproductive) of things
defined by discourse. Discourse is therefore not only about the meaning of words but
about practicesneofofatpatthiocdwlhanr @muediori ze
and to act, while excluding others. Di scol
these subjects towards the objécfdace and grougsalso defined by discourse such

as proper interventions, diptining techniques and practices, and/or other discursively
constructed actions. Lastly, discourses define the subjects who are authorized to speak
and act on behalf of a particular group, and their common sense of the existence and
qualities of differentphenomena and how public officials should act for them and in

their name. Discourses legitimize (enable or constrain) the practices of authorized actors
and exclude others, and champion a certain kind of common sense while ruling out

® Discourse prducti vity, t heref or e ,domihatngu s e s

others’
discourses and their structuring of meaning as connected to implementing practices and

ways of making these intelligible and legitimateé.

As discourses are open, inherently unstable, and canbhegckad over ti me, t |
practiceo refers to an examination of hov
discourses, which involves the ongoing articulation andrtieulation of knowledge

and identities (to fi x dtureefdiscowsgs, amg fixiogf t r u
can only be partially completed, thus leading to the possibility of discontinuity and
variation, in other words, of historical contingency. Moreover, the study of the practice

of di scour ses encompassedt Krmewl stlgdy D h

% |bid, Milliken, 1999.
% |bid, Milliken, 1999.
" bid, Milliken, 1999, p. 230.
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knowledge/power relations with the dominant discourses. One of the major
contributions made by discourse analysis is its focus on forgotten, neglected and
marginalized spheres of knowledge as well as the dominant spheres. Morgover, b
means of genealogy, discourse analysis also provides an analysis of alternative
narratives of history by focusing on discontinuities and ruptures rather than on

continuous transformations of a grand historical narrative.

Constructing the research metlod

The positivist critique of discourse analysithat it lacks research rigour and is without

relation to the real material worldis fundamentally and epistemologically flawed.
Coming from an interpretive apphoxesard, di s
research goals differ vastly from those of the positivfstBiscourse analysts are
primarily interested in understanding how and why a particular discourse is constructed
and how it becomes dominant, and what practices are made intelligible by this
dominance. Therefore, to study discourse as a social constrigtinare compatible

with qualitative research because of its inherently subjective characteristic. But it does

not mean that the interpretativist approach has no clear and strong research method, nor

that it totally disengages with the material world.

Interpretativists do not see the unbiased and objective world of natural science and its

|l ogical/rational rules as adequate for un
assert that people create and attach their own meanings to their understanbleng o

world as well as their actions in the world. Hence, researchers must interpret empirical
reality in terms of what it means to the observed people. Thesubgectivity of

created meanings in the world is, therefore, a basic and integral part sdilijeet

matter studied by interpretativist scholars. In other words, researchers must collect facts

and data describing not only the purely objective, publicly observable aspects of human

% |bid, DiazBone, 2008.
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behaviour, but also the subjective meaning this behaviour hashése thuman
subjects”®

A study of discourse productivity

A study of discourse productivity explains how discourse produces this dvbada/
discourse constitutes narrative authority; how it justifies policies and policy
implementation that can affectpeepp s | i ves; and how it comes
authorized subjects to construct common sense in our everyday life. Past studies of
discourse productivity in International Relations, such as foreign policy studies, IR
theory studies, and internationapldmacy/organization studies, have more scholarly
reasoning and reflection than empirical study or thdarijding. To improve conceptual
development and empirical research in discourse analysis, Milliken proposes working
on two aspects of discourse protivity: the production of common sense, and the
production of policy practicE® Since this thesis emphasizes how discourse manifests
itself in popular culturé namely, filmd and not on any policy in particular, | will
further discuss only thgroduction oftommon sense.

Di scourses produce and reproduce common s
potential resistance among the population with respect to a particular course of action. It
legitimates the state as a political unit, and creates and jastifie he st at eds do
To identify, reflect upon and change such common sense is the target of discourse
analysis. Further, discourse analysts should be able to explain and theorize processes of
the production of common sense. Two cona@giculationand interpellatiod can

be applied.

Articulation refers to the construction of discursive objects and relationships out of

Acul tur al raw material so and dAlinguistic

particular society. By combining discour8esontingent and contextually specific

“Lee, A. S. (1991). Integrating positivist and interpretive approaches to organizational research.
Organization science (%), 342365.
1% pid, Milliken, 1999.
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representations of the woddt o S 0 c i-existingd aultur@ orelanguage, these

di scourses can appear as MAinherently and
produced by discourses seem to be natural and accurate descriptions of reality.
Interpellation efers to how authorized subjects represent individuals and work for them

so that they come to accept the representations as natural and a@Citrateo defines

the position of subjects in their power relation to the objects they speak for.

The concepof articulation and interpellation can be used as a foundation for discourse
analysis in terms of the production of common sense. As suggested by Milliken, the
articulation and interpellation of the production of common sense can be achieved by
empirical study that examines cultural materials from specific cont8fEhis thesis

deploys a popular culture approach using film theory and language to empirically

examine the portrayal of IRA terrorism in popular films.

A study of the fAplay of practiceo

Foran analysis of the fAplay of practiceo, |
a Ahistory of the presento discourse on |
narrative, looking particularly for the contingent contemporary discursive pradtices.

other words, looking for ruptures, silences, breaks, marginal voices and subjugated
knowledge'® Foucauldian discourse analysis does not believe in universal truth or
uncontested reality as it takes into account the historical context of a particidar tim
Foucault asserts that the traditional view of uninterrupted historical flow dominates our
knowledge and bars us from truly understanding the interrelationship between power
and knowledge that creates our reality, and the competition for the dominant
inter pretation of real i ty. Foucaultds gene
discontinuities in the history of the discourse on IRA terrorism as portrayed in popular

films in an attempt to explain such changes overtime.

191 1pid, Milliken, 1999, p. 239.
192 |hid, Milliken, 1999.
193 pid, Mutlu & Salter, 2013.
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To recapitulate some of the mainipat s of Foucaultds geneal
features should be kept in mind. First, genealogical analysis does not look for continuity

in a single narrative of history, but for discontinuities and ruptures. It does not look for
origins, which would embagdthe essence of things, but believes that things do not have

an essence. Finally, genealogy does not look at discourse per se, but rather concentrates
on both the conditions surrounding discourses and the effects such discourses may
caus€®F o u c a u laltobassingleehistorical record reflects in the characteristic of

genealogy as a collection of interpretative histories of interpretation.

This thesis represents a critical study of terrorism. Its focus is the discourse on
terrorism® particularly of IRAt err ori sm during AThe Troubl
given in order to situate such discourse in its historical context. The method of study is

di scourse analysi s, using Jennifer MilliKk
discourse analysis as a deline in order to build a wetlonstructed systemic
interpretativist research design. By using Foucauldian discourse analysis and his tool of
genealogy, the thesis is historiographical by nature. It aims to discover the unnoticeable

and silenced conditienfor discontinuities in the development of the discourse on IRA

terrorism.

As | have already described in detail the processes of genealogy in the previous chapter,
in order to avoid repetition | will now move on to the theoretical tools for the asaliysi
film portrayal® film theory and film language.

Y“Huysmans, J. (1997). fAJames Der Derian: the unbea
Weever, O. (eds.) The future of international relations, New York: Routledge.
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Film theory section

This section illustrates the various approaches to the study of film and discusses film
language. The purpose is not to give a long and detailed account of film studies theories
but to provide enough background for understanding the effects that motion pictures
have on an audience, including why and how such effects are created. Film analysis will
be used in this study as a supplement to discourse analysis. It can help explain how

certain discourse is created and generated through filming technique and film language.

Generally, there are three groups of theories concerning film analysis: textual analysis,
which focuses on text and the format of a film; context analysis, whigihasizes the
context of a particular film; and audience analysis. It is important to note, however, that
film analysis is not limited to these three approaches. Scholars may use other
perspectives to analyze film, such as hermeneutics, genre studiescdlistocultural
approaches, structuralism, feminism, or posbnial studies. In this present study,
textual (system) analysis will be employed as the main approach as this study focuses
mainly on the discourse on terrorism in film. For this particstady, film analysis,

film language and film discourse will be used in order to demonstrate how the particular
di scourse on OIRA Terrorismdé was construc
therefore, will provide some essential principles and highligrtain techniques in film

as an introduction for those not familiar with the cinematographic world.

What is film?

Before performing any analysi s, the very
Although film is more tangible and concrete than concepts studied in the world of
political science, scholars in film studies see film differently depending on their
appoach to the study of film and their particular area of interest: film as technology,
industry, the arts, or sociultural practice.
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From a technological point of view, film is an innovation of the late nineteenth century.

The term O6cinematography©é was coined fro
(movements) and oO6graphyé (record). Thus, |
phaography and pictures with motion requiring new techniques in both the shooting

and development of the film. Due to limited technology, films were produced in a
realistic fashion telling short stories or relating real events such as trains approaching
plattorms, people sneezing, and horses running. These films displayed moving pictures
without sound. Gradually, coupled with developments in camera technology, filming
devices and processing technologies, films have become more sophisticated, such as
with thedevelopment of film language, storytelling, light and sound, until we arrived at

the films we all know today.

A film industry approach sees films in terms of the profit made from films. In the early
days, when people migrated to work in the cities, filbegame a lowcost form of
entertainment that helped people escape from the harsh reality of their working lives.
The film industry became profitable during World War Il, and especially in the USA,
the film industry became one of the most profitable imiestof all, both domestically

and internationally.

As mentioned earlier, motion pictures were initially a product of new filming
technology, cinematography, and the aesthetic perspective of moving making was rarely
mentioned. Moviemakers, as well asrfischolars, however, had been working on the
artistic angle of movie making. The most important turning point, the Soviet montage,
happened in the 1910s when Lev Kuleshov joined the Soviet State Film School.
Kuleshov's experiments and his Montage theony style showed the importance of
editing in flmmaking. Unlike the conventional style of film making that focuses mainly
on individual shots, Kuleshov found that the viewer's response in cinema was more to
the editing rHis tisteveryéemtielynchangee the way films were

produced. From that point, film makers put more emphasis on the artistic element in

1% Bordwell, David and Thompson, Kristin (199)m Art. An Introduction Fifth Edition. New York:
McGrawHill; http://cinetext.philo.at/reports/sv.html
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film makingd film language, visual design, misescené®® - not purely on
technology. Films then became works of art in themselves, andtke@860s directors

have been praised &hd recognized as 6éarti:s

The final approach to film studies is the secudtural approach. Instead of targeting

film and film production, this approach is interested in the relationship between film

and societyn two ways: first, seeing film as a reflection of society (reflectionism), and
seeing it as a mirror reflecting the reality of all social life; secondly, seeing film from

the perspective of constructionism, which is not concerned with knowledge per se but
with the mechanisms of knowledge construction through *fifimFrom the
constructionist perspective, reality can be made, and given a particular meaning, by the
authordo of the film. Audiences, on the o

guided byfilmmakers.

The theory and principles of film

The previous section discussed the nature of film and how different films are perceived
according to different groups of scholars. In this section we will turn our attention to

film theory and illustratente importance of the theories that direct the analysis of film.

Theory is a beacon that helps us see clearly the different angles of a film. At the same
time, theory also helps us understand that we cannot see the whole truth; and we cannot
see everythig as truth, but rather as deceptf8hTheory, as a beacon, then, can help us

see only one sidethe side where the light hits the object, leaving the other side hiding

in the dark. Thus, one theory may be able to illuminate just one angle of a film and

1% Mise-en-scéne refers to those elements of a movie scene that are put in position before filming actuall
begins and employed in certain ways once filming does begin. This includes the scenic elements of a
movie, such as actors, lightning, sets and settings, costumesumake other features of the image that

exist independent of the camera and the pgee®sf flming and editing. See Corrigan, Timothy, and

White, Patricia (2012). 3rd edhe Film Experience: An Introduction Bo st o n: Bedford/ St .
Y7 Tyrner, G. (2006)Eilm as social practicdkoutledge.

