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Abstract 

This thesis uses various theories of deviant behavior and masking to analyze 

twentieth-century plays and films which depict masked deviants. It takes the stance that 

deviance in a narrative can be either punished/resolved or unpunished/unresolved and 

asks what each of these narrative dramaturgies might say about the hegemonic structures 

in the societies that bred them. This thesis then moves on to construct a theory for a new 

subgroup of social activist masked deviant theatre 
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Chapter I 

Introduction 

 News media and popular entertainments often lob the term ―deviant‖ about 

with little concern for its actual meaning or the potential outcomes of such labeling. 

People engaging in light bondage, applying extravagant make-up, listening to or 

playing potentially vulgar music may be saddled with a label that appears to lump 

them into the same category with pedophiles and murderers, individuals likely to find 

themselves recipients of scorn and punishment in western society. In his own time 

Socrates was found guilty of corrupting the youth and famously sentenced to a 

hemlock death. His ideas and ideals went so against the establishment that he received 

the ultimate punitive measure. This response is one of the defining aspects of 

deviance: in narratives of deviance--real or fictional--anti-social actions are likely to 

incur punishment from social control agents. While it is generally agreed to by social 

scientists that what exactly constitutes deviant actions or behavior is unique to every 

society or subculture, one can find in the fictions those cultures construct hints (and 

sometimes blatant statements) about what those cultures deem to be acceptable or 

unacceptable behaviors.  

 In contemporary America mask wearing sets one apart from general society in 

everyday life. For the purpose of this thesis I limit the discussion to solid removable 

objects placed upon the face or major intentional alterations of appearance through 

make-up. Choosing to limit the discussion in this way eliminates occasions where 

masks are intrinsic to the style of theatre or the very nature of the character as ―real 

faces.‖ Real faces are not a choice of action; however, putting on a mask to cover 
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one‘s face is. Masking is a step apart from the norm and tends to be reserved for 

revelries and holidays as a means of escaping from the everyday without fear of future 

reprisal or guilt; in these situations masking is acceptable. However, in American 

fictions from the twentieth century through today, those wearing masks outside of the 

aforementioned acceptable circumstances have tended to be those whom, from the 

viewpoint of their contemporaries, would be labeled deviants (e.g., murderers in 

horror plays and movies, bank robbers, gangland killers, and the like). In the course of 

this thesis investigation I discuss two recurring types of narrative: one with punished 

or resolved endings to a behavior and response schema and one without. While the 

previous statement may seem elementary, or perhaps a gross oversimplification, 

setting the narratives into one of these two categories allows the analysis of the plays 

and films I discuss with a specific lens. This lens is focused on potential causes for 

these deviance and punishment constructions and potential receptions of those 

dramaturgies by viewers.  

 Chapter II defines more clearly what deviance is and is not. I use as holistic a 

method as possible in creating both the definition of deviance and selecting and 

analyzing examples, pulling from many areas of sociology, social-psychology, 

criminology, and neuropsychology. While the categories of fictions and characters I 

analyze are finely tuned, I am attempting to ―leave no stone unturned‖ in explicating 

the construction of and treatments of deviance and deviants--both in the fictional and 

non-fictional realms. To help define deviance I make use of one of William 

Shakespeare‘s bloodiest revenge tales, Titus Andronicus. The acts of brutality and 
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sexual aggression and the words by which characters describe themselves and each 

other are near perfect examples of many of the concepts of deviance. An informed 

reader might notice that none of the characters in Titus wear masks.  

 Chapter III, ―Masks, Maskers, and Questions of Agency,‖ takes up the subject 

of masking. This chapter seeks to answer the question ―how do masks ‗function?‘‖ For 

reasons that will become apparent, I define the ability of masks to function within the 

mind of the observer (that is to say, how observers identify, categorize, and relate to 

masks). I draw from studies on Halloween masking, Mardi Gras festival in New 

Orleans and in rural Cajun settings, the Bavarian Krampus festivals, as well as studies 

on facial recognition and identity correlation. Two big questions taken up in this 

chapter are ―why do people mask themselves?‖ and ―How do others react to masked 

individuals in different settings?‖ These questions are in their own ways directly 

related to fictional narratives in plays and films involving masked deviants. 

 Chapter IV looks at ―punished‖ or resolved masked deviant narratives with 

examples from both stage and film. I say resolved because the narratives in this 

chapter need not be concluded with a death or an arrest; in fact, in a resolved ending 

(as I am defining it) the deviant could just as well remove the mask and apologize. In 

this type of masked deviance, what‘s important is that in the events of the play or film, 

the deviant does not get away with the transgressions; he or she is not positively 

reinforced for the deviant behavior enacted. I treat the characters largely as mimetic 

beings, or ―real‖ people within a work of fiction, as opposed to treating them as 

synthetic constructs of an author for an audience. These mimetic beings have thematic 
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significance built from their mimetic and thematic dimensions, that is to say the 

elements of character that reveal or point to mimetic personality and intention as well 

as elements that point to possible themes within the piece. I generally view the actions 

of the pieces and characters as a narrative audience, one which sees the acts and events 

as truly occurring (within the fiction) might, though I position myself as much as 

possible as an informed narrative audience, which is aware of conventions and 

practices of mimetic characters in genres and fictions similar to the ones I analyze. 

Having said the previous, I allow my analyses to remain flexible rather than rigidify 

them by fully excluding the authorial audience and occasionally I step into the realm 

of the authorial audience, the perfect, theoretical, chosen audience that is in the head 

of the author and ―gets‖ every intention. (Phelan 2-11). I bring some elements of the 

authorial audience to bear through research into backgrounds, theories, and histories of 

the works and authors showing greater knowledge than a narrative audience might 

necessarily have. I examine the behaviors that these mimetic characters exhibit--

almost as if viewing a documentary and not a fiction--that define the character as 

deviant or not, the possible interpretations of the appearances of the masks, and 

potential inferences of meaning that might be bred from the interplay between the 

masks, the behaviors, and the outcomes experienced by the masked characters vs. the 

non-masked characters. 

 Chapter V examines ―unpunished‖ or unresolved narratives of masked 

deviance. I use the same methods of analysis as in Chapter IV, but what differs are the 

possible receptions I find of the narratives, given that the masked deviants in these 
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examples are neither punished by social control agents nor do the deviants capitulate 

or apologize. These narratives have a dramaturgy that is, due to its relative lack of 

socially reifying resolution to the deviance, more likely to encourage further imagined 

narratives and interpretations of the deviance and punishment relationship that are 

distinctly different from Chapter IV and, more importantly, instead of reinforcing 

normative social ideals, may challenge assumptions about culture, justice, and the self 

in relation to others.      

 The conclusion to this thesis excavates possible benefits of morally ambiguous 

actions and situations and language that viewers may find patently offensive. I then 

postulate what might be possible with unpunished masked deviant narratives when it 

comes to challenging assumptions, preferences, allowances or predilections in a 

society. I borrow from several source films of different genres and plays (as well as 

one comic book) to formulate a dramaturgical construction of a subgroup of deviant 

narrative that would encourage viewers to question their sympathies and social 

stereotypes. The intention of the final chapter (and, indeed, this entire thesis) is to 

create a framework around which can be built any number of performances to test 

both the audience assumptions about and acceptance of a myriad of interpersonal 

behaviors and the theoretical sub-genre I have here proposed and, moreover, to ask: 

―What can Deviants tell us about ourselves?‖     
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Chapter II                                                  

Deviant Behavior: Means to the 

End or End to the Means? 

… As for that heinous tiger, Tamora, 

No funeral rite, nor man in mourning weeds, 

No mournful bell shall ring her burial; 

But throw her forth to beasts and birds of prey: 

Her life was beast-like, and devoid of pity; 

And, being so, shall have like want of pity. 

See justice done on Aaron, that damn'd Moor, 

By whom our heavy haps had their beginning: 

Then, afterwards, to order well the state, 

That like events may ne'er it ruinate. 

-LUCIUS‘ speech Act IV Scene 3 from 

Titus Andronicus by William Shakespeare 

 

Rape, murder, lies, and deceit: these are some of the actions or behaviors 

attributed to the family of Tamora in William Shakespeare‘s tragedy Titus Andronicus, 

which is notably one of the bloodiest in his oeuvre and a fine example to use in a 

discussion of Deviant behavior. Chiron and Demetrius, Tamora‘s sons, rape and 

brutally mutilate Lavinia, daughter of Titus, after having murdered Lavinia‘s husband. 

Those acts lead Titus to kill Tamora‘s sons and bake them into a pie. These are only a 

few of the Deviant acts portrayed. What precipitates this terrible sequence of events? 

Though analytical models abound for dramatic texts, I shall take a cue from Peter 

Brooks, literary theorist and author of Reading for The Plot, in his article ―Repetition, 

Repression, and Return: Great Expectations and the Study of Plot‖ which says of plot 

that ―We may want to conceive of plot as less a structure than a structuring operation, 

used, or made necessary, by those meanings that develop only through sequence and 
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succession: an interpretive operation specific to narrative signification. . . Plots not 

only have design, but intentionality as well‖ (Brooks 503).  

By bringing together semantics in narrative, which connects every element 

within a piece of art with another like, similar, or related input or experience from 

other works or the real life of audiences and so broadens interpretations and 

expectations of the piece through interrelation of ideas for each viewer, with fairly 

classical narrative/plot theory, it becomes apparent that, even when writers engage in 

experimental forms to evade typical narrative structures (altering timelines, attempting 

to destroy causality, creating nonsensical dialogue, etc.), readers do take (absent a 

pathology such as Autism or Asperger syndrome, which might prevent viewers from 

reading salient emotional/cognitive causations for those actions), any one (at a time, 

though subsequent readings reveal additional previously unheard or unimagined 

narratives) of thousands of possible viewpoints and create a meaningful narrative/plot 

with an ending--or rather a potential ending--out of the myriad available (Ronen 817-

842; Richardson 685-695; Zunshine 270-289). I take this holistic course so that the 

Deviant behaviors within the dramatic events of life and entertainment (as in the 

example of Titus) can be analyzed from many perspectives to reveal in what similar 

ways many plays and films, whether intentionally or not, adhere to several salient 

theories from sociology, social-psychology, and neuropsychology and in what ways 

they illustrate the resulting social control responses to Deviant behavior to create 

meaning. Although I will briefly explain some causal theories, the destination of this 

chapter is an investigation of the outcomes of Deviance and ―punishment‖ narratives--



Texas Tech University, Joshua Jeffries, 08/2007                                                

 

8 
 

that is to say the nature of the Deviant acts themselves and how society perceives and 

reacts to those that perpetrate them (or in some cases fails to).   

deviance vs. Deviance 

To be labeled deviant by appearance or state of being, in reference to which I 

will use a lower case ―d,‖ one need only be set apart from the group for one‘s 

appearance, faith, nationality, fashions, affiliations, etc. Here, deviance is a state of 

being rather than an act of doing (Curra 22; Kaplan 3). In Titus Lavinia and Titus both 

would be physical deviants as they have been mutilated, in her case severed hands and 

tongue and in Titus‘s case only his hand is severed as a failed act of atonement; 

however Lavinia is further stigmatized and placed in the category of ―other‖ because 

her rape is known, if not to the world, then at least by her father (Haws 12-13). Indeed, 

in the end Titus kills Lavinia because he cannot bear to think of her existing ―stain'd, 

and deflower'd. . .,‖ saying of his own act ―Die, die, Lavinia, and thy shame with thee; 

And, with thy shame, thy father's sorrow die!‖ (5.3.2579-80). Clearly, he outlines the 

motive of attempting to regain honor for himself and his family by removing that 

which reminds the world of that honor‘s damage: his daughter. Reactions to visible 

physical damage or known ―defilement‖ can range from the reverence and honor for 

military veterans who return from war to the near shunning or treatment with kid 

gloves (still at a slight distance) of survivors of rape and sexual assault. The mentally 

handicapped (depending on the obviousness of their handicap) also tend to fall under 

this category of ―deviance by difference.‖ In this sense of the word, deviance may or 

may not be the result of a conscious choice, but it is present not as a result of doing. It 
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is as a state of being. 

In contrast to the previous use of the word deviance, I will use the term 

Deviance (with a capital ―D‖) to describe one who engages in an instance or incident 

of action that falls under the heading of Deviant behavior, which comprises any act 

that falls far enough outside the accepted conduct for members of the group to receive 

a negative reaction from social control agents such as police, parents, school faculty, 

religious leaders, etc. (Best and Luckenbill 2-3). Importantly, it is not absolutely 

required for the negative response to actually occur for an act to be considered 

Deviant. The act may or may not endanger the self or the society, but it is seen as a 

challenge to norms of conduct by members of the society and specifically by social 

control agents. In Titus the control agents would be the rest of the military, the gods, 

and the Roman people. Titus is killed by Saturninius, who exclaims, ―Die, frantic 

wretch, for this accursed deed!‖ Titus is then swiftly dispatched by Lucius, who lets 

out a very similar ―There's meed for meed, death for a deadly deed!‖ (5.3.2603, 2604). 

Aaron, the queen‘s lover and master plotter of many of the deeds, is then killed. A 

negative response to the public acts places them in the Deviant category.  ―Public acts‖ 

require a viewing public or the perceived presence of one. It has been said that we act 

out the narratives of our lives influenced by the social narratives going on around us 

and the place we believe we hold or wish to hold (Andrews xiii). If this is true, then 

we are, in some instances, our own viewing public as we must watch our own 

behavior through a public lens and evaluate our behavior based on the expectations of 

our affiliated group.  
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Another element in deciding Deviance is culpability. Howard B. Kaplan and 

Robert J. Johnson, in their book Social Deviance: Testing a General Theory, assert 

that: 

In some cases, individuals whose behaviors or attributes 

appear to deviate from the normative expectations of a 

group to which they do not belong are not judged to be 

deviant. This is because the individuals (perhaps 

because of their perceived inferiority) are not expected 

to be capable of conforming to the normative 

expectations. These ―Barbarians‖ or ―subhumans‖ are 

judged to be deviant by virtue of not belonging to the 

group that evaluates them, but they are not otherwise 

punished for failing to conform… (4-5). 

So, those with mental handicaps may be placed in the deviant category, but their 

eligibility as labeled Deviants falls into a grey area. Because the ability of some 

handicapped peoples, such as those with unmedicated schizophrenia, mental 

retardation, or those with dissociative disorders, to modify and control their behavior 

is more limited, one might automatically eliminate them from culpability for their 

crimes, but the numbers of mentally handicapped people put to death throughout the 

United States argues just as strongly for the mentally retarded being open to guilty 

judgment. I will further explore this aspect of punishment of the handicapped shortly. 

Ironically, racism (to some degree) defuses Deviance; rumors of terrible or 
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disrespectful acts by ―brutal,‖ ―animalistic‖ black men were often chased with 

comments like "What do you expect when there‘s nothing but niggers" (Bryk). As 

―subhumans‖ they were expected by many whites to behave in antisocial ways 

partially because they were misrepresented as having no love or close ties to 

respectable society that would lend to upholding that society‘s norms. In a further 

twist on a twisted social outlook, labeling blacks as ―subhuman‖ did not stop the 

persecution. What the label may have stopped, or at least reduced, is the potential guilt 

bigots felt about the part they played in the torture and murder of innocents. 

Thankfully, few people in America today would refer to racial minorities, or the 

handicapped, as ―subhumans,‖ but are there still monsters about in American society 

or fiction?  

The terms ―monster‖ and ―subhuman‖ cover a lot of territory. A fictional 

example would be the character Michael Myers—referred to in John Carpenter‘s 1978 

film Halloween as ―the shape‖ or ―the devil‖ – a character who has no psychological 

motive, no emotions, does not feel pain, and cannot die. Myers‘s pathology goes 

beyond dissociative disorders as defined by John L. Miller, M.D., which are: 

Dissociative Amnesia (losing portions of one‘s memory due to trauma), Dissociative 

Fugue (forgetting one‘s self and wandering away from life), Dissociative Identity 

Disorder (once called Multiple personality disorder), and Depersonalization Disorder 

(detachment or estrangement from one‘s life). Myers is, technically speaking, a 

monster. He is completely disconnected from any feelings or care whatsoever. The 

drive to slaughter babysitters is not explained in the film, but I would posit that it is a 
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cold, emotionless reenactment of his similarly unexplained murder of his sister when 

he was a child. Myers is the perfect post-modern monster.
1
 His crimes are ―senseless‖ 

and he is not subject to the same biological laws as everyone else in the ―real‖ world. 