198 Redfern, Nick (n.d.Film as Text: RadicaConstructivism and Problem of Narrative in Cinema

Amsterdam International Electronic Journal for Cultural Narrotography. Retrieved March 2, 2014 from
http://cf.hum.uva.nl/narratology/a05_redfern.html

199bid, Corrigan and White, 2013.
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overshadow others. Thus, if we accept a particular theory, we should also recognize the
limits of that theory. Likewise, audiences should also remember that the shots and
scenes in a motion picture are not all truth but are selections only; audiences are

directed by carefully selected pictures.

Nevertheless, film theories, although by no means thorough and comprehensive, are
important and valuable tools that help us understand social phenomena and the analysis

of film. Theories are also, therefore,asehnol6 s spectacles, which f
the film. But to effectively apply such tools, scholars must always realize both the

contribution theories make and their limitations.

For this particular study, | will use textual analysis theory as thedfdion for the
analysis of empirical dafafilm portrayal® which will be used alongside discourse
analysis. Textual analysis is not limited to text or verbal language but also encompass
all the elements that create meaning in a motion pictihe screenply, the acting,
directing, lighting, cinematography, and mise en scene. In other words, it is the study of

the whol®¥ 6system. 6

Textual analysis originated in the early twentieth century at about the same time as the
birth of motion pictures. The focal pon t of textual anal ysi s i
itself. This approach sees films as an art form, like drama, architecture, sculpture,
murals, music or literature. Nonetheless, motion pictures, in order to be recognized as

an art form, must prove theiesthetic worth by developing storytelling using shots and
sounds in order to develop their identity and distinguish themselves from other art
for ms. I n the early stages, film analysis
of the fi f@or ma-hafemmdartshatalisregarded the context in which

the films were created.

As Louis Giannetti explains, "formalist film theorists believe that the art of cinema is
possible precisely because a movie is unlike everyday life. The real waorlerédy a

repository of raw material that needs to be shaped and heightened to be effective as art.

1%Chandler, Daniel (197). An Introduction to Genre TheorRetrieved March 2, 2014 from
http://www.aber.ac.uk/media/Documents/intgenre/chandler_genre_theory.pdf
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Film art doesn't consist of a reproduction of reality, but a translation of observed
characteristics into the forms of the mediurl."Filmmakers have to uide the
medium, that is, the twdimensional movie screen with its confining frame and its
fragmented timiespace continuum, in order to produce a world that resembles the real

worl d through'

BverytHingnthdt @ppegrs @engareerg every shatye
sound and every silence, communicates moods and emotions to the audience in the

same way the actors db’

Anot her approach is the o6realismbé approac
judged by the accuracy of its depiction of external tgakor realist flmmakers, film
technique is less important than subject matter. The camera is just a recording device
and should not be used to express or distort réafiglthough the earliest films, such

as Lumiereds fil m entuintileed fFVdccrt koerry oL g alv3i9rbg
showing reality on the screen, the realism approach was overshadowed by the formalist
approach as the film industry was developing towards film art and film aesthetics rather
than reality. However, after World War lhe film industry turned back to realism.

Films were seen as a superficial art form for the upper classes which did not tell the true
stories of ordinary people. Realists on the other hand believe that film should focus on
and value ordinary people, shot ii@al locations, using minimal editing and simple
presentation. Realistic film was popular in pastr Italy as a part of the Italian

neorealist movement.

Neverthel ess, the terms o6realismbé and o6fo
presentdon of a film and should not be used as definitive descriptions. Instead, they
should be employed in a broader sense, indicating the orientation of the film as
technicallyor i ent ed or O f dife-depittione t 6 entoed acr r @®rad:
reality, there is virtually no film that can be categorized as one hundred percent

formalist or realist.

Giannetti, Louis D. (2013). 13th ednderstanding MoviedJpper Saddle River, New Jersey: Prentice
Hall. (p. 506,509).

"2 |bid, Giannetti, 2013.

13 BJock, Bruce. (2007). 2nd ed@he Visual Story: Creating the Visual Structure of Film, TV, and Digital
Media Oxford: Elsevier.

14 |pid, Giannetti, 2013.




38

Anot her point worth mentioning is the <con
for mer is the orientation of rtefees tofthel mo s
resources for film making for both realist and formalist filmmakers. In other words,

fil mmakers belonging to either camp use 0
such material in different ways. Realist flmmakers seek to tlepid r eal i t yd i n
distorted manner using minimal film technique. Yet realist films are still far from
6reality.d On the other hand, formali st f
structure and techni gues tloocamps flmsrperaay at y. 0
carefully selected O0realitydé in which the
words, realist filmmakers present their carefully crafted flms as genuine mirrors of the

real worl d with more e mphhearsitsh aonn 066hwhvwaét 6t o
However, it is also important to bear in
avantgar de fi | ms. For formali st fil mmaker s,

0techniquesdé of pr es arkteatbisomp eaace@rtdiomg otfo

can be expressed either in spectacular fashion or in abstract form.

Types of film are not confined only to realism and formalism. Between these two
extremes there is another c atcd@orsy cafl fciilr
The term O6classicald can be described as ¢
does not lean heavily towards any specific orientation. Nevertheless, understanding

films from the two extremes is a useful frame of referencaratysis.

Regardless of the camp each film belongs to, all flms communicate with audiences
through 6film | anguage6. Sender s, t hat i s
images to create meaning in film. Audiences, as receivers, decode suthgnedahe

same fashion as we do for spoken or written language but to a greater degree. We base
our own interpretation of moving images on our past experience, knowledge and
expectations in order to shape the meaning we take from what we see. An importan
aspect of film language is its compelling nature and its appearance of reality based on

its preexisting forms of expression, namely image, speech, music, sound and written

material**® All of these components enable film to generate meaning from soeiaisev

9bid, Metz, 1974.
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and offer filmgoers an appearance of reality. Watching a film is like watching a
Aiwi ndow o nd atkihdeof windawlwe do not want to stop watchingFilm is
composed of many elemedétphotography, audio, editing, music score, script, aétors

that bgether carry certain meanings for the audience.

Film elements

1. Photography/ Visual art

Photography is certainly not the only element of film but is the most powerful. The

phrase fishow, dondt tell 0 has oVisuak An been
exampl e o f t his i s Ang Leeobs ALIi fe of F
achievement of storytell i nf Lienfditelstivandmar

versions of the same shipwreck story. The first with the help of visual imagegeotp
events during the 227 days that a young man and a Bengal tiger are afloat in the open
sea. The second version of the same story-teldeby the same man but this time
without any visual aids and using only narrative. The audience can easilyirecthg

the first version is more interesting and more powerful. The visual makes storytelling

more vivid.

1.1 The shot or frame size

In cinema, filmmakers control what we see and how we see it. Different distances
between the camera and the subjects create different framings and shot sizes; different
sizes communicate different meanings. Moviemakers can use different shot sizes not

only to tell a story but also to reflect their thoughts or emotions.

1ecampsall, S. (2005Analyzing moving image téxs : @ F i | mRetrieveddApria2@, @4 from
http://www.englishbiz.co.uk/downloads/filmanalysis.pdf

“Epert, R. (2012). Life of Pi. Retrieved April 2, 2014 from http://www.rogerebert.com/reviewsflife
pi-2012
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Shot size is a matter of camera and subject but there is no fixed measurement of shot
size and it depends on how each individual sees it. A medium shot for one director
might equal a closap shot for another. The generally accepted rule is to use the size of
the subject that appears on the screen as a guide. Traditionally, realist directors use the
same shot size throughout the film in order to establish the audience as an objective
observe. Formalist directors on the other hand do not hesitate to use extreme close up
shots or extreme long shots. They tend to use different shot sizes to depict what they

want to do to the audienceds emoti ons, eit

Typically,there are six shot sizes:

1 Extreme long shot (ELS): normally used to emphasize the splendour of the
actors and the scene, providing the viewer with the context of the subsequent

closer shots; also known as an establishing shot.

1 Long shot (LS): shows the full body length of the character in order to show
context. Realist filmmakers favour this type of shot because it provides

information about the surrounding context as well as the character.

1 Full shot (FS): a type of long shot which includéise full length of the human
body. It is Il ong enough for the audi enct

and close enough to see their facial expressions.

1 Medium shot (MS): a relatively close shot, revealing a moderate amount of
detail. A mediunshot of a figure generally includes the body from the knees or
waist up, is normally used in a dialogue scene. However, MS cannot carry more
than three people, unless the other characters are acting as background for the

lead character.

Another type of M& is called ovethe-shoulder shot, depicting two characters in the
same frame. One actor is photographed fwaffom over the shoulder of another actor

to portray a dialogue scene between two actors.
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1 Closeup (CU):_shows a detailed view of a person ojeat, usually with fewer
contexts being provided. A clos® shot shows intimacy or emphasizes

particular details over others.

1 Extreme closeup (ECU): gives a spotletail of a person or object such as an
eye or a mouth. Normally, extreme clagas are useas an emotional trigger or

in some cases as a distraction.

1.2 The angles

The angle is another crucial technique that filmmakers can use to give pictures different
meanings or to express a directoroés feeld]
Metaphorically, camera angle is like an adjective flmmakers give to theircssibje

refers to the angle of the camera relative to the subject/s. Camera angle is determined by
the position of the camera, not the position of the subject. Different angles give different

meanings or interpretations, though they depict the same subject

Realist filmmakers normally avoid using high degree angles but rather opt for a normal
eyel ev el angle to represent the audienceds
relate, thus both formalist and realist filmmakers use this kind of anglearbgul
especially at the beginning of the film in order to establish some common ground or to
provide information. Formalist directors do not see the depiction of reality as all that
necessary. Rather, they believe that the distortion of reality leadse&begrtruth

(symbolic truth).

Formalists and realists both realize that audiences position themselves towards
characters through the | ens of the camera
towards the event depicted in the scene as if direttherved by the audience. In this

case, the role of the camera is minimized. The formalists would do the opposite in order

to make an audience realize how the camera works for them.
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Five camera angles used in film:

T Birdos ¢y mostwnnatwahngle since we rarely see things directly

from above. What the audience sees fro
Mo st of the ti me, a birdbdbs eye view al
al most |l i ke '"godods eye' . gd are smdliasd t ype
uni mportant. However, when birdods eye

the character as being in a tight corner, or helpless.

1 High angle: is used to photograph a subject from just a little distance above. It
is not as powerfulas he birdbés eye Vview, but seei
angle diminishes the importance of the subject and makes them appear less
powerful and more submissive. However, the meaning of this camera angle is
not definite. In many cases, analysts must briregdontext or the storyline of
that particular moment into consideration. In some cases, high angle represents

an event that is going to happen in the near future.

1 Eyelevelangleean angle in which the camera is
From thisangle, the actor is looking atthelenlse doesndét have to
down, so eydevel angle portrays neutrality. This angle often carries little

dramatic power, thus it is ideal for romantic comedies and news casting.

1 Low angle:is captured froma amer a pl aced bel ow the ac
at them. It has the opposite effect of high angle shots. Low angle makes
characters look dominant, aggressive and, to certain extent, heroic. And when

used with an action scene, it depicts chaos, excitemedizonfusion.

1 Oblique angle or dutch angleOblique angle uses a titled camera to depict

uncertainty, disorientation or an unstable state of mind.
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1.3 Lighting

The Aphotoo in photography means | ight.
both moving and still pictures. Lighting is the control (or sometimes lack of control) of
light that bounces off objects and reflects back into the camera lens. The ohagi
lighting and shadow increases the depth of the object in the picture and decreases the
two-dimensionality of film. Lighting can be implemented in many different ways in
order to create different film effects. Lighting arrangements do not always aimake

objects easily visible, but sometimes to create shadows in order to conceal something,
or to show or hide feelings. In other words, lighting has a large effect on the overall
"feeling" of the film. It can create a wide array of feelings from dramatwomic and

everything in between.