However, as the laws of these United States do not cover the undead or undying, at the 

very least Myers is incompetent to stand trial and, as such, is not subject to the same 

judgments of guilt because he is insane. The insanity defense prevents the execution of 

those that are unaware or unable to prevent their own murderous actions (Wright 18-

30). The most likely ―punishment‖ Myers would suffer is removal from the public 

sphere to be studied by doctors so that they might gain insight into what builds a 

monster. his incarceration is unlikely to cause him any discomfort or pain. Whereas 

―normal‖ people are expected by those around them to struggle against captivity,
2
 

Myers‘s lack of suffering actually serves to reinforce his placement in the Deviant 

category.  

Is Tamora and her sons‘ status as Goths, clearly marking them as 

national/ethnic deviants, enough to place them in the category of subhumans? 

Shakespeare has written many ―outsider‖ characters. However, compare the Goths in 

Titus to the outsider in Shakespeare‘s Othello, in which, although Othello is a Moor 

and a jealous, beguiled, and vengeful man, he is also pitiable and is known for his 

devotion to heroism and honor. He is not portrayed as sub-human. This appears to be 

the common case with Shakespeare‘s outsider characters; while they are subjected to 

devaluation and insults by some of the people surrounding them, they are similarly 

capable of moral and even admirable behavior. Returning to Titus’s Goths, although 
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their behavior would by many (including the family of Titus Andronicus and 

eventually the Roman people) be judged inhuman(e), they feel pain, have a close knit 

family group (to which they are loyal), experience a sense of community and justice. 

In short, they do not appear to be of a lesser or more brutal ―species.‖ What‘s 

interesting to note is that, although being an outsider equals being ―other(ed),‖ in 

many real world environs, as well as in many fictions, these characters and people are, 

based on their fears, loves and loyalties, still human. Being human, they are open to 

being labeled as Deviants.  

Deviant Sex and Violence 

Although my analysis appears to focus on value and activity standards with 

reference to what, for many readers, might seem ―normal‖ people within ―normal‖ 

people and societies, standards of normalcy are relative. In one culture killing animals 

in religious services is completely normal and normative, reinforcing positive social 

behaviors; in another society the killing of the same animal may be verboten. 

Establishing an activity as being in or out of the category of Deviance, especially in 

relation to sex, is problematic because in many societies there is not an honest 

accounting of sexual behaviors. People rarely divulge their interests or activities fully 

to anyone outside their own bedroom and, indeed, sometimes their own mind and the 

acts themselves, once torn from their social context fail to have the same meaning 

(Curra 39). Although conducting accurate studies is difficult, sex is a topic many 

people have great interest in, since ―sex sells.‖ A possible stumbling block is that, in 

all studies where the participants are aware they are, in fact, participants, the results of 
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the studies may wind up skewed. Many analysts have argued that participants in 

studies are simply reflecting what the researcher wants to hear or see (―Media 

Violence‖). This situation makes the careful study of psychological and social 

phenomena and models problematic. One might study convicted sex offenders and 

compare them to sexually active people not incarcerated in an attempt to classify a 

particular sexual behavior as Deviant (not an uncommon practice in the past), but this 

is problematic because many convictions are tied to a lack of consent on the part of 

one participant. However, if the two participants are in agreement upon the act, they 

have become a small group, often with rules and guidelines (possibly including safety 

words). Within this limited group a sexual act, though it may look violent to an 

outsider, is no longer Deviant. However, in Titus Lavinia‘s rape is certainly not 

consensual. Since her attack is non consensual, extremely violent, and perpetrated 

upon a person who is not a member of any ―subhuman‖ category, the act must be 

deemed Deviant. 

As violence is such a prevalent source of study in the field of Deviance 

research, a good working definition of what exactly comprises ―violence‖ seems 

called for. Not all violence, even if it is outlawed, is deviation from the norms of a 

society. However, narratives of attack and retribution like Titus are most often 

bookended by acts of violence, theft, insult and degradation, betrayal, etc.  
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In Meanings of Violence, Jon Abbink culls the following definition from 

several works by D. Riches:  

Violence is the contested use of damaging physical 

force against other humans… with possibly fatal 

consequences and with purposeful humiliation of other 

human beings. Usually this force—or its threat—is 

preemptive and aimed at gaining dominance over others. 

This is affected by physically and symbolically 

communicating these intentions and threats to others 

[italics in the original] (xi).  

The important distinction here, with regard to cases of bondage and discipline and 

sado-masochism, is that the acts must, as Abbink notes, be ―contested” to be violent. 

The presence of safety words indicates interest, compliance, and restriction on the 

parts of both participants.  

Even in cases that are uncontestedly violent, however, it has been 

demonstrated that not all acts that are violent are socially damaging. Acts of violence 

that bring a people (or subgroup) together more tightly and galvanize them against an 

enemy can actually be constitutive and serve to build community within the group 

(Abbink xii). The violence in Titus, as it is crime that is punished, reinforces Rome‘s 

moral codes. The vengeance aspect of the violence is not entirely different from 

dueling in that the retribution reestablishes a family‘s honor. Dueling, as defined and 

located sociologically by John Curra in The Relativity of Deviance is a good example 
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of non-Deviant violence, since codes of honor in many societies demanded 

satisfaction at the slightest hint of an affront. While participants in a duel might serve 

time in prison for their actions, the offenders are not seen as Deviants (66).  In ancient 

Roman, like many imperial/imperious peoples, war and expansion were largely seen 

as perfectly normal. The practice of warring and killing is well represented in actions 

of the gods within the religions to which they subscribed (Coleman 44-73).  

In waging war in the Roman world, there was a general set of guidelines 

(either explicitly agreed upon previously or implied by previous associations and 

campaigns) for conduct. This is true of all groups--even those that might fall under the 

category of Deviant (Konty 108). There is little evidence that classical Greeks and 

Romans engaged in human sacrifice (Rives 66). Notwithstanding this unlikelihood of 

sacrificial practice, Lucius describes the sacrifice of Alarbus, whose ―entrails feed the 

sacrificing fire‖ as ―Our Roman rites‖ (I.1.144-145). That phrase seems to establish 

the practice of sacrifice as an expected ritual of their society (at least in Shakespeare‘s 

fictional Rome). To sidestep this ritual, then, would have been out of place for a 

Roman general. The hypothetical act of clemency for Alarbus is outside the normally 

accepted behavior for this particular group in this particular type of gathering. The 

failure to act with violence in Titus‘s case, though it would be a gesture of apparent 

peace, would then be said to step into the realm of Deviant behavior. Deviance, then, 

is relative to the observer, which makes definitively situating any act as Deviant 

problematic.  
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Sowing Deviance: Fertile Ground for Conflict 

The holistic biological/social/psychological lens I utilize in analyzing 

Deviance construction allows for possible input from many areas of the theories of 

symbolic interactionism, neuropsychology, social psychology, and criminology. 

However, this analysis disallows for pathologies such as schizophrenia, 

psycho/sociopathy (though the very existence of these two often conflated divergences 

from normalcy and their exact definitions remains in debate), and mental handicaps of 

many varieties, due to the difficulty that individuals with those conditions would have 

in perceiving and adjusting to certain types of social input or integrating so-called 

―appropriate behavior‖ into their own activities (―Profile‖; Sellbom 334-343). Though 

these are deviant (small ―d‖) pathologies, setting their individual apart from society, 

the presence of a pathology also prevents the sufferer from Deviant labeling because, 

using the concept of mens rea, or ―guilty mind,‖ one must be able to perceive, 

understand and care about the laws of society before one may knowingly violate them 

(Mens Rea).  

I approach the explanation of Deviance construction with the view that the 

degree of adherence to social rules is based first on biology, as one must be able to 

perceive and process exposure to socializing forces before one can demonstrate 

behavior that conforms to or resists those forces. I will begin with some of the findings 

from the field of cognitive neuropsychology. In the simplest terms, the neurons in the 

human brain react to stimuli. Constant repetition of a mild stimulus causes the sensory 

neurons to connect to the motor neurons at only one point, whereas a few hits from a 
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potentially damaging stimulus causes multiple connections (Wexler 28). This is an 

example of the habituation of sensory and motor neurons: as something is repeated it 

becomes normal and expected.  In Titus, the Goths and Romans are warlike peoples 

for whom violence breeds violence and for whom life, from its earliest moments, 

involves militaristic training and fights for survival, which would acclimate the brain 

to certain stimulus response sets. Meeting violence with violence would appear to be 

in these characters‘ lives both a matter of social rule and biological imperative.   

Contributing to the debate of nature versus nurture is that blind babies produce 

the same facial expressions as a response to stimulus such as tickling or hunger as 

sighted ones (Cole 686). Certain physical reactions appear to be pre-programmed. This 

seemingly innocuous idea connects to behavior; it questions the extent to which we 

respond to emotional stresses and impulses physically without cognizance. If a 

―natural‖ reflex response to a threatening stimulus is flinching or dodging, but the 

subject has seen another victim hit in response or to prevent a strike, then can an act 

the individual feels is pre-emptive of suffering or injury be considered a ―natural 

response?‖ Unfortunately, many of the studies on brain pathologies and chemical 

imbalances related to violent or Deviant behavior have tended to focus on lower 

income status peoples or minorities--as statically these groups are more likely to be 

convicted of violent offenses, but they are not necessarily the sole, nor even the 

primary, offenders. 
3
 This tendency can create an unbalanced image of Deviants and 

(in these studies) criminals as ―them‖ in relation to both the researcher and the reader 

evaluating the findings of research. There are those who have attempted to make 
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connections between the creative thought process as Deviance and potentially 

antisocial rule breaking (Wells et al. 74-77). In relation to Deviant criminal behavior, 

research findings focused on studies of prison inmates do not appear to support the 

connection between  creativity and extreme anti-social behavior; although a fair 

number of criminals were found to be creative in areas of song and dance (areas that 

allow for a free flow improvised act), they scored below the norm in creative skills 

that require an adherence or at least cognizance of structure, such as writing and 

inventing (Eisenman 205-210; Brower 3-13).
4
 What does appear to be true is that 

Deviants of all sorts do reject, rebel against, or ignore authority and conventions. 

However, in Titus, Titus‘s refusal to grant clemency to Alarbus and avoid the fictive 

sacrificial rites brings about the downfall of two families. Surely, this is a Deviant act 

for a Roman warrior. Without Titus‘s adherence to the rites, though, there would have 

been little food for conflict and drama or reason for the violent acts in Titus.
5
 The 

killing of Alarbus is tragic for the Goths but certainly wouldn‘t constitute criminal 

action on the part of the Romans; however the response of attacking and desecrating a 

Roman citizen would seem criminal from the Roman point of view. 

Criminology often seems to take the stance that criminals go about looking for 

opportunity in situations (a potentially positivist and judgmental viewpoint, but one 

that the character Aaron in Titus would seem happy to adhere to). This position, which 

seems to assume that criminals are criminals before they commit any act, is attacked 

by Jack Katz in his book Seductions of Crime. He finds fault with some of 

criminology‘s (more typically positivist) tendencies to create statistical analyses and 
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place people in categories that label them as likely to offend (which really seems in 

many ways like polite socio-economic and racial profiling). The primary faults he 

finds are:  

1) Whatever the validity of the heredity, psychological, and socio-

ecological conditions of crime, many of those in the supposedly causal 

categories do not commit the crime at issue, 2) Many who do fit the 

category do not fit in the causal categories, and 3) and what is most 

provocative, many who do fit the background categories and later 

commit the predicted crime go for long stretches without committing 

the crimes to which the theory directs them (4). 

While it may appear obvious that situation and behavior are linked, situations are not 

merely opportunity; they are a factor that can encourage behavior (Horney 1-16). It is 

common enough to say that locations with depressed economies and social strife are 

prime locations for Deviance, but the phrase coined by the Las Vegas Convention and 

Visitors Authority ―What happens here stays here,‖ and the pre-Katrina behavior of 

revelers on Bourbon Street during Mardi Gras are examples of assumed 

sanctioned(ing) locations for polite Deviance. Locations can seem increase motivation 

for those wishing to act in Deviant ways, but do the locations create Deviance? To me 

it looks more like a situation in which the ―normal‖ levels of risk are reduced, which 

would seem likely to pitch risk assessment evaluations toward the Deviant side.  

In Charles R. Tittle and Ekaterina V. Botchkovar‘s article “Self Control, 

Criminal Motivation and Deterrence,‖ which investigates responses from Russian 
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criminals, the authors seek to uncover the extent to which Deviant criminal behavior is 

a function of attraction to crime versus a disability in assessing risk and likely cost.  

They find that criminal behavior appears to be more closely linked with motivation 

than with an inability to recognize likely punitive outcomes from the behavior. The 

offender is motivated more by desire than by a deficiency in self-control bred by 

shortsightedness (307-354). This is also true of the character Titus, surely he knows 

the cost for his actions, but the impetus for continuing upon his course (revenging the 

rape of his daughter and other crimes) greatly outweighs the price.  

If relating Deviance to biology hovers too near racism and classism, which I 

believe it does, what about social factors? One experiment by behavioralist B.F. 

Skinner tested the extent to which the creation of groups is normal for primate 

psychological development. In the experiment, baby monkeys were placed with a real 

mother, a stuffed mother or a wire frame mother. The behavior of monkeys with a 

wire frame mother or no mother at all ranged from what, in humans, would be called 

autistic or antisocial, to completely psychotic monkeys that mutilated themselves 

(Griffin 533-547). Asocial rearing certainly appears to breed at least anti-social, if not 

psychotic, behavior. It is, perhaps, seemingly teleological, but apparently true, that 

humans as well need social interaction to be socialized. It is curious that babies, 

technically speaking, demonstrate most of the behavioral characteristics necessary for 

labeling as psychotic (i.e., they are self focused, manipulative, and likely to respond 

with aggression). There are theories by researchers such as Dr. Richard Tremblay of 

the University of Montreal that, generally, most people will never again be as violent 
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as they were at the age of two (Holden 580-81).  Are we born selfish and prone to 

violence? If conformity can only come from social interaction and reinforcement, 

peace must be a learned behavior. Perhaps the answer can be located in one or more of 

the following theories of the socialization of Deviants.  

In this section I return to a phrase I used earlier: ―labeling as Deviants.‖ 

Symbolic interactionist thinking places labeling at the center of the social-personal 

interaction. People need society to define themselves and society is defined by its 

people. At the point where the two meet and exchange meanings and concept of self 

and rules, society agrees on labels that describe people who violate those rules as 

Deviant and apply the label to them (Dotter 4). The labeled people then react to the 

labels and they can choose (consciously or not) how to react. However, in 

interactionist theory, ―Behavior is viewed as indeterminate, unpredictable, impulsive, 

and spontaneous. Scholars focus on how individuals define situations and thereby 

construct the realities in which they live‖ (Longmore 44-57). Most Deviance studies 

from this viewpoint seem to assume that the label is co-opted by the individual, who 

then performs the role as he or she believes necessary to reinforce that individual‘s 

―choice‖ of identity. The quote from Titus at the head of this chapter makes clear the 

acts of labeling with descriptions like ―heinous tigers,‖ ―beast-like,‖ and ―damned 

Moor.‖ Titus renames Demetrius and Chiron (those that accosted his daughter 

Lavinia) ―Rape‖ and ―Murder.‖ Despite this most of the characters do not appear to 

accept and incorporate into their identity their own Deviant labels, save for Aaron, the 

Moor. In Aaron‘s final speech he brags, ―If one good deed in all my life I did, I do 
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repent it from my very soul‖ (5.3.2734-35). Reveling and bathing in one‘s own 

villainy certainly points to a co-opting of one‘s own Deviant Label; it is a conscious 

choice to continue the Deviance.  