Lighting is an i mportant feature of the
influence on the content than the content per se. Lighting and shadow play a more
important role in blackandwhite films becauseolour diminishes shadow and thus

decreases depth and flattens the image.

Three forms of lighting arrangements

1 High key lighting: uses light in a way that creates a low level of contrast
between the brighter and darker areas of a particular Bhete are usually very
few shadows in a scene shot using high key lighting, especially on the principal
characters or the main focus of the scene. This type of lighting can be used in
many different types of shot and for various purposes, mostly to shsitiwpo

feelings such as happy scenes in musicals or comedies.

1 Low key lighting: is normally used to create dramatic effects associated with
horror films or film noir (crime drama). Low key lighting creates heavy shadows

and lights up only specific aredsghlighted for special effect. Low key lighting
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is good for creating suspense, fear, or seclusion, as used in horror films or

thrillers as well as film noir.

1 High contrast lighting: is dominated by harsh lines of light combined with
dramatic streaks dblackness. This lighting style tends to amplify the use of
shadows to created dark feelings such as 'hauntedness'. High contrast lighting
suggests a sense of anxiety or confusin.

1.4 Colour

Colour works at the subonscious level of the human mind, relating to emotions or
atmosphere rather than depicting direct meaning or symbolic interpretation. Humans are
less consciously responsive to colours; we let colour guide our feelingossbiouly.

The earliest films used colours to portray imaginary scenes, while black and white was
used for everyday life. The pioneer filmmakers believed colour could decrease the

artistic nature of a film (just like sound).

Colour can convey specific meaningad arouse certain feelings. For example, the
colour red means racy, spicy, energetic, or dangerous, while blue can mean cheerful and
bright in one culture or grieving in another. Interestingly enough, as Bruce Block
discusses, the use of colour can beumiterstood and stereotyped. As we already know,

red is normally stereotyped as meaning danger but in fact danger can be portrayed by
any colour if it is properly defined. For example, if every murder in a film occurs in
blue light, the audience will expeatmurder every time they see blue light, or will feel
excited or even scared every time blue light is presented. In this case, the meaning of a

colour is established and the audience responds accordifgly.

18 pacific Cinematheque. The Languagédiin: Lighting in Film. In Point Retrieved April 3, 2014
from http://thecinematheque.ca/educationtvgmtent/uploads/2012/02/LanguageofFilm08.pdf
%1bid, Block, 2007
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1.5 Framing or the frame

Framing refers to thez and position of objects relative to the edge of the screen; the
arrangement of objects so that they fit within the actual boundaries of the film. Framing
IS a process that lets the audience have a certain focus by limiting how and where to
look, which ae needed to be blurred out. It may include the setting of the foreground to
emphasize certain meanings. Filmmakers use frame size to communicate with an
audience through a twdimensional movie screen in order to create the same feeling of
the real threelimensional world. Depth can be created when the right framing is

used*?°

1.6 Camera movement

Camera movement is used to express certain meanings. Some kinds of movement

portray direct meaning. Some other kinds depict implications only.

1 Panning: a horizontal movement (from left to right or vice versa) of a standstill
camera reveals a characteroés '"visual'
characters as they move in order to keep them within the frame. In the case of

extreme long shot, panmjns used to show a picturesque landscape.

1 Tilting: a movement in a vertical direction (up or down) while the camera

remains fixed also represents the 'visual' of a character.

1 Dolly shot: unlike the first two types, a dolly shot is used to depict mearenit
can also track movements on the side of objects, such as moving cars, by placing
the dolly parallel to objects. For making a dolly shot, a camera will be placed on
a dolly and moved from left to right (or vice versa), or from back to frdnt.

While a dolly shot gives a steady and smooth moving feeling, a hansheid

129 |hid, Block, 2007.
2Lyardillier, Frank, and Languenou, Eric (199B3reenrspace Constraints for Camera Movements: The
Virtual CameramanComputer Graphic Forum, (3). 175186.




46

in which a camera iplacedon a handheld device, gives a more exciting feeling,

as if the audience is moving with the character.

1 Crane shot flmmaking today is more of a spectattan in the past and this is
partly due to technological changes which can make adtmensional film feel
like a real life experience. One of the most important changes is the invention of
the crane shot. This is a shot with a camera placed on a moppers device
which can rise high above the ground and move in virtually all directions, hence
creating different perspectives and visual fields in the film. This technique
makes visual storytelling more interesting by creating an intensified

continuity*??

1 Handheld shot: refers to a shot where the camera is held by the camera
operator. Compared to the steady and smooth movement of a dolly, handheld
shots give a shaky, uncertain feeling, yet with real human movement. Handhelds
are often associated with tsan. Bear in mind, however, that no single
technique ever has the same meaning in every film (a handheld shot might, in

some films, be used tiecreasahe sense of realismj®

2. Editing

Another important feature of film language is editing. Editing is how to tell a story.

Looking back to the early days of fil m ma
Factoryo (1895) simply showed workers wal
language or editing. The film was just a record of real life, just like a recording of an

academic seminar or a broadcast of a spor
the Lumiere Factoryo was released, a Fr et
ediit ng techniques into his film AA Trip to

122Bordwell, David. (2002). Intensified Continuity Visual Style in Contemporary American fFilm.
Quarterly, 5%3), 1628.

12330hnson, D. T. (20044 short list of film terms for beginning students in film courSedisbury
University. Retrieved April 18, 2014 from http://faculty.salisbury.edu/~dtjohnson/filmterms.htm
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Editing can shorten or broaden time and

N

hours to see a character driving from Konstanz to Prague. With editing, the film can
achieve this in a couple ofinutes. In short, film editing is essentially about how to

utilize raw footage to tell a good story by selecting shots and combing them into
sequences. AA Trip to the Moono is best Kk
the camera operator wouldopt filming long enough for something on screen to be
altered, added, or taken away. Shots from the stop trick technique were carefully
selected and spliced together in order to create special effects on film, such as the
disappearance of objecf$. Though his cutting edge technique was considered magical

for that time, it was just thata magic show.

The first film really to use film editing
film 6The Great Train Robber géboutarbbbeayn us e
and connected the scenes of the robbery on the train with other events. Many followed
the art of storytelling using film | angua
(1915) by D. W. Griffith, which was commercially successful aral known for its

outstanding film technique. From that point onwards, the 'motion picture’ was

established and referred to as the seventh art.

The development of film storytelling, especially using film editing, has continued to
develop in Europe. Ithe Soviet Union, the government established the State Film
School . One of the school s graduates, Se
editing technique known as the Soviet Montage. Eisenstein believed that cuts should
stimulate the audience eithé¢hrough repetition of a previous scene (overlapping

editing) or a jump cut, in which some shots are disregarded so that the event takes less
time than in reality?® These are some outstanding examples of film editing. Since this
research study is not akidiiim technique per se, all these examples are used to point

out that film, in order to emotionally connect with viewers, utilizes many effects and
techniques. This is what film scholars call film language, which engages with audiences

in various sensesrsultaneously.

124 Erazer, John. (1979Artificially Arranged Scenes: The Films of Georges MélRsston: G. K. Hall
& Co.
12 1bid, Bordwell and Thompson, 1997.
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3. Sound

The Jazz Singer was the first 'talky' film (film with sound) and was released in 1927.
Soon after that, the film industry in Hollywood turned towards this kind of film and
silent film was soon forgotten. We cannot underestimat@dker of audio in the film.
Sound everything we hear from the audio track of the &lmakes film more real. A
meaningful sound track is often as complicated as the image on the screen. The three

types of sound in a film are dialogue, sound effects, anicmus

3.1 Dialogue

Dialogue validates the character as a real person. As with stage drama, dialogue serves
to tell the story and express the feelings and motivations of the characters.

3.2 Sound effects

There are two types of sound effects: synchrommasasynchronous.
1 Synchronous soundsare those which are synchronized or matched with what is
seen on screen and which help to crea
example, the clicking sound of a door being opened helps convince the audience

that the image they are seeing is real.

1 AsynchronousUnlike synchronous soundssynchronousounds come from
sources other than the visible source of the sound on screen. Such sounds are
included so as to provide an appropriate emotional nuance, and they may also

add to the realism of the film.
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3.3 Music

Background music is used to add emotion and rhythm to a film. Background music is
usually not meant to be noticeable. It provides a tone or an emotional attitude towards
the story or the characters. In addition, background music often indecatesnge in

mood. In some cases, background music helps the audience understand linking scenes.
For example, a particular musical theme associated with an individual character or

situation may be repeated at various points in a'fifn.

In conclusion, textal or system film analysis is mainly concerned with patterns
methods of portraying reality in the aesthetics of film design. Patterns can be expressed
in various ways. Visual patterns are expressed through the photography and mise en
scene, while auralgtterns are expressed through dialogue, symbolic sound effects, and
musical motifs. Likewise, filming techniques such as camera movement and film
editing are often key to film aesthetics and film language. These are the key elements of

film language that Wl be used in this study.

Film language makes motion pictures go far beyond being a mere replica of what is
being filmed, but is the way in which film makers, with their aesthetic capabilities,
communicate with the audience and emotionally connect thigm. In the words of
psychol ogi st Hugo Munsterberg, 6to pictur
photolffl ay. &

The early motion picture was exactly what its name sugg@gtedures in motion. It
looked like a record of a stage performance in cormparto moderrday films. Film
makers have come a long way in piling up feelings and emotions in order to make films
more than just a series of images. As Munsterberg suggests, in a motion pictures
audiences do not simply see a few moving pictures; rdiharsets off psychological

processes in the viewers. When watching a film, an audience is very active in their

126 Marshall, J. K. (n.d.) An Introduction to Film Sourilmsound.org Retrieved April 18, 2014 from
http://ffilmsound.org/marshall/

12Nyyssonen, Pasi. (1998). Film Theory at the Turning PoiMadernity Film Philosophy, 231).
Retrieved March 3, 2014 from www.fikphilosophy.com/vol21998/n31nyyssonen
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psychological functions, including in their perception of depth and movement, their
attention, memory and imagination, and their emotionss the viewers themselves

who give meaning to the movement and depth of static andlitwensional pictures
using memory and attention processes that respond to screen images based on their
personal experiencé® But most importantly, Munsterberg discoverédt in terms of

the aesthetic attitudes of filmgoers, they do not always use the full potential of the brain.
In other words, involuntary or subliminal information, or a clue given by the film
director, is more powerful than information intentionally sead for by the viewers?
Creating emotions and feelings is thus the aesthetic task of making a film another art
form. Therefore, film language has been developed to create such feelings in the
audience by using the different techniques discussed abmubtly direct viewers in

the desired direction. This differs from theatre in that audiences have the freedom to

perceive as they wish.

1281hid, Nyyssonen, 1998
1291bid, Nyyssonen, 1998
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CHAPTER 3

MASTER NARRATI VE ATHE TROUBL
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Master narrative:-1998)he Troublesdo (1968

A dark, unforgettable, history of an outburst of anger, desperation, and long years of
oppression triggered by an unfortunate move tragically resulted in more than 3000
deaths, thousands of injurtds and much more irreparable, incalculable damage,

written in blood tears and ruins.

The partition of Ireland into North and South represented the failed attempt of the
Marxist IRA to remove the British Army from the whole of the island of Ireland.
Southern Ireland, now free of the British Army, became the Republicdetdnt;
Northern Ireland, the industrial area, became Northern Ireland and remained part of the

United Kingdom.

From 1921, ‘colonized' but legally a part of the United Kingd®niNorthern Ireland
witnessed continuing tensions between the majopibyverful Protestants, mainly Irish

and Scottish Loyalists, and the minoritle underprivileged Nationalist Catholits.

Ironically, there was always a somewhat sectarian and physical division between
Catholics and Protestants in Northern Ireland even in termgeofjraphy. This

emphasized the contrast between the two 'sides' and further deepened the scars.