The choice to act in Deviant ways could well be guided by Durkheim‘s 

concept of Anomie, a situation where social rules and constraints are loosened and the 

behaviors and values become more obviously situational and self-serving. An Anomic 

situation could be one such as Woodstock in 1968, or the 1992 L.A. riots. The 

sentiments of the former example are reflected in the 1968 musical play Hair and the 

latter one commented upon in the one-woman documentary play Twilight: Los 

Angeles written by and starring Anna Deavere Smith.
6
 Though there was a new set of 

unofficial rules established by the participants of both real life events from moment to 

moment, the overall rules of the greater body politic were, for a time, put on hold, or 

only loosely adhered to. This term is actually borrowed from lesser-known French 

sociologist Jean Marie Guyau‘s theories, who in turn borrowed it from the Greeks 

Plato and Plutarch. The differences are that Guyau was referring largely to individuals 

and Durkheim to groups (usually within an economic dynamic) and while Durkheim 

finds that moral codes are solid facts external to the individual, Guyau posited that 

moral codes are fluid ideas and based on the context of the society at the moment in 

reference to the individual (Orru 499-518). From Durkheim‘s work on Anomie and 

Deviant behavior comes Mark Konty‘s work in Microanomie. Konty posits that 

Durkheim‘s theory of anomie or deregulation ―refers to a cognitive state where an 

individual is not regulated by values that call for behavior aligned more with social 
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than with self interests. When an individual's value orientation is skewed toward the 

self, he or she is in effect unregulated by social interests and therefore inclined to act 

against them‖ (108).
7
 Konty moves on the idea that microanomie is a point at which 

the interest in self and the interest in society are out of balance. Microanonie requires 

not only a strong self interest, but a devaluing of concern for the society around the 

microanomic individual. This is definitely the case in Titus; all the individuals are 

blind to what the cost to themselves and their groups may be, their only goal is to 

satisfy honor through vengeance and re-build or reinforce their self-concept.    

Microanomie, much like some criminology, seems to take a bleak view of 

human self-interest behavior patterns.  ―Without the buffer of self-transcendent values, 

however, individuals should be expected to take advantage of any opportunity that 

comes their way, legitimate or not‖ (124). Microanomie appears to be at odds with 

social strain theory, which emerged from anomie. In Strain theory the individual has 

desires and wants that society opposes; the individual feels constrained by society and 

struggles against it, resulting in anger, frustration, desperation, suicide, violence (109). 

In Strain Theory it appears that pressure from society is largely at fault for the actions 

of anti-social resistance, whereas in Microanomie it appears to be a lack of proper 

socialization and support that causes one to look for opportunity to deviate.  Another 

angle on this concept is Revised Strain theory--focused primarily on delinquency, but 

applicable to many subjects--in which the person in question is reared in an 

environment that is not conducive to healthy psychological development (i.e., abusive-

-either sexually or violently--or repressive to the individual‘s sense of self or 
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creativity). The actions to reject that repression, then, are normal responses to a 

detrimental system (Agnew 151-167). Is the ultra violence present in Titus a healthy 

reaction, or attempt at self-preservation, to a detrimental system? I would say no. Is 

the Deviance a result of strain of society upon the individual? This is a greyer area. 

The religion of Shakespeare‘s Roman society calls for the sacrifice of Tamora‘s son. 

From Tamora‘s viewpoint, as a concerned and loving mother, losing sons would 

require punishment for the Romans responsible as retribution. Titus‘s government 

punishes him by forcing him to cut off his hand to appease the powers that be. That 

punishment was a direct result of Aaron and Tamora‘s manipulation and scheming. Is 

Titus‘s reaction of cooking Tamora‘s sons into a pie a result of the strain upon him 

and his family from having his daughter attacked, his son killed, and his familial honor 

maligned? I would say yes. His society‘s attempts to prevent him from justice are a 

strain. He is maligned and relabeled away from his hero status. In a person 

conditioned to avenge honor and answer violence with violence, Titus‘ss reactions, 

though certainly extreme, appear to have outcomes predicted by the various Deviance 

theories.  

It may be, as I believe this example demonstrates that Deviance construction is 

a complex interaction among all the elements involved. The debate appears to be of a 

―chicken and egg‖ variety with each field wanting its research to be the main 

ingredient and others ancillary. ―Sham surgery,‖ or placebo surgery, which is hotly 

contested, could eliminate many false positives on trials by making individuals with 

sexual or violent ―addictions‖ (e.g., Attention Deficit Hyperactive Disorder and other 
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dysfunctions) believe they were ―cured.‖ Many see this as unethical (Albin 491-152). 

It appears that, at this moment, the only absolutely sure means by which to assess 

definitive primacy of a particular factor in the construction of Deviance is to proceed 

with Skinner-like experiments many societies would see as monstrous and would liken 

to the works of Josef Mengele. For example, if a child were placed in total isolation at 

birth, fed from a tube, and then tortured with a cattle prod, it would establish the 

separation in behavior learned form society versus pain avoidance behaviors that are 

neurologically ―natural.‖ Those holding the opinion that an experiment like this would 

be monstrous would not be incorrect.  

What this brief overview of various theories demonstrates is that people are 

difficult to predict; they are inconsistent and moody creatures. There are certain things 

that make Deviant behavior possible (location, opportunity, interest, victim or 

partner), likely (degree of acclimation/desensitization to Deviant activities, low 

assessment of risk; self control problems; emotional quality associated with the event, 

location, victim/partner, degree of identification with or resistance to labels; etc.), and 

all but certain (encouragement from peers, strong positive or negative reinforcement 

attempts, and mood). What is consistent is that people generally think of themselves as 

good; even those that label themselves as ―bad,‖ or ―roughnecks‖ or ―evil‖ are usually 

attempting to excel at fitting that category and their behavior is, based on that 

redefinition of self, ―good‖ (Katz 9). The Moor Aaron happily wears his label as evil. 

Once the self is redefined and behavior modified further to support that redefinition, 

what are the outcomes of Deviance? Although Deviance can be socially constitutive, I 
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am (from this point on) going to focus primarily on the more common connotation of 

Deviance, Deviant behavior, and Deviant Labeling (that is to say Deviance as 

destructive anti-social and criminal behavior) and how Deviance relates to Crime and 

Punishment.  

“Anything Less Would be Uncivilizing:” Outcomes of Deviant Behavior 

Up to now I have focused on describing what Deviance (capital ―D‖) is and 

how it is thought to be constructed. I will now move towards an explication of 

possible responses to said Deviance. If a person or group believes that Deviance is 

based on something wrong with the lower classes or minorities or people who have 

made the conscious decision to act in a destructive manner, corporeal punishment is 

likely. Scapegoating society‘s ills on labeled individuals and groups, or locations that 

―influence‖ groups, is a common means of focusing people‘s woes on those they 

already see as ―other‖ and removes culpability for problems that the society at large 

very likely had a hand in creating (Brown 704-723). This effect is seen time and again 

in the genocide and racial/ethnic cleansing around the world (Mirković 191-199). 

Another aspect of this can be seen in experiments relating to victim empathy and 

identification, in which empathy for victims was connected to perceived responsibility 

or culpability in their own violation; for example, women who returned to abusive 

home lives and then were abused again tended to receive less empathy from subjects 

(Clements 293-295). What is equally interesting in the previous study is that empathy 

for victims did not affect the likelihood of a subject to suggest therapy instead of 

incarceration or death, perhaps demonstrating that an understanding that places 
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Deviance in a relationship with social strain, addiction or brain pathology is more 

likely to encourage therapy or medication for the Deviant.   

In contrast to the above, the ability to empathize with the ―bad guy‖ is rarely 

found in the dramaturgy of action movies and violent video games nor is it present for 

Chiron and Demetrius in Titus, although empathy for Tamora is possible. Video game 

violence is a touchy subject given that analyses, such as ―Youth Violence a Report of 

the Surgeon General‖ from the US Department of Health and Human Services, 

suggest that exposure to violent video games increase the viewer‘s or player‘s 

aggression levels. These increases in aggression should therefore increase the 

incidents of violence on the part of youths playing those games. However, in studies 

like that of the Center on Juvenile and Criminal Justice, the actual rate of violence 

committed by youths was at a thirty-year low in 2006 (―California Youth Crime 

Declines‖). A possible explanation is that those sitting in front of a flat panel TV 

killing zombies with their Xbox ™ cannot (unless one believes in bi-location) also be 

outside doing the violence they are pretending to commit. Perhaps this is a case of 

pacification and apathy through entertainment and technology. However, in studies on 

children which seek to analyze Deviance and punishment, strikes against the corporeal 

body of the offender are often viewed as well-deserved punishments for infractions 

(Peterson 205-225; Bear 62-77). It is no accident, then, that many video games (and 

action movies) have, as a mainstay in their dramaturgical construction, a final battle in 

which, through violence, the villain is punished or the hero is rewarded and closure is 

achieved. This final battle in Titus is wholesale slaughter and punishment for Tamora, 
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Aaron, Saturninus, and Titus. Lavinia‘s death at her father‘s hands is not punishment, 

however, but rather an expression of his sorrow that appears terribly Deviant.   

Revenge, justice, vendetta, punishment, execution, and imprisonment are terms 

that relate in one way or another to an attempt to bring about closure to people‘s 

feelings of injustice or violation either as solitary individuals or as actual or perceived 

members of a group or society. The fact that these efforts almost always lead to further 

acts of violence and vengeance, a situation clearly demonstrated by gang violence in 

urban settings and familial conflicts such as the famed Hatfield and McCoy feud, does 

not stop many individuals from seeking out resolution (Katz 140-142; Peyton). Even 

those ―wronged‖ people who do not seek direct retribution tend to either seek help 

through the use of autobiography, therapy, discourse with friends/support groups, 

meditation, medication or other means of ―coping‖; or they run from the past by 

changing religions (in this case to escape what they relate with their previous 

associations), relocating (sometimes great distances), pretending the past never 

occurred and that they can simply ―forgive and forget,‖ or that flowers and apologies 

excuse almost anything (Browning 540-560; Marvin 13-18). Unfortunately, it is in 

failing to deal with past transgressions that we find that old adage ―Those who cannot 

remember the past are condemned to repeat it‖ (Santayana 82). In relation to sexual 

Deviance, it appears entirely likely that in connection to repeated exposure to the 

experience of sexual or physical abuse, that abusive activity became imprinted since, 

although imitative learning diminishes rapidly after age 10 it still exists and the 

individual internalizes ―interpersonal or even multiperson processes that had not 



Texas Tech University, Joshua Jeffries, 08/2007                                                

 

30 
 

previously existed in any particular individual‖(Wexler 122-125). This tends to at the 

very least open up that Deviant behavior as a more viable option for the sufferer in 

future interpersonal relationships, more ominously though, given that ―… the effects 

of familiarity on preference can be mediated by implicit memory systems… The fact, 

though, that these effects can take place automatically and without conscious 

awareness makes them difficult to prevent, circumvent, or control‖ (Wexler 157). An 

individual watches and takes notice, then becomes familiar, then imitates. That 

imitation breeds greater familiarity, the familiarity of experience instead of 

observation. And, with these operations flying ―under the radar‖ of consciousness, as 

it were, the study of them in the real world is highly complicated. Luckily for this 

analysis, dramatic representations of Deviant behavior have a tendency to take a 

somewhat more simplified form in with regard to the dramaturgical constructions of 

and response to Deviance.  

I find that there are three available responses to Deviance in film and theater; it 

will be validated, punished, or ignored. Validation occurs in Titus when the title 

character Titus is praised and then later mourned by his countrymen as a revered 

patriarch even though he has performed actions that are incredibly gory and vengeful; 

although he is dead nonetheless. A perhaps clearer example of narrative validation of 

Deviant behaviors, in this case through a lack of effective punishment on the part of 

the social control agents, can be found in the 1991 film The Silence of the Lambs, 

adapted from Thomas Harris‘s novel by the same title and directed by Jonathan 

Demme. The character Hannibal Lecter, who is truly an archetype of evil and number 
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one on the list of the American Film Institute‘s top fifty villains (AFI‘s Top 100), 

escapes at the end of the film and lives on. Lecter defeats the police and FBI by 

eluding them and is presumably on the hunt again. The social control agents do not 

release Lecter; he shows himself to be the cleverer one and garners his own freedom. 

If the deviance is responded to positively--or there is a failed negative response--that 

Deviance is, in my estimation, rewarded. 

The ―punishment‖ response in Titus comes by means of the shaming and 

ostracizing of Titus and his son Lucuis and the deaths of his other sons, ostensibly for 

the murder of Bassinius. The vengeful acts of the Goths I leave out due to their status 

as a subculture and the slim chance that the rest of Roman society would have, with 

full knowledge of the events, joined their blood feud. Before the justifications for 

Titus‘s own actions are known, the reaction of the society around him prior to the 

revelation of the actual guilty party is clear though. Ironically, the most seemingly 

Deviant punishment responses of the play--Titus‘s acts of brutality against himself, his 

daughter, and feeding Tamora‘s her own sons--might not even be truly Deviant, since 

―…not every retaliation that does more than balance the scales will be hostile 

aggression. Only when the avenging person does not care for the consequences to 

himself or to society, and simply wants to harm the offender as much as possible…‖ is 

the act Deviant (Schmid 2). Titus‘s actions are seemingly in keeping with Roman 

ideals and an attempt to preserve honor and defend the state and his family from the 

Goths and their queen.  
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Ignoring Deviance is an anomaly in theatre and film plots and has in real-world 

studies been shown to encourage continuation of the behavior. Ignoring bad behavior, 

unless coupled with strong encouragement of ―good‖ or ―civil‖ behavior, given that 

silence is taken as positive reinforcement when it is paired with mostly negative 

response, reinforces the negative as acceptable (Broughton 149). Violence and 

incarceration are generally seen by Deviants (and most others) as a negative. Deborah 

Willis‘s analysis ―The knowing Vulture: Revenge, Trauma Theory and Titus 

Andronicus‖ makes it apparent that ignoring the Deviant behaviors is largely 

impossible, since ―For Shakespeare as well as trauma theorists, trauma assaults a self-

self object relationship, produces cognitive overload, and leads to a constricted self 

more vulnerably focused on narcissistic injury. It produces a pressure to repeat and 

reenact aspects of the traumatic scene in encrypted form, if not to experience 

flashbacks‖ (50). Trauma impacts our sense of self that has been established through 

our own narratives of our lives; it is like a ―choose your own adventure‖ book with an 

unavoidable, unjust ending. At some point it appears easier to tear the pages out than 

to reason through the ―appropriate choices.‖ If Titus did ignore the behavior and 

Deviant acts of Tamora‘s family and seek to end the plot with a new resolution, his 

lack of honor would force his children to act or his family to be devalued in the 

Roman public eye. On a longer timeframe, a narrative extended beyond this new 

hypothetical final curtain, I would posit that it is entirely likely that a member of 

another faction, group, or a god would eventually make an example of those who flout 

the will of the gods or traditions of the Roman people (this would be a sequel).  
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In Titus‘s case, he does not break with tradition and instead follows through 

with the ―sacrifice‖ against the wishes of Tamora. Within the queen‘s Goth group, a 

subgroup in this instance—as it resides currently within the Roman borders and 

population as a minority—the act is surely tragic and seemingly damaging to the 

subgroup. As a response to trauma effects, affronts to their honor, and feelings of loss 

and injustice, the Goths set into action a sequence of events intended to desecrate and 

decimate the house of Andronicus.  

The purpose of this chapter has not been to pass value judgments on acts or 

instances of Deviant behavior, but rather to demonstrate that in any plot or narrative, 

―real‖ or imagined, there is an outcome--again ―real‖ or invented by the observer. The 

curtain must fall; what is in question is how the characters will respond to those 

Deviant actions and Deviant characters and whether the curtain will close on a stage 

covered in righteously-shed blood or tragic carnage. Remembering that justifiable 

revenge--like justifiable homicide, in its present legal sense--is not Deviant, there are 

times when revenge, though it may be repulsive and sickening to a narrative audience 

in its execution, may appear necessary if it reinforces narrative audiences‘ 

assumptions about morality and law by punishing the transgressors. Similarly, there 

are times when the most terrible acts of gore and splatter are the only responses 

mimetic characters can see as a possible outcome.  

Defusing Deviance behavior at its many sources would seem the better plan for 

the benefit of society and the individual. Examples of strategies for defusing Deviance 

might be as follows: preventing children from experiencing sexual or violent trauma 



Texas Tech University, Joshua Jeffries, 08/2007                                                

 

34 
 

(especially in the home) or becoming acclimated to Deviant sexual or violent 

experiences by removing them as a motif within a child‘s formative years in particular 

to reduce the integration of Deviance at the neural level; encouraging economic 

prosperity in areas with a depressed local economy and dialogue between religious 

and ethnic groups to reduce social stress conditions; giving more positive social 

encouragement (e.g., accolades, honors, financial incentive) to people who stand out 

as positive role models and leaders to increase the likelihood that ignoring bad 

behavior will exterminate it (instead of encouraging it within a negative reinforcement 

penalty system); identifying those individuals with a reduced or hindered ability to 

internalize socially ameliorative behaviors (i.e., a greater degree of autism diagnosis 

and response and treatment for a host of personality and mental disorders effecting 

many people at all ages) and treat them; and finally educating those around the 

disordered individuals bout the disorders before the behavior becomes destructive to 

the self or society. Strategies such as these might make for sound public action and 

community repair, but they would likely make for terribly boring drama or action 

films and, in fact, would more likely be subjects of farces and social commentary 

comedy.  