Things had never gone well for the Catholics of the north. Out of work and living in
poor conditions, being emptyanded had always been part of their dafly, lwhile it

seemed as though the sun always shone on ‘the others', who had everything and took
everything from them®® Not surprisingly, the Catholics who lower in status did not

wish Northern Ireland to remain part of the United Kingdom but to be pattheof
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Republic of Irelant’*. The Republican movement, including the provisional IRA and
Sinn Fein, was the direct result of this situation. Their only desire was to remove the

British from Northern Ireland and to unite it with the motherl&fid.
However, theproblem was that Northern Ireland was governed by the Unidfiists.

In 1968, a civil, norviolent movement was conducted by the Nationalists in order to
negotiate for the rights of the minorities; it was not successful. In fact, it ended with an

act ofviolence carried out by the Loyalist poli¢é The violence escalated into a full

blown battle in Derry in 1969 between the Nationalist Catholics and the Royal Ulster
Constabulary, known a s fhe battle gheetbittH teanevi t he
generdion of the IRA®.

The riots spread to Belfast and, out of fear of an IRA resurrection, Protestant mobs
invaded the Catholic area and drove the Nationalists out onto the street. The same
scenario repeated itself again. This time it was the Loyalists wvéckat the Catholics.

The street riots escalated into a civil war so violent that people of both sides had to run
for their lives. But still the IRA was not in sight.

Finally, the British Army was called in to control the situation. They saved the
Catholcs and the peace of Belfast was restSfedAfter this, the Catholics fully
embraced the British Army as their heroes, and political power was back in the hands of
the Unionist government. However, the Marxist IRA was humiliated by all of this. This
causeda serious conflict between the Marxists and the Traditionalists and the latter

decided to use physical force to remove the British from Ireland. A split inevitably
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happened and the Provisionals, the new IRA, led by a new Republican leader, Gerry

Adams, wadorn.

The Provisionals never lacked recruits as many any people wanted to be part of the
movement*’. Once they had joined, recruits received training in combat techniques and
how to use modern weaponshether homemade, bought or stolen. A large number o
weapons were supplied from the USA, alongside other kinds of support, including
financial*?> Arms were for short term defense, protecting the Nationalist communities,
and for long term offensive use attacking the Loyalists and Protestant economic
targes and, especially, removing the British from the country.

So, when there was a riot in Belfast in 1970, started by the Loyalists, the Provisionals
were ready. They fought back and became known by the Nationalist Catholics as their
new defenders. Notablyhe British Army did not intervene in this riot, but shortly
afterwards, on instructions from the government, the Army made a thorough search for
the arms. Houses were ransacked; curfews were called; the Army was marching down
the streets. Though differemtews were shared from different groups of people, one

thing was certain: the new IRA was now seen as the community's sole defender.

By the end of 1970, the IRA had planted 153 bombs, largely targeting Protestant
businesse&* As the IRA stepped up theimampaign, they were nonetheless careful to
keep the growing support from Catholics; the Army stepped up their response and the
honeymoon between the Catholics and the British Army was over. There were street
riots every day. Many people were killed, indhgl newly married 2§earold Gunner
Robert Curtis, who is often said to have been the first British soldier killed on duty in
Ireland since 1924“ This incident provoked further violence on all sides; the IRA now

had an appetite for violence.
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In a failed attempt to control the situation, the government used a policy of
internment:** The violence intensified and escalated to a new level with an increasing

number of soldiers and civilians killed by the IRA.

However, in the eyes of Tommy McKearney and RidHdcAuley, former members of
the IRA, this was not criminal activity, it was war. This was no different from a man

joining the army to defend their country in a War.

iltos about the war. We wer e i n a war . A

crcumstances he doe¥@840)consi der doing. o

Then in Derry in 1972 came 'Bloody Sunday’, which happened despite what began as a
peaceful street march with the British Army receiving support from the Nationalists.
Thirteen unarmed Catholics were sh@&ad, and in Derry and Belfast the IRA took
revenge with more bombs in commercial centers and more shootings of soldiers and

police.

In the same year, there was a secret meeting between the Northern Ireland secretary,
Lord Rees, and a representative of Bmevisional army council, John Kelly, concerning

a permanent ceasefit& The talks were unsuccessful. Twenty bombs exploded in the
city over the next two weeks. The Unionist government was suspended for the first time
in fifty years and William Whitelawrbm Westminster took charge of Northern Ireland

as secretary of stat&® For the Provisionals, it was bombing, not talking, that now

produced results.

The proof of this is that in a secret meeting between a delegation from the IRA

(including Martin McGuine s s |, David O6Connel, Sean Macs
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and an MI6 Intelligence Officer, Frank Steele, and the Northern Ireland Secretary of

State William®®% 151

Whitelaw at a house by the River Thames in London, there was no negotiation, only a
demand fromSean Macstiofain concerning the future of Ireland that was to be carried

out by 1975. There was no settlement, only the promise of future negotiafibtis.

Upset by the stalemate, the Provisionatepened a war that led to what we now know

as Bloody Frlay. Many were killed in the bombings but the IRA insisted that it was the
fault of the British government for withholding information from the public. Since the
bombings in Ireland could not produce the results they wanted, their next move was to

plant banbs in London, although the campaign in Belfast continued relentfg$sly.

While the IRA believed that they could win the war with the British Army, the fact is
that the latter was more successful, especially in terms of capturing IRA volunteers. In
1973, two of the most senior IRA commanders, Gerry Adams and Brendan Hughes,
were arrested and detained at Long Kesh Detention Centre. Prisoners here considered
themselves war veterans and could enjoy certain privileges, such as wearing their own

clothes.

However, Long Kesh was also known as a school for terrorists where revol@ary, th
military education and politics were taught to young Provisionals. Perhaps it was during
the time they were detained here that the Provisionals started to realize that there was no
such thing as an easy victory and that violence alone could notdiring their aims. A

new strategy, the Long War, was devised here, especially by Gerry Adams, Brendan
Hughes and Bobby Sands. Gerry Adams strongly believed that it was very important for
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the Republicans to have a strong political base and to step up rniyiga of

violence®®®

In 1974, the nationalist SDLP and some Unionists came together to form an agreement.
This was a vehicle of the British Government, who hoped that in giving the Nationalists
a role in government they would be able to undermine theitRRublin; however, the
Loyalists disagreed with this plan and called a strike, supported by the Protestants. This

was a warning message was sent to the IRA.

Later, there was a meeting between an IRA delegation, the leader of Sinn Fein, and a
representatie from the British government to discuss the structure of a disengagement
plan, during which time there was a brief truce. However, the Loyalists deliberately
interrupted the talks by attacking Catholics in order to provoke the IRA. The plan was
successflu Although the meetings continued, the truce was over when the IRA became

convinced that the British government did not plan to withdraw.

Unlike people on the outside, Gerry Adams and others at Long Kesh believed that the
Provisional leadership was naive believe the British government's proposition. In
order to succeed, they needed far more political sophistication and to be militarily much

stronger.

A new policy of ‘criminalization' was designed to undermine the IRA and destroy the
legitimacy of thei political claims. The Provisionals were locked up in thBlbicks of

the Maze Prison. Here, there were none of the privileges of Long Kesh. Suspects were
tried before special courts, without a jury, convicted on the basis of imaginary
statements, lockedp in their cells, treated as criminals, and had to wear the same
prison clothing as the other inmates. Many Provisionals refused to wear the suits and

wore blankets instead; they were severely ill treated by prison officers.

1% bid, Thechipmunck414, 2013
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In 1978, there were more th&00 Provisional prisoners at the Maze. All of them
refused to wear prison suits and became known as the blankét®&nThere were
allegations of harassment of prisoners by prison officers while on their way to the
washroom and the protests that had already begun escalated. The prisoners refused to do
prison jobs and even to leave their cell to use the toilet. Excremensmeared over

the walls and living conditions became very poor. In one interview, a prisoner spoke

openly of sleeping on a sponge bed soaked in urine for three'Yars.

That the prisoners had to stay in their cells in such appalling conditions weny largel
unreported. There were further allegations of brutality from prison officers, including
having prisoners stripearched after visiting hours in case someone had smuggled in a
letter or other items. In return for such treatment, the IRA killed sevenféatuty

prison officers and a prison governor.

In 1977, Gerry Adams was released and is alleged to have become the IRA chief of
staff, thus giving the organization a mueckeded boost. In 1978 Adamsaganized

the IRA (partly to prevent infiltration) @ahso increased its effectiveness, leading to still
more devastating results. The | RA assassi
and killed soldiers with two massive car bombs that injured many others. These attacks

represented the largest lossesBhiéish had suffered since 1969,

Inside the Maze Prison, the Provisional prisoners made more dempoligcal status

and exemption from prison work among othetsut their demands were rejected by
Margaret Thatcher, who was Prime Minister at theetinm 1980, seven Provisional
prisoners played the only card they still held and began a hunger*&trikee move

was supported by thousands of Catholics and this showed that the political base Adams

was looking for now existed.

1%BBC.(n. d.).History6 Bl amkdtwiarschd pr ot est s.BBCrNewsRetriewddiNag pr i sor
1, 2014 from http://news.bbc.co.uk

“"The Day. (1979, April 27). Th8DagRekievedMayaln2014f reed fr
from http://news.google.com

138 pid, Thechipmunck4142013.

139 BBC. (1979, August 27)On this dayiRA bomb kills Lord MountbatterBBC News Retrieved May

1, 2014 from http://news.bbc.co.uk

10BBC. (n. d.).The search for pead¢téunger StrikeBBC News Retrieved May 1, 2014 from

http://news.bbc.co.uk



59

Although the IRA leadershiwas against the hunger strike, they made contact with an
MI6 agent who had been involved with the negotiations in 1975. It appeared that the
British government may consider the prisoners' demands, and convinced that their
demands would be met, the sewalled off their hunger strike on day 53. Realizing,

however, that they had been betrayed by the government, they started a second hunger

strike. This strike was led by Bobby Sands, a candidate for Sinn Fein, the political arm
of the |1 RA. &amedeadineg dll evertthe ovorld; biolence and politics

now worked hand in hand*

Whil e Sands6é supporters hoped the Briti
government believed that the second hunger strike would collapse like the first one. As
for Thatcher, the prisoners' efforts could not be considered political as their actions were
criminal.

ACrime is crime® is crime, is crime.?d

But she and the British government did comproride.

Bobby Sands died on day 66 of the hunger strike. Hundredlsousands of people

s h

went to his funeral. The strike had gal var

Nine more prisoners died in 1981 but still Thatcher did not B¥rfinally, the hunger
strike collapsed. What appeared to represent a greatyfotor hatcher actually led to
Adamsodos election in 1983, clearly showi
Thatcher paid the price. The IRA planted a bomb in a hotel in Brighton where numerous
delegates of the Conservative Party Conference wayagt Although the PM and her

ministers survived, five other people died in the attack and it became clearer than ever
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that to be successful the IRA needed to couple its political campaign with its campaign

of violence.

Since 1981, the IRA had been sdwng the USA for more powerful weapons, such as
missiles that could take down British helicopters. By 1986, the IRA had become more
sophisticated and deadly; the British Government fought back, even attempting to
penetrate the IRA by setting moles and &eqdn intelligence operatives such as

Raymond Gilmour.

The operation was successful. The names of volunteers and high ranking IRA leaders
were discovered. Many were arrested, but although they were later released due to
insufficient evidence, the IRA wasertainly affected by this operation. The British
government stepped up their campaign, inviting the general public to become

informants.

The other method used by the British government was to attempt to extract information
about key IRA operatives frofRA volunteers, but this was not so successful. From all
of this infiltration, the military side of the IRA was to some degree weakened, but the

political side, Sinn Fein, was flourishing.

In order to halt the rise of Sinn Fein, in 1985 the British gawemt signed the Anglo

Irish Agreement with the Irish government. This attracted the support evialeince
Nationalists, but created uproar among the Unionists. The IRA, meanwhile, was
brimming with confidence because they had a new source of lethabmgeap Libya

and searmed they were now in a position to launch, for the first time, a full scale

offensive operation.

The next strategy was to create a circular liberated zone by terminating all isolated
police stations in the village Ballygawly. Deglamthurs and five associates (who had

all known Martin Hurson who died in the hunger strike in 1981) were actively involved
and became part of one of the most fearless and ruthless units within the IRA. Arthurs

and three others were shot dead during a ghhfin 1987. The other two, Martin
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McCaughey (a Sinn Fein council member and IRA volunteer) and his friend Dessy
Grew were shot dead in an SAS ambush. The SAS became a particularly lethal weapon

of the British Army, killing more than twenty IRA volunteers.

Controversial though it was, the SAS was highly effective in its campaign against the
IRA. In 1990, with chances of winning the war diminishing, Martin McGuinness held

secret talks with British intelligence about the possibility of peace.

At this time,John Major was the new Prime Minister, and he and his ministers also
became targets of the IRA. Major said that as soon as he was in a position to do so, he
would consider Ireland to be top of his priority list and would take steps towards
securing peaceof that country. However, he was distracted by the Gulf War and it took

a series of bombs outside the parliament buildings to draw his attention back to the

situation in Ireland.

Nevertheless, the IRA started talking to the British government. In 19@#&sitclear to
both sides that the conflict had reached its final phase; the IRA knew it had to engage in

constitutional politics as well as fight the war.

This idea drew public support for Adams and McGuinness causing a split in Sinn Fein.
Adams and McGuinmess led the Provisionals in a new direction, joining constitutional

politics with violence.

But Fat her Al ec Reed, Adamsdés priest, cal
the SDLP, to put an end to the killing. In 1988 it looked like he had succeEadeal.

came the notion that the people of Ireland should be able to decide the future of their
country without British involvement, and discussions were accelerated by the killing of
three IRA volunteers by the SAE

185 Ryder, C. (2013, November 248ather Alec Reid obituary: Priest and peacemaker who acted as a
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http://www.theguardian.com
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However, at the funeral, a Loyalist, 8hiael Stone, shot at random and bombed the
cemetery. Three IRA volunteers were killed and fifteen mourners were injured. Later,
two British soldiers attending a funeral of one of the victims were brutally killed by the

IRA. This led to Reed, Adams and Humeking the mucineeded settlemeht®

Brutality had its price. Sinn Fein lost sixteen seats from the council election. Adams lost

his seat in Westminster. The SDLP now represented a majority among the Nationalists.

In the village of Cuppa, three membefghe IRA were killed by a Loyalist. The killing
was aimed at encouraging the IRA to stop their campaign and moving the Provisionals
towards a settlement. In 1993, John Major received a message, allegedly from Martin

McGuinness.

AThe conflti cwe imee®deyqurbuadvice on how to

Major claimed that he took it seriously, seeing it as a chance to end thé&etong
dispute. Martin McGuinnness denied that the message was from him, claiming it was
the result of an intelligece error, but a meeting was arranged.

Three days before the meeting, a bomb killed two children and injured fifteen others.
The meeting in Derry went ahead, however, and included Martin McGuiness and Jerry
Kelly for the Provisionals, and the British gomment represented by an officer of MI5,

who made the following statement:

AAny settl ement not involving people of N
uni on. Itdéds going to happen anyway. .. Uni o]
as onay'®’

The IRA was skeptical of the statement. A month later, they detonated a bomb in the

heart of London, killing one person and injuring thirty others.

1% pid. Ryder. 2013
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In 1992, the new Irish Prime Minister, Albert Reynolds, was keen to take what Adams
and Hume had stad to a higher level. In 1993 he had a secret meeting in Dublin with
the cabinet secretary, Sir Robin Butler, who was sent there by John Major and who took
the documents back to London. The result was nothing new and just repeated the ideas

of Adams and Hme.

While the two Prime Ministers were negotiating theingication of Ireland, there were
killings by the Loyalists, which brought a response from the IRA. But this was a
mistake. There were no Loyalists among the victims and many innocent peopties and
bomber, were killed in the operation. The Loyalists nonetheless retaliated: a gunman

walked into a pub and shot six Catholics and a Protestant.

At this point, Major was no longer willing to speak to any member of the IRA
leadership as he believed thiditose who seek peace would not walk the way of
violence. The meeting between the two Prime Ministers continued, however. The talks
were heated and there was no settlement, but Reynolds eventually made an agreeable
proposition. Although Major was enthusiasabout what he and Reynolds had achieved

to this point and about the future of Ireland, the Provisional prisoners were still skeptical
as they had been fighting the Unionist veto for so long. But they recognized the

Uni oni stsé consent .

Six months latera ceasefire was announced by Adams and McGuinness, although
Provisional hardliners were yet to be convinced that a ceasefire was the best idea. With
the ceasefire in place, the Irish government was ready to negotiate with the British
government. Within dew days, Reynolds was seen in public with Adams and Hume,
who had helped to make this happen. Sometime afterwards the Loyalists made the same

announcement.

At first, there was concern among the IRA about the permanency of the arrangement,
but the governmnt was keen to get on with the next stage, namely decommissioning

the handing over of the arsenal weapons held by the IRA and Loyalist paramilitaries. It
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became immediately obvious, however, that the IRA was not willing to hand over a

single rifle.

In 1995, with the ceasefire in place for almost a year, there were no negotiations in
progress. The IRA were getting restleskngerously so.

Bill Clinton, US president at the time, made an official visit to Ireland to celebrate the
ceasefire, fully awaref how fragile the situation was. He addressed and assured the
people of Belfast that the USA would do its best to support peace in Ireland, and
Senator George Mitchel was asked to lead talks aimed at breaking the deadlock.

AThe parti es meecanimissioniogn.i broddyracceptable...an elective
process could contribut® to the building

In 1996, however, the ceasefire was broken by a bombing in London. The peace process
was in ruins. The bomb killed two people, injurediandred, and caused a hundred

million pounds worth of damage. McGuinness and Adams claimed no knowledge of

this campaign, but the truth was that Adams had learned about the bomb prior to its
det onation and made a phon eecuarityhbdvisot, oonyPr e s i
Lake, before the bomb went dff England was clearly still a target of the new IRA

campaign.

As time passed, however, the Provisionals lost heart for the continuing war with the
Loyalists. With the forthcoming UK election they aldiml not want to hurt Sinn Fein.
Adams won his seat in West Belfast and McGuinness in Middlestep. The future looked
bright for Sinn Fein as it was now in a good position to negotiate with the Loyalists and
the new British government, led by the new Primenister, Tony Blair. There was

renewed hope for peace.

But the shootings continued. The IRA killed two policemen, and the decommissioning

process was halted.

188 |bid, Thechipmunck414, 2013
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In 1997, there were some tensions when 8000 Nationalists attempted to put a halt to
5000 Loyalists pol i ce and sol diers marching to
peace. The resulting standoff was resolved by a public mass conducted for people of all

groups.

The IRA responded with a new ceasefire, and Sinn Fein was finally admitted to all
pary talks. It was impressive to see people from the different groups now choosing to
build on what they held in common, convinced that this was fundamental for the new

society.

In 1997, Gerry Adams and a delegation from Sinn Fein met with Tony Blair.

The conflict that had lasted for more than three decades and resulted in more than 3000
deaths came to the end. After having been through so much, with inestimable losses,
people had mixed feelings about the ceasefire. To some, this was definitely not what
they had fought for; for the Provisionals this was not victory, but compromise. But the

war was over.
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Date Summary Event
1921
6 December Irish Free State
Treaty
1922 Civil War
1948

21 December

1966
April

21 May

May-June

1967
January

1968
20 June

24 August

5 October

1969
12 August

14 August

Creation of Republic
of Ireland

UCDC & UPV
founded

UVF declaring war
on the IRA

Attacks of UVF on
Irish Catholics

Northern Ireland
Civil Rights
Association (NICRA)
formed

The protest against
discrimination in the
allocation of housing

The first Civil Rights
Marching

The Londmderry
march considered ag
the beginning of the

Troubles

Battle of the Bogside

British army first
deployed onto stets
of Northern Ireland

The IrishFree State was fully independent from Britain.
The six northern countries remained part of the Un
Kingdom.

Loyalist founded the Ulster Constitution Defense Commi
and a paramilitangtyle wing called the UlsteProtestant
Volunteers.

Of three attacks, 3 people were killed and 2 were wounde

NICRA was formed to fight for equality for Catholics i
Northern Ireland.

Civil Rights activists protested regarding to the illega
occupying a house in County Tyrone. A houses given to ar
unmarried Protestant woman ahead of Catholic families
children. The protest was stopped by the RUC.

Nort hern Il rel andds first
from Coalislandto Dungannon Loyalists organized coute
demonstrations to get the march banned.

A civil rights march was held in Derry despite it being ban
by the Minister of Home Affairs, William Craig. The RU
officers armed with batons were sent to break up the m
This march turned o riot. Over 100 people were injure
Some considered the Londonderry to be the beginning o
Troubles.

The Orange Apprentice Boy marched in Derry. Rioting br
out and the RUC officials backed by loyalistere sent to
contain the crowd. Mounting demonstration in Belfast

used to take pressure off Catholics in Bogside. Consequ
rioting occurred in Belfast as well in which the RUC wxk
unable to cope.

As the RUC were unable to handle the situation, British trg
were sent in to put down the riots and to maintain order.
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Date Summary Event
28 December IRA split The IRA split into two wingd the Marxistoriented Official
IRA (Official IRA) and the more haflihe Provisionals
(Provisional IRA and referred to this thesis as the IRA)
1971
9 August Internment Meaning a person can be locked up without a trial. 350 pe
introduced were immediately arrested and interned at Long Kesh. Thi
move by the British government produced violence and
political unrest.
September UDA formed Ulster Defence AssociatiofyDA) became the largest loyali
group in Northern Ireland.
9 August- Protests against
December Internment
1972
30 January Bloody Sunday During a civil rights march in Derry organized by NICRA
(Londonderry) section of the marchers and sonedservers confronte
soldiers manning the barricade. British paratroopers s
dead 13 Roman Catholics. 14 people were injured. This
the highest death toll from a single shooting incident du
the Troubles.

March Direct Rule The result of Blody Sunday was devastated bombings. ]
Northern Il rel and6s Gover
suspended Northern Ireland was to be directly ruled frg
Westminster. One of the first actions by Westminster wa
order the dismantling of the 'gn' areas setpuin 1969. The
IRA responded by using increasing violence.

21 July Bloody Friday 26 bombs set off in Belfast by the IRA. 9 dead, 130 injured

1974

15 May Ul ster W{(The beginning of Ulster Wo

Council Strike
17 May Dublin and UVF set off 4 bombs killing 33 civilians and injuring mo
Monaghan Bombingg than 300.
17 June Houses of Parliamen The Provisional IRA bombed the Houses of Parliamen
Bombings London causing extensive damage. 11 injured.
5 October Guildford Pub Bombed by the Provisional IRA. 4 British soldiers ang

22 December

1974- 1975

1975
5 December

Bombings

Christmas Ceasefire

Ceasefire

End of Internment

civilian were killed.

The Provisional IRA announced a Christmas Ceasefire. It
a 3day ceasefire.




68

Date Summary Event
1976
1 March Criminalization The British phasing out Special Category status. After

14 September

1978
August

1979
27 August

1980

27 October

1981

1 March

9 April

5 May

1985
15 November

1988
January

16 March

19 March

Blanket Men or
Blanket Protest
(Maze Prison)

Dirty Protest or
No-Wash Protest
(Maze Prison)

Mountbatten
Assassination

First Hunger Strike

Second Hunger Strik
led by Bobby Sands

Bobby Sands electeq
MP

BobbySands died

Anglo-Irish
Agreement

SDLP and Sinn Fein
Talks

Milltown cemetery in
Belfast

Two British soldiers
are killed

date, all prisoners convicted of terrorist acts were to be tre
as ordinary criminals andcked in HBlock or the Maze.