Genre is important when discussion dramaturgical uses of Deviance. Certain 

genres bring with them expectations of outcomes to the narrative. The state of being 

deviant that is related to visually obvious disabilities is often the subject of uplifting 

human interest dramas such as The Miracle Worker, Mr. Holland’s Opus, Rain Man,
9
 

and others. Those that end tragically often involve faultless physical or mental 
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deviants (e.g., The Elephant Man and Mask
10

) and allow writers to muse on the 

monstrous qualities of society. In contrast to the previous situations, Deviance that 

might be located in some debated social categories (e.g., kleptomania, necrophilia, 

pedophilia, masochism, riot situations, rape, child abuse, assault, robbery, etc.) can go 

either way. If the Deviance is viewed as a medical problem, the film may or may not 

end in violence; whereas if it is viewed as a conscious choice to act or to fail to 

prevent action, it will very likely result in ―punishment.‖ It often depends on the level 

of Deviance: the extremity of act. Notably, if the Deviant is aware of or flaunts his or 

her status, then the likelihood of death increases (e.g., Scream, Butch Cassidy and the 

Sundance Kid or The Wild Bunch
11

). While Deviance that is related to victim 

innocence, as in the case of child abuse, tends to find itself in plots involving escape or 

retribution through official means (e.g., Radio Flyer
12

), Deviance that can potentially 

include elements of victim ―responsibility,‖ like defamation, lying, assault, and rape 

just as often find themselves in plots involving direct revenge or retribution (e.g., Les 

Liaisons Dangereuses and Day of the Woman
13

). Perhaps this is related to the 

expected amount of societal assistance in seeking positive outcomes that rebuild or 

defend the victim‘s sense of self and place in the community.  

Similarly, acts of violence exist often in situations that seem to exclude the 

possibility of social control measures from ―official‖ sources and are most often repaid 

with violence; action movies make their bank on this interest in an ―eye for an eye.‖ 

Examples of this sort of ―punishment‖ for Deviance abound. Chuck Norris, Steven 

Seagal, and (until recently) Arnold Schwarzenegger have had their oeuvres 
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constructed almost exclusively with such plots. Thrillers, like Ira Levin‘s play 

Deathtrap and the film Se7en are designed to build to the final confrontation. In the 

Oscar-nominated 1995 David Fincher film Se7en, the killer John Doe, played by 

Kevin Spacey, kills a pregnant woman and taunts her husband. Detective Mills, played 

by Brad Pitt, becomes ―wrath‖ to finish out the killers lessons on the seven deadly sins 

(as quoted in the film from Dante Alighieri‘s The Devine Comedy), punishing Doe for 

his own sin of ―envy.‖ Doe could easily have been deemed insane for his crimes, 

heavily sedated, and put into a facility for therapy and study (and in an unpunished 

version of the narrative likely would have been).  

However, in reality seeing a Deviant murderer or rapist in group therapy, 

taking medication or putting together five hundred piece puzzles of the Backstreet 

Boys would likely leave the audience unsatisfied. Why? The Deviant is off the street, 

so no one else can be hurt; moreover, the Deviant is ―learning his lesson,‖ which is 

one of the justifications for incarceration, torture, and occasionally execution. 

Narrative audiences--whether in blackened auditoriums or in the public theatre--are 

either taught through repeated exposure to typical crime and punishment narratives to 

expect the plot to arrive at a socially-reifying finality, with the Deviant in an 

appropriately terrible and torturous prison or dead, or (depending on the theory) are 

programmed biologically to seek closure due to the very presence of death (Robbins 

42). The Deviant behavior plot formula, so prevalent in media and popular 

entertainment, finds itself in policies of entire nations and even coalitions of nations 

that push agendas forward by playing to people‘s interest in closure of plot and 
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punishment of the guilty party. Again the observations of this chapter are not an 

attempt to judge the rightness or righteousness of an outcome so much as they are an 

attempt to construct a system of taxonomy of Deviant entertainment by plot and or 

plot devices placing Deviant behaviors as depicted in plays and films in one of two 

categories: ―punished,‖ or ―unpunished.‖ 
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Chapter III  

Masks, Maskers, and Questions of Agency 

Woe to him who doesn't know how to  

wear his mask, be he king or pope! 

-―Henry IV‖ Act I of Henry IV by Luigi Pirandello 

Mask wearing, or masking, is an almost universal activity for humans. 

Examples of masking abound, from revelry at Carnival, the Burning Man Festival (fig. 

1 page 61), and Mardi Gras, to masks those worn by heroes and villains (fictional and 

―real‖), to those worn in religious practices, and cultural rituals. Japanese samurai 

from the Yayoi through Edo periods (300B.C.E. - 1600 C.E.) wore menpos and somen 

(fig. 2 page 62), or face shields covering either the lower or full face, which were both 

protective and fearsome. Some Commedia dell‘Arte characters were known for, and 

by, their masks. Masks have been a part of the human narrative(s) for some 8,000 

years, but, how exactly do masks function? Much of the academic work done on 

masks in the nineteenth century through the present was done by anthropologists 

working with what were once termed ―primitive‖ societies. Perhaps due to the cultural 

amnesia, some Eurocentric scholars forgot until fairly recently the sheer amount of 

masking that went on in Europe well into the eighteenth century, However, masks and 

masking in Anglicized American society often have the almost immediate connotation 

of insincerity, given that ―Westerners tend to mistrust masks and want to rip them off 

the faces of wearers, or at least peer behind them‖ (Grimes, ―Life History‖ 68).  

Similarly, the phrases, ―behind the mask‖ and ―we wear many masks‖ have become 
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ubiquitous, which could either be a neutral statement about social identity, or--in the 

more moralistic, everyday usage—might suggest insincerity and guise are rampant. 

Masks in modern language usage, if not theatre performance, have become 

commonplace and banal. To avoid such negative connotations I analyze masks simply 

as a means of altering identity by covering the face with a physical, generally easily 

removable, object.  

How Masks “Function” 

Though there are many types of masks, I choose here to eliminate some things 

from the discourse to avoid muddying the water with metaphor. Although a lie is a 

mask of the truth and political sleight of hand can attempt to disguise great failings in 

a regime, these sorts of things are (while viable in other analyses) not subjects of this 

study. Masking one‘s sexuality, ethnicity or gender is book worthy. Indeed, in theatre 

and film gender, sexuality, and ethnic masking devices are often employed in many 

genres. While all these masking strategies appear in comedies such as White Chicks, 

Soul Man, Just One of the Guys, and Some Like it Hot,
14

 which--being comedies--

defuse Deviance. Gender/sex masking and confusion is, sadly, the one that is most 

often associated with horror. Films like Silence of the Lambs, Sleepaway Camp, and 

Dressed to Kill
15

 have made the transvestite and transsexual as killer commonplace 

and almost expected and, as they are serious representations, are solidly Deviant. 

However, the ―masks‖ the people wear in many of the latter cases, though they may 

include rouge and mascara, are too close to ―normal‖ faces and open the discussion up 

to modifications of one‘s appearance only slightly away from the original face. There 
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are cases of significant changes in appearance that would constitute enough of a shift 

from the original visage to qualify for the purposes of my analysis. Similarly, while 

there is a tendency to speak of people‘s actual faces as masks, people can live without 

their faces: I speak of masks as objects.  