Provisional IRA member, Kieran Nugent is the first priso
convicted and not given Special Category status. He refus
wear prison clothes and wore a blanket to differentiate hin
from the Ordinary Decent Criminals.

Protesters wore only blankets, refused to wash themselve
smeared the walls in their cells with excreta.

Lord Mountbatten, uncle of Queen Elizabeth II, wasrdered
by an IRA bomb in Sligo.

Tommy McKearney and six other IRA members started
hunger strike demanding the right to wear their own clo
instead of prison clothe3he ' hunger strike was called o
on 2 March 1981 to focus attention on tiéHunger strike.

Sands won the seat fBermanagfSouth Tyrone.

He died on the 68B0of hunger strike. His death caused rioti
in Northern Ireland.

Signed by Prime Minister Margaret Thatcher and Taoise
Garret FitzGerald, the agreement established later-
Governmental Conference to deal with political matters
the promotion of crosborder cooperationHowever it was
never fully implemented.

SDLP leader John Hume and Sinn Fein leader Gerry Ac
began discussions for an-ailand settlement.

Three mourners were killed by Loyalist gunman, Mich
Stone, during the burial of the three IRA memblted in

Gibraltar.

These soldiers accidentally drive into the funeral processia
one of the three IRA victims killed by the Milltown gunmg
They dragged from their car, beaten by the crowd, and
shotdead by IRA. This kill was recorded by TV cameras;
the footage was shown around the world.
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Date Summary Event
1991
7 February | IRA Mortar Bombing | IRA launched 3 mortar shells at 10 Downing Street wil
Prime Minister John Major is meeting withis cabinet. Ng
injuries.
1992
17 January Teebane Bombing | Eight Protestant constructions workers at a security bas
Co. Tyrone were killed by an IRA landmin8ix other were
wounded.
1993
24 April Bishopsgate The IRA exploded ®domb at Bishopsgate, London. The bo
Bombing contained one ton of fertilizer explosives. One was killed
30 were injured. Damages amount to £350 million.
23 October Shankill Bombing | IRA detonated a bomb in a Belfast fish shop on Sha

15 December

Downing Street
Declaration

Road. Ten peopldied including one of the bombers; 57 we
injured.

John Major and Albert Reynolds issued a Joint Declaratio
Northern Ireland. The declaration stated that the people
Northern Ireland should be able to dhe decide their owr|
future.

1997
September Multi-Party Peace | For the first time since Ireland was divided in 1922, Irish R
Talks State, Ulster (British Province) and Sinn Fein sat dowr
formal negotiations.
1998
10 April The Belfast After months of peace talks, the Good Friday Agreement
Agreement signed at Stormont in Belfast.
(also known as the
Stormont Agreement
or Good Friday
Agreement)
15 August Omagh Bombing | The explosion in Omagh killed 29 people and wounded

200.The Real IRA, a splinter group from the IRA, claimed
responsibility. It is the worst single bombing of the Trouble
in terms of civilian life lost.
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Chapters 4 7 form the core part of thearative an IRA terrorismbetween1968and

1998 [+10] which will be explored usingoucaudian discourse analysig eight films

The films will be chronologically assigned to four themes identified in the background

narrative of the period 1968 to 1998. Accordinghis narrative of 30 years of conflict,

we can see that if the discourse on IRA terrorism from the times of the "troubles" is

taken as a single static unit we will see only a limited perspective on IRA terrorism. But

if we perceive a number of differepierspectives, this will reveal the multifaceted
dynamic of the discourse on IRA terrorism.

Chapter 4, entitledi Ri c o,cphesent® the first theme from my chronological
observationslt is intentionally written as an introduction to how tliaper engges
with film by using Foucaldian discourse analysend a flexible approach to the study
of film portrayal The chaptewill facilitate anunderstandingf the approach by taking
it step by stepn order to showhow and whytwo films representitheme ad what is
generated, including when the vighbr "percievable substarites catagorised as
"monument of discour$eand mostimportantly for Faucaldian discourse analysis,

how sucha monument isonstructed.

The paper does naxplore every aspecf what the films are seeking portrayasthe
main focusof the studythe main ‘layer' itismining, s A Terr ori sm i n
This is the "single thematic concerh The paper dea only with the issue oferrorism
andwi | | use thatt ef mdtd descabaha'peraeivable substante

that isrelevantto thetheme otthediscourse.

From the conceptof the momument and the perceivable substance, we canondee
engagewith Foucaldian discours analysis by answelgt he key dWhatsst i
gener at ed ? 0 The answeis clesr fronevghat wdlave seen in thprevious
paragraph Answering h e q u eHow was it coristructe@0  wrieduite delicate

analysis of the two languagedilm languageand verbaldnguagelastly, the study will

POCF
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use textcouplal with a"screengrab™ in order to overcome the limitations of a written

presentation

The two filmsselected topresent the first theme ithe discourse on IRA terrorism
fiRi c o careéhé Raul Greengrasdim A BL OODY Sa&J N &#ndSheridaris
IN THE NAME OF THE FATHER 0. Both filmstake the subject akalandinfamous

historical eventsin which the IRA wasinvolved. These sastof films need to present

historical data as preciseasthey can.The film makers mayhowever pin a question
mark irto the film (the reel), even if no such question exists accordirthetgreal)
historical data. Indeed, we are going to see how they construct thi@ereatism) in
their (cinema)reel A Bl oo dy t&kesosdback do Sunday 30 January 1972, a
Sunday that will not be forgtn by either 'side" in the conflict. ThelRA's voice is
heard loud and clear even though IRA members speak diely aentenesin a film
that runs forl05 minutes. The second film focus@n an event that took place on a
Saturday namely Saturda$ October 1974the day ofthe infamouspub bombing that
took place inGuildford, a few miles suthwestof London England Al n The Na me
The Fat susintdthetrealkife of Gerry Collofrom towards the end df974 to
fifteen years later. This films held in high regard by mang a film that deak with an
action perpetrated by tHRA, as a film that deas with the "troubles,' as atwentieth

century British film, and as eemarkableworld-renownedfilm of the 19 0 s . Al n Th
Name of Th esdutstrohgtyinall oftheserfodr categories

The common depiction of the IRA in the two films is that of "gangster" or "mafia"
other words as "the bad guy". Noticeably, both films portray the IRA as somewhat
amorphous a shadowy organization with no visible structure (the same way the mafia
is sometimes perceived). Sueh 'visible" or percievable substance is the common

ground of the two films, thus providing a "single them#ie image of the gangster or

the mafia as a percievable substamg¢hus the firsmonument of discourse as defined

above.
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The second monumentrelates to thedepiction of the fact that not allCatholic

Nationalistsare members of théRA. They shared the same gdands)but chose
completely diffrent means. The end was cl@adependece for Northern Irelandrom

the United Kingdom and an end to Unionist (Protestant) domination. The means were
also clearfor Catholic Nationalists who were not part of the IRA it was the way of non

violence; for the IRA it meant violence.

From what is visiblen both films it wasvery clearwhat the films generate. Mérom

what anyactor or actress ineither film says, na from the verbal languagen either
screenplaylt is not said, it is showrand we are allowed, indeed encouragedthiok

This visuality implies that if thelRA can be labelleddad’, then so can the other side:
thearmyini Bl oo dy ;tewpoliciaff bn The Name dHelRAihe Fat h
ABl oody Sundayo bel i eve themhe arinyobelieve mdhe and p
same The IRA is portrayedwvordlessly,as a ganster. Tregmy is portrayed in the same

way, asirrationallliars. The idea of using enthymenea | so found i n Al n -
The Fathero. F dne of the GulNbibo hambexsgan be labelled as

"black", then the police arthe same colour and follow the same strategiolence,

lies, immorality.

Thi s i s the third monument . Let us hunt
thene!d Yes, because:

every momument i s a ,bupnetrevery peeceiendble substancd st an-

isafi monument O ,itfobowsal dirsg nggd e t hemeod.

The third monument is not here. So, we should be careful.

What have we have found up to this point? We have three perceivable substances, but

only two monuments.
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Foucauldian discourse analysis (FDA) in the study of film portrayal is based on the idea
of the parallel nature of "reel” and "real" and the blurred edges between the two.
Without consciousness, nothing is real except natural substances such anthanda

sea. Answering the two crucial questions of FDA ("What is generated?" and "How is it
generated?") will help us see the illusion around us and achieve true knowledge.

The first question is quite straightforward. The perception of the IRA as genustia

is one among many perceptions that are generated. The perception of the IRA's belief in
violence and the use of physical force is the second perception generated by the films

we are exploring. In answer to the second question, the first monumeistofirse is
constructed differently by the two fil ms.
t hr ougthe xitsouub I n the scene in which lvan (
nonviolence) meets a member of the IRA (the "Provos") sitting in aTdae. film

language is muted but the script tells the story. The frame size switches between long
shot (LS) and medium shot (MS), so the film language tells us little; thtegubf the

script does the job of fashioning the IRA character.

The costume design of the shot distinguishes between Ivan and the IRA.
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The «is-line is revesed in order to express Ivarexpressionevenin LS, anddoesits
job fairly well in terns of portrayingan amorphous figure. Th@stume design couple
with pdarizaion on the car windscreen in LS is excellent film language when the

distinction betweerthe two neesdto be visalized.

IVAN:

AJust checking..you're keeping thi

IRA:

AThat' s no concern of yours, | v



76

IVAN:

AYou gave me your word. o

IRA:

AnThen take it. o

The scene represents a critical stage in the film. A chubby apathetic man steals the

scene with his chewingsuch a small detail but a remarkable part of the scene.
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IVAN:
i We | u speacefd march. &his is our day.

People are fed upo

IRA:
Ailvan, i1it's all very well for you sitt
paycheck every week. Marching's not
IVAN:

ifiWatch us. o

This isthe first and only one scerat can project the character of a member of the
IRA: agentlemana decent mgra good manHe gave his word and never went back on
it. The binary pposition give us a crgtal clearview of acertainlRA personality trait.

It also represestthe means hey believein. A few sentence®f brilliant sub-text
couplad with very simple language innaimportant conversatiomake a perceivable

substanceappear veryc | ear | y. The film director uppe
mor eo.
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The same monumerthepercet i on of the | RA as gangsters
The Name Of.Thekesondsaendiewhich the IRA appear partly reveals the

IRA's character (this film takes more scenes tfiBloody Sundag to reveal this
character)The scene is shobut stunning only one frame size with simple dolly and

only two cus. A fitting MS is crafty selected to express eye and bgektures A neat

IRA operativewith a facade of bravery portrayed through pleefectly timed and very

simple conversatiomakes a hugenpact.

DIXON:
ABombing of pillar box Kensington
Bombing of pillar box Talbot Lodge. Bombing of naval club.

Bombing of Aldershot Railway Station. Attempted murder of Edward Heath.
Murder of Ross McWhirtePossession of firearms,

Bal combe Street, December o
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JOE:
AAnd the Guildford pub bombings

You have innocent people in jail

It takesjust five secondgo reveal theruth of whois actually a Guilford bomber. Joe
exterds thecharge list in such a way as to suggest pldice authority means nothing.
The way he extadsthe list des not amountto@ c o n f e s sYoo e inaocetht i
people in jail for thab appeardo blame the police rather thadmit guilt The most
simple elementsof film language and verbal languag®mmng at the right place and

right time help us to sethat The truth, the real terror, is revealed through simplicity.
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The visual image of Joe McAndrew positions him on the knife edge bewvédoer
and hero. As mentioned earlier, his character is partly unfolded from the scene in which

he challenges police authority, in which the police are portrayed as little better than
petty thieves.
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JOE:

fLet's have a talk. o

This wide angle shot establishes the first meeting between the two Gerry (falsely

convicted) and Joe (the real Guildford bomber).

GERRY:
ifiwWe have to eat in our cel

o
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JOE:

ASee ya | ater. o

This scene portrays the characteristics of the mhbgh a command and a denial. In
fact, Joe doesné6ét have any authority over

of Joe, Gerry's life has been changed forever.

In such a way, Joe is portrayed as inhabiting a grey zone between bravery and idiocy.
The frame size is kept wide in order to keep the two men together, one on the right, the

other on the left. This marking never changes. We should ask ourselves why.
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Continuing from the previous scene, the framing is LS but wide angle making the focus
rather difficult to identify. The direction and marking for every aetocluding extras

are well planned. There are more than ten people dressed in almost iddatives.

The scene could only be shot by a highly experienced film maker. Sheridan tries very
hard to keep Joe in the shot, choosing to keep the audience with him by dropping the
music score and reducing the amount of ambient sound; the silence dods. thésjo

very impressive.

Medium close up frame size (MCU) is selected intentionally in order to convey a
message from the film maker to the audience. He is still completely surrounded by

British prisoners. Timing is the main element. Something tivasvn to Joe. The taken



84

to think before responding makes the audience hold its breath. It distinguishes Joe from
ordinary people. Depth of field, the fixed frame size, perspective, and surreal lighting

combine to make this scene look very real despiteisbeof surreal techniques.

But wait. He suddenlystrikes back. All of the film language changedramatically
frame size, movement, and cuttirfigppm almost complete stillness tast and furious.

Joés experiencen fighting is reveale@ndsois Gerrys mind and his loyalties.

This camera angle usually represents desperation but this scene is an exception. From
what we see, Joe is every bit as experienced a fighter as the British prisoners and
perhaps more so. Chairs become weapons and shib& only empty hand is Gerry's.

The most secure position is by the wall. Every mark means a lot for everyone in the
scene.

How and why is the hero fighting in exactly the same way as the other prisoners?
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Unl i ke with the | RAhidhjust@n®dcene rdveals@luabalitahgio ,

character, it takes many scenes to unfold the character of the Guildford bomber.

The two movies are a clear example of the different constructions for the same

monument, generating the perception of a gangsténe mafia.

JOE:
Al f anything happens to me, or

or any other Irish pisoner,
we'll have Halsey Road blown to smithereens...

with your family in it.o
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RONNIE:

AYou threaten my family, [

JOE:
fi ldon't make threats.

|l just carry out orders. I don

His attempts tdalt the conflict between Britishnd Irishprisonersmake him dok like
amediator But what kind of a man will bomb a famitpm the opposite sidendtheir
housein order toprevent aconflict?
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This scene portrays the IRA mind but not through any reliance on violence. A place of
entertainment is purposely chosen for the burning alive of the prison officer. If the room
had been bigger and tHmght brighter the degree of violence would have been be
reduced. It is painting with light; the setting, the light, the fire, the background colour,

the movement of a burning body combine to make a "reel" terrorist look "real”.
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GERRY:

i Wi ybulnot look me in the eye when I'm speakin’ to you?
I know how to look at people without blinkin' as well.
In all my godforsaken life, I've never known...
what it was like to want to kill somebody until now.

Ah, you're a brave man, Joe. A br

According to the conversation between Joe and Gerry. Does Gerry cherish the violence
t?
way s
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IVAN:

Ailet's not forget, in all this confusi
Not about what we want. We all know what we want: Radical change.
The dismantling of Stormont and an end to Unionist domination.
The choice is about how we achieve it. Between violence and nonviolence.
If we are going to give a future to the children of this city

the young lads up therghere they are we all know theg'rioting away there 0
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AThey do -iifwe aevgennaygivaltiaoge boys there a future

we have to show them that nonviolence works.

If we don't, it won't be just stones they're throwing. Because civil rights isn't the soft

option...not whethe bricks fly and the police and the Army batons charge down.

I't'"s not easy keeping to the nonyv

IVAN:
Awhen other people say,

"This isn't working. Let's get the guns out and take revenge."

But if you believe in the civil rights movemeiith all your heart and your soul,

as | do...

If you believe in what Gandhi and Martin Luther King believed
in with a passion, as | do, then in the end with one single united march,

we shall overcome. O
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In the movie "Bloody Sunday", there are few scenes directly related to the IRA, to the
actions of the IRA, or to acts of terrorism. Nevertheless, the movie portrays several
related monuments regarding the discourse on IRA terrorism. As mentioned dalier, t
first monument constructed in the film is dishonestyords are given and taken back

with no hint of a guilty conscience.

The second appearance of the IRA in this movie is when civilians are shot dead by
British soldiers. The scene shows three IRANmenning from the back of a car to a
place that is out of shot. A jerky, handheld camera is used with extremely low depth of
field and the picture going in and out of focus several times. All of these different uses
of film language (camera movement, lack depth of field, panning) stimulate the
audience and prompt it to ask "Where they are running to?" The audience recalls that
these three IRA men have previously been cunningly depicted as "bad guys" and linked
to guns. Now once more they are carryinggét this stage, the audience is not given

an answer to their question, but one thing is clear, wherever they are running, they are

up to no good.

Still using a handheld camera, the frame sizes are continually changed between wide
and narrow angle. In conventional film theory, this technique is designed to show
extreme confusion. But not here. The unstable handheld camera, the repeated changing
of frame size, the lowey lighting - sometimes very low, with the audience barely

seeing anything at all, to the point of "noir" lighting levelgelds the other extreme.

At this point everything is crystal clear. But what is clear is the "vagueness tRA)

or the film's depiction of the IRA, as it has been with the previous two scenes. The IRA
grows in strength at this point in the fi
being loaded and made ready to fire echoes around the room to emphigsizaEnt.

The sound is too real and too loud. | have given much thought to this scene,
contemplated it, thought it through over and over again, trying to get into the mind of

the director, Paul Greengrass, in the hope of seeing his intention. It magydrpw

simply be a high artistic form that | cannot explain.
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The next monument is not shared by both filiie perception portrayed in the film
shows about the victory of the IRA. In other words, it shows the almost overnight
emergence of the IRA through the Bloody Sunday incident, which helps facilitate the

| RA6s recruitment of aceesstodnore WaaponseThe IRADs, Wi
victory was the result of nothing but the failure of the British government. This is what
Ivan says in the press conference. The press conference scene puts a lot of tension on
the audience as it uses a handheld cameralyshnd continually zooming in from wide

angle, showing a lot of people sitting around the table, to -tipseshowing only the

face of the lead character. Zooming in with a handheld camera creates a feeling of
tension because of the instability, the simgyand jerking movements, like dizziness, or

the stress of being stalked. This pressure is, however, highly important for the content of

the film, asit explicitly shows that the root cause of the ruthlessneds®edRA and the

longrlasting nature of thétroubles"” wasthe British government'In the Name of the

Fathel does not mentiothis aspect
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IVAN:
AnAnd, uh, I just want

to the British government:

You know what you've just done,

don't you?

You'vedestroyed
the Civil Rights Movement

And you've given the IRA the biggest victory it will ever have.

All over this city tonight

young men, boys...

will be joining the IRA

and you wil| reap a whi

100

rl wi

nd.
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There is a monument | have found'ln the Name of the Father" that | have not found

in "Bloody Sunday"”, and that is the "unprofessionalism” of the i&#Ach is portrayed

right from the beginning of the film. The director hides nothing; he is very bold. There

is a scene in which two aples walk into the pub in Guildford. As they are entering the
pub, shifting axidine, the camera cuts from behind to the front (as if looking from
inside the pub) to show the woman entering, so the scene cuts back and forth to show
the simple activity ofordinary people walking into a pub. Then, while the woman is
taking off her jacket, the bomb goes off with great ferocity. What is left on screen is a

picture of the woman's bag | ying on the f

A

not think so The director 6s i ntenti on i s cl ear:

civilians were killed right from the beginning of the movie. This incident is brought
back again when Guisepp&e r r y 6 snet dae dtheir first official meeting and

conversation).

JOE:

AYou're one of its i nnocent vi cti ms.

GIUSEPPE
ADon't be sorry for us. You should be
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JOE:

Ailt was a military target. A sol
GIUSEPPE

AThey were i nncaochilegrent peopl e. God' s

This is how the unprofessionalism is presented. It shows that what Joe has said and
done does not ring true. In other words, if the IRA intentionally kills civilians, then say

it. Therefore, this is how unprofessionalism is portrayed.

In Chapter 4, four different monuments contribute to the construction afigbeurse
on"IRAterrorism"dur i ng t he Rrachebod Tbhé thapfier has
set some of the basic groundwork concerning what | am doing and how | am
approachig the research. The following chapter will explore two further films: Steve
McQueen's "The Hunger", and "Fifty Dead Men Walking" by Canadian director Kari
Skogland.
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CHAPTER 5

POINT AND SHOOT
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Chapter5:iPoi nt ahHUNGHR@amEIBTY DEAD MEN WALKING

In this chapter, we have two films that demand huge levels of concentraianany
points we should not even blink while watching them. We will tell the stories one film

at a time.

First, we must go back t oanddirenglyappealingin9 8 1.

its artistic and aesthetic presentation. It is very different from other popular films for not
compromising its original film grammar with the more familiar grammar of Hollywood.

This probably has much to do with the uncomprongigiersona and formidable ego of

the director, Steve McQueen. Although he was at the time a new face in the world of
celluloid, he has such a strong background in the Val#® that whenever you watch

this film you candét hehgthdopdositspplasoeWoady st r a |
Allen and Wong Ga Wai. "Hunger" is based on the true story of Bobby Sands, one of
the prominent architects of the | RAG&s or g:
find in this movie, with or without full concentiah, in silence or with full blown

audio, can be divided into three parts.

The first part may appear sweet to some people, but sick and bitter to-chaeduct

of the film's uncompromising nature. It starts gently, but gets gradually stronger with

very clear, formalist film language. At the beginning, the story is told by film language;

there is hardly any verbal language. This is the charm of the film. One third of it (43
minutes) is portrayed with very little verbal language; it communicates Wgh t
audience through film | anguage. It i s str
but keeping watching it. If it were a book it would be called "unputdownable".

So, what visible or perceivable substances are generated and how are the nonument

constructed in the first part of the film?
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HUNGER: a Steve McQueen filmThe 1 part:

The movie flashes back to the second hunger strike in the year 1981. It tells how Bobby
Sands emerged on and left this planet. It portrays the atmosphere cdrahtions in

the prison and talks about power. The main subject is an imprisoned IRA terrorist who

was victimized and bullied but who is passive. It is certain that the prisoners cannot

bully anyone. Certainly, they cannot demand whatever they want frerprison guard

like a spoiled fiveyearold child. That would be impossible. But still, some prisoners
could be described as a real pain in the |
from the second film in the previous chaptedoe who can ewveburn his prisoner

guard.) However, what these political prisoners, in this case members of the IRA,
demand is not to wear a prison suit but their own clothes in order to distinguish them

from other criminals.

GILLEN:
il wi || not we anmnalt he uni form of a

[ demand to wear me own c¢cl ot hes
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The other thing the film portrays is the question of the difference between political
prisoners and criminals. This is portrayed by the technique of repetition such as the

insertion of an audio of Margaret Thaéch 6 s v oi c e.

THATCHER:
AThere is no such thing as political mur ¢
There is only criminal murder, criminal bombing and criminal violence.

We wi | | not compromise on this. There




109

What we see in the film is Thatcherds att
movement . We often hear <characters -in the
and this is repeated. It is the technique used to construct the monumerd; fight

between two words, "political" and "criminal”. We often hear the word "political" but

seldom hear the word "criminal”. This is done in order to create an imbalance between

the two, with more emphasis on "political”. The repetition itself isemimportant than

the context.

The voice of Thatcher. The "Iron Lady" says that the IRA is a criminal organization not
a political one, but as soon as those words slipped out of her mouth, she unwittingly
makes it political, because of who she-ia world leader and a leader of a nuclear
power country. The film depicts this part of the story in an "old school" yet powerful
but perhaps biased way, in that it makes use of the utility of theTte film therefore

uses two techniguessimultaneous repetiin and a selective sender to construct this

monument, that the IRA hunger strike is a political matter

Let us focus on the discourse on IRA terrorism. In this case, the IRpoamrayed as
terrorists, even though they are not directly, verbally, mentioned as such. Here, the IRA
“"terrorists” are victims waiting to be victimized by their prison guards, and by the noise
outside their cells. Those who have been victimized manysteae tell exactly what
awaits them all they can do is to prepare themselves for it. The film portrays all of this

by sequences of nererbal language. Seeing a prison guard pulling something in front
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of the cells and seeing the reaction of the oldopess when they hear noises tells the
new prisoners to get ready because something is coming: a brief few words and a close

up (CU) frame to the eyesanxious eyes.
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AWhat ?0

AGet ready. o
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MS with wide-anglelens does it job perfectly.



113

The film language helps the audience to get ready with the victim who is now waiting

for someone of authority to come in and bully him. The film constructs this perceivable
substance prisoners are victims with film language and textual language by using
short phrases such as fibe preparedo, nbe
the film language. The audience is now certain that the prisoners are victims. They are
about to be bullied and they are bullliezpeatedly, like the repeated audio of Thatcher

that still echoes in the audience's ears.

In prisons, and in this film, the prisoners have visiting hours. This shows the human side

of the prisoners. While mainstream theories see terrorists as disbadenr abnormal
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people, this film depicts the human, everyday sidesmile and a cry between husband

and wife, mother and son, sister and brother, boyfriend and girlfriend.

The visiting hourscene shows a girlfriend paying a visit to her prisoner boyfriend, then
cuts to a night scene in a prison cell. There is a touch of black comedy in this scene, in
which one of the prisoners masturbates under his blanket while looking at a picture of

his grlfriend, but stops when he hears his cellmate moving.
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Is this funny? Yes, it is funny. But underneath the dark humor, the film is showing that
these prisoners are merely human beings. So, if you are trying to discover what the film

is trying to sayyou can easily do so.

Let us go back to the point about the prisoners being passive. Because they do not
submit themselves to getting their hair cut or having their moustache shaved they have

to pay the price and the price is violence.
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We see them being dragged naked from their cells as though they were an animals, and
repeatedly thrown against the wall and battered simply in order to get them to have their
hair cut and their face shaved. Later they are thrown into a tub and scrubaeddty

until their faces are soaked in their own blood.

CU with wideangle lens is used wisely. Fasten audience heart rate with unexpected
point-of-view (POV) from a prisoner.
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AfDecrease to I ncreaseo0 poadeng.avic@ueeg gradaailyy o f
decrease the space and headroom in the frame composition in order to increase tension

and pressure of overall shot.
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Certainly, the prisoners would not be happy about this, but what exactly is the film
portraying? It ues no textual language at all, but shows the maltreatment through rich
film language. It shows an extreme asymmetry of power. Therefore, if these members
of the IRA are "bad", then it is easy to deduce how we can describe the prison-guards

logically, with the same adjective we have just used to describe the IRA: "bad".
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We witness all of this in the first part of the film, with its sparse dialogue, and in which
Bobby Sands is eventually revealed as the person who is being bullied throughout from

all of these scenes of violence

So the film starts slowly, with no complicated editing techniques. But the pace builds,

like a person starting to walk and then suddenly sprinting and jumping.
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The film maker occasionally uses jump c(as editing technique) to speed up the pace
of storytelling and to draw out the emotion of the audience. The camera position is the
same, but there is a time jump from one point to another or a time stretch. There is a

jerky feeling though the camera pasit and the frame size is still the same.

The excitement is created by the editing technique together with the intensity of the
performance by the actor playing this particularly unpredictable character .It is easy for
the audience to see how shattetiee character is from the jump cut of the scene where

his aggression explodes in that small cell.
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The scene that shows the formalist appr oas
AR127 Hourso, is the one paslowludgetifilnbtist he me
the scene in which the riot officers come into the celith the pace of the clubs hitting

the shields matching the heartbeat of the audience. It is a good way to build intensity,

but there is a trap hidden within a process tlaat make an audience feel like dust being

blown away in the wind.
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When the first prisoner is thrown against the wall, the sound of his head hitting the wall

and of the punch hitting his face are in the frequency range of 150 to 250 hertz.
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When the violence meted out to the prisoners is constructed by a form of sound design
which focuses on technique and design choice during an audio recording session, for it
is impossible to distinguish frequencies as low as 150 to 250 meezraom full of

noise- the noise of riot officers hitting their shields, the noise of the shouts and yells of
prison guards and prisoners. This particular soutfte hit in the face and the body
hitting the wall- was recorded using a pressure zone opicone (PZM), a close mic

ing technique and a short gun microphone to separate the two sounds (the hit in the face
and the head against the wall).
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There is a hidden message in this ambient sound. It constructs the prisoners as victims
and theirpain penetrates through all the chaos the audience is seeing. Some members of

t he audience might not recognize the soun
As for me, | study film language and sound design so | can tell straight away that the
saund is intentionally being emphasizenh this case, in order to construct and magnify

the pain of the victimized prisoners. It is speaking not with words, but with the sound of

pain.

The film is therefore communicating with the audience through filguage in order
to show that the prisoners are being victimized. This supports my choice of the term

"film language" rather than "visual language", as there are several practices involved.

For example, the scene in which one of the prison guards weder ibves gives us
the idea that this person is about to do something. The scene is then cut to the next,

where the prisoner is violated by those same rubber gloves.
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Is this done in order to emphasize the passive position of thenpris? Or is it raising
questions about morality and whether this is the norm for the treatment of prisoners,

whether political or criminal?

Where is the neutral position? In an opening scene we see a prison guard's wounded
hands in a tub, in the quredss. This quietness is communicating with us. Afterwards,

we see the same man smoking while he washes his face with his bloody, wounded
hands. Everything is stildl in the quiet.
guestion a number of things. Mewe see this prison guard standing outside, in the

SNow.
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This really shows off the art of the director as it starts with a still frame, but becomes
tighter as the cameraman slowly closes in on the subject. This is not done on a dolly or
horizontal crane, but on a handheld camera. We can tell this from thelsteaky the

brick wall. The camera movement tells us that there is some confusion. Though
conventional theory might say that a handheld shot expresses a lively walking tempo, it
does in fact show confusion, especially when it cuts back several timesdoskap
frames of the guard's hands, thus indicat
yet tell what is behind that confusion and pain). It is very obvious that the film is
attempting to position this man in his confusion.
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When a new actor is placed in the story and asks all his staff if everything was alright,
the film is showing us that things happened the way they should be and that everyone

was following orders.
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N

Everything in order?0

Yes, osder , I sir. o

=1}

If we step away from the unit of analysis, we will find a demon, a prison guard,
victimizing a prisoner. But if we look higher, from a personal level, we will see that the
prison guard is only a man and has to follow rulesnfra higher authority, and that
Bobby Sands is another pawn in this dangerous game of chess. It is just that the two

men are on opposite sides of the table.

The prisoners and prison guards are, as we have said, just pawns in a game, the rules

of which areset by those in powetboth the IRA and the British government.

Prisoners and prison guards are human beings who have to do what they are told to do,
and this answers the question we raised at the beginning concerning the confusion we
see in the prisorguards. Through the film language that has been used from the
beginning of the film we can now tell what they are confused about. Another character
in the film makes this point still clearer. This is a gunman who shoots a prison guard
shortly after the laér has paid a visit to his mother. The gunman can just walk away
after he has shot the guard, thus indicating that the prison guard is not especially smart
he is a mere man. And so is the gunmadre is just an ordinary man who has killed

another man wh an ordinary gun according to his ordinary duty.
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The film is saying that everyone has his role to play, but that all one can expect is tears,
blood, pain and death, as everyone, whichever side they are on, is manipulated by other

players in a polital game none of them can run away frarhe film shows a gradual

politicization of the agenda as the story develops.

While the first part may seem sweet to some and bitter to others, the second part can be

only bitter. It is an uncompromising film.
HUNGER: a Steve McQueen filmThe 2" part:

One cut, 17 minutes and 10 seconds long. Any artistic composition can overshadow a
powerful, simple and straigtibtrward dialogue between characters. Here once more we
find bold, uncompromising film grammar. After intensity takes hold, it slowly cools
down before rising up and reaching another climax. We are still playing by the same
rules- ignoring everything but a single theme of discourse (unless they are particularly

irresistible), although nothing else is worth looking for now.
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SANDS:

A 1 0, pedplé marched for the 7 hunger strikers last October, right

... International pressure on the Brits and all that shite.

ng his say and gettin

Even the Popebds havi

Maggie Thatcher to back down and give us our demm.anout

it all came to nothing, The hunger strike failed. We were and are on the front line.

We created the protest. It was our responsibility.

The Leadership have been very clear to me, 4 and half years of-ttshqrotests,

for Répsblichnesra, no sgme extent,

as much as
itds also distracted from the wider d e

| 6d be thin

|l can feel it! Outside,
I n the ideal world webéd be fighting
changed in here.

Not hi ngds

Not hingdbs moved on and Command ar e
unt il therebdbs a realistic chance of m ¢
That 6s the hard truth of it. o
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After the long cutMcQueen take us to breathe the fresh for a shot while with a simple
cutting, MCU with surreal |l ighting composi

sparking also benefit to a rich shape of smoke.
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From this very long dialogue almost 20 mintes- | have extracted some of Bobby
Sandsé | ines as they help us see the perc

part of the film.

There are three mivomthen®pat and thed partfasifollonge r o

1. Characters in thdilms are only pieces in a game of chess. The IRA and the British
government are playing a political game. Everything is politicized.

2.The IRA has become highly organized:; its leaders are mentioned very often in the
second part of the film.

3.Killing i s a fnHave too for t he | RA; even

and the | RA6s goal are political, clear |

The three monuments constructed by the film language in°tpart as describe in the
particular monument and from the"2pat from how Sands thinks about the
organizations and situations. The construction here, thea2t, is straightforward as
monuments are the result of how Sands looks closely at the situations at a macro, meso

and micro level.
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The third and final part of the film focuses on Sands' hunger strike and his reminiscing

about his youth before he dies after refusing food for 66 days.

Someone says fAdie for something, better t/|
clearly a poliical.
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FIETY DEAD MEN WALKING : a Kari Skogland film

Why is this film placed alongside "Hunger
the two films have in common in their discourse on IRA terrorism, and the silence. In
"Hunger" the silence is lital. The first part of the film is very quiet; there is almost no
dialogue, and film language and "mood" are used as the main forms of communication.
There are different types of silence, as Daniel Barenboim has said. In "Hunger", the
main period of silene is in the first part of the film (about 47minutes), but in "Fifty

Dead Men Walking" silence is used throughout the story and is evenly distributed

intentionally so.

"Fifty Dead Men Walking" is moved along by its plot and its dialogue; the film
langua@ is quite vague and confusing. | could never say this is a good film, for many
reasons, but this point supports the argument of the cultural studies school of thought

that film, whether good or bad, always constructs society.

The Sands hunger strike toplace in 1981. "Fifty Dead Men Walking" is set in 1988.

In "Hunger", the life of Bobby Sands is driven by a political ideology, which is why
Sands became a legend of the IRA. In contrast, Martin McGartland just wants a car so
he can please the girl hefaling in love with, but his life becomes more complicated
when it is filled with other people and organizations such the police, the MI5 and the
IRA.

McGartland has no ideology to motivate or drive his life. The only thing he has is his
concept of loglty, which we see throughout the film form beginning to eridis a
loyalty to family and friends that the film clearly portrays through its focus on dialogue.
The car and all the things that Martin was offered by the IRA and the police were just

enticeanents in order to use him.
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What "Fifty Dead Men Walking" offers in terms of understanding the IRA terrorist is,
in this scene, presented through the eyes of Fergus, with the voiceover reflecting Fergus'

perspective.