Since masks as a character‘s ―real‖ face is a category that I am not 

investigating, prosthetic devices (e.g., latex appliances and animatronics used to make 

aliens, monsters or physically deviant humans such as the Hunchback of Notre Dame 

or Frankenstein‘s monster, which are common to film and stage work in the twentieth 

century and today) are disallowed as those devices represent the character‘s ―real‖ 

face. Changing the voice--or other means employed by peoples of various groups, 

cultures, and nationalities--is also a means of creating or modifying identity, but opens 

the discussion up to too great an array of identity markers to allow for thesis-length 

discussion. Neither do I make an attempt to describe the beginnings or origins of 

masks in any culture. I seek to describe mask objects and masking in American theatre 

and popular entertainment in the last century and the years immediately surrounding.
16

 

To understand how masks function and what their purposes are I intend to begin with 

the mask in its most (deceptively) simple form: the actual, physical apparatus (or 

disguising, character applied makeup). I have raised the question in this analysis, 

―How do masks function?‖ Perhaps a more accurate question and one more solidly 

answerable is, ―How does the mind of the viewer/wearer perceive masks and how 

does this perception effect/affect behavior on the part of both participants?‖  
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Perception--in reference to mask objects--begins with seeing and recognizing. 

In one model, overall facial recognition is a multileveled process with several aspects: 

Facial Recognition Units (i.e., any portion of a recognizable face), Person Identity 

Nodes (i.e., Name or voice, perhaps even smell), and Semantics (e.g., looks like Uncle 

Steve, sounds like the president) (Young 47-54). What‘s in debate in many articles on 

recognition is at what point in the system the recognition occurs. Are faces recognized 

based on semantics or on portions of the face, do portions remind us of voices, which 

remind us of names of someone like them? Deepening the debate is the fact that a face 

is not a picture; a face has many surfaces and structures (Bruce 121-128). A mask in a 

picture is similarly reduced and simplified. Three dimensional representations (or 

multiple views from differing angles) show masks as physical objects, which 

complicates the viewing, but reconnects the act (in the study of it) with the way human 

eyes actually perceive the face. The eye cannot focus on the entire face at any one 

time, except perhaps at a distance great enough for the entire face to become a 

somewhat indistinct mass. In close up focusing, thanks to binocular vision and the 

ability of 20/20 (or nearly so) vision to focus on fine points within the field of view, 

the eye moves from point to point creating a series of images of sides and angles and 

structures that are placed together to make the whole. This created image is then 

labeled directly as, for example, ―Bob‖ or placed in a category of ―Bobs‖ or is labeled 

as demonstrating indications of having what can be called ―Bob-like‖ characteristics. 

Then, when anything that fits the image or name or category of ―Bob‖ in one way or 

another is encountered it is compared to the actual ―Bob.‖  
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This system of recognition explains why, when I try to think of the actor Ed 

Harris, I often come up with either Ed Bagley Jr. or Peter Weller. The confusion of Ed 

Harris and Ed Bagley is fairly clear, in that they have similar names; the connection to 

Peter Weller is demonstrated in the illustration (Fig. 3 page 62). Not unlike the 

concept of memory palace
17

 Peter Weller and Ed Harris are both placed in a room in 

my mind labeled ―skinny-faced white guys.‖ The label is not meant to be derogatory; 

they are both fine actors. Having either consciously or unconsciously placed them in 

that room, I am then connected to Lance Henriksen (Fig. 4 page 63) for what appear to 

be obvious reasons, but there are other connections besides being Caucasian and well-

exercised--their voices are not entirely dissimilar and they have all starred in sci-fi and 

horror movies or films related to space travel: Henriksen in Aliens,
18

 Pumpkinhead, 

and The Right Stuff; Weller in Robocop and Leviathan,
19 

, and Harris in Apollo 13,
20

 

The Abyss, and The Right Stuff. The three men pictured are in one way or another 

linked to each other categorically within my memory. The connections from Harris to 

Bagley and Harris to Weller to Henriksen demonstrate all three parts of facial 

recognition: Facial Recognition Units, Person Identity Nodes, and Semantics. The 

demonstration of recognition also begs the question, ―If Peter Weller wore an Ed 

Harris mask, would I notice?‖ While this question might sound humorous or flip, I use 

it to introduce some interesting studies on facial recognition and modification or 

manipulation of the image. 

In one experiment in facial recognition, it was found that turning the mouth 

and nose upside-down in a picture of Margaret Thatcher does not affect recognition of 
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her as ―Margaret Thatcher.‖ The finding of the upside-down feature experiment, far 

from being an assault on the former Prime Minister of the UK, is a demonstration of 

the ability of viewers to alter how a seen object or picture is recognized and is 

sometimes referred to as the ―Thatcher Effect‖ (Clapp 967-978). It was found in 

another experiment that reversing a picture (left to right) does not affect recognition 

either. What does alter recognition is masking the mouth and eyes, though the mouth 

is less of a factor than the eyes; covering the eyes (and hairline) produces more errors 

in facial recognition than does covering the mouth (Stuart 331-323). This confusion of 

identity based on eye recognition relates to the eye masks worn at carnival and 

masquerades and to some degree the sunglasses worn by poker players and in the film 

The Matrix
21

 in that falseness or anonymity can be conveyed upon a person simply by 

eliminating his or her eyes from the visual cueing of an observer (unless that person is 

normally seen with glasses, in which case the glasses are a necessary part of the 

recognition of his or her face). In a third study on famous faces, when partially 

obscured, the faces were more easily recognizable while in motion. This is expanded 

then to say that familiar faces in general are easier to know when they move, masks 

are more alien for the fact that they do not move (Lander 259-272). Even masks that 

are articulated at the eyebrow or jaw are still rigid structures being pushed about and 

not a pliable skin.  

Conversely, in the category of ―damned if you do, damned if you don‘t,‖ 

Osaka University researcher Hiroshi Ishiguru--creator of the robot ―Repliee Q1‖--

found that people find robots with human-like skin and highly expressive faces 
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―creepy,‖ because the robot is something clearly artificial playing at being human 

(Chamberlain). Giving Repliee Q1 a human-like visage, then, is the application of a 

mask of ―humanity‖ so that humans will associate that robot with other things in the 

category of ―human,‖ namely themselves. The failing of the designers--if, indeed, 

there was one--in creating Repliee Q1 was perhaps in not seeing that intentionally 

attempting to re-categorize a robot as ―us‖ is likely to be seen as a conscious effort to 

mislead or miscue by Western observers, which again returns to the Eurocentric 

―masks = lies‖ model; although, in another article (this one for BBC News) Ishiguru 

noted that people he‘s seen interact with the robot easily forget it is not human 

(Whitehouse). This could indicate a difference in trust levels between the Japanese and 

Europeans with their technology or just a critical difference in quote choice by article 

authors. It could also be reflective of a Japanese comfort with moving inanimates like 

Bunraku puppets,
22

 whereas in American culture puppets in popular media and 

standup comedy most often are fuzzy, soft and less ―human‖ in appearance. 

Relabeling the robot as ―human‖ or ―human-esque‖ is an attempt (regardless of 

whether it worked or not with Western critics) to blend the robot more seamlessly into 

the lives of its human masters: placing the robot in a new storyline of the human 

narrative. Similarly, masks are a means of manipulating the narrative. 

Why Mask? 

As I stated in Chapter II, humans act out their narratives. ―People act to verify 

identities, which means that signs and symbols are brought to configurations provided 

by identity standards‖ (Burke 8). I add that just as often people act to deny identity. 
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For example, a person who finds his identity as a strong heterosexual male challenged 

may act out in aggressive or ridiculous hetero-normalizing ways to reaffirm that not 

only is that person a man, but he is not a gay man. In this example the emphasis would 

likely be more strong about what one is not rather than what one is. One place to start 

with a study of verifying identity and standard of dress and conduct in reference to 

masking is the World Series of Poker. In high stakes poker it has become common to 

see many faces behind sunglasses and a baseball cap or other masking devices for 

many reasons. First, sunglasses conceal the eyes, so that, if a player lingers in a gaze at 

someone‘s cards or chips, no one is the wiser. Second, sunglasses mask a player‘s 

nervous ticks and autonomic responses generated by public lying or, in poker 

parlance, his or her ―tells‖--or so the sunglass masker believes (again perception). 

Thirdly, players believe that they are more intimidating with sunglasses on, ―Have you 

ever seen Chris ―Jesus‖ Ferguson [millionaire, five-time World Series of Poker 

winner, and UCLA Ph.D. computer science drop out] staring down his opponent with 

dark black sunglasses, a black cowboy hat, and a scraggly beard that covers up the rest 

of his face? Pretty tough, isn‘t he?‖ (―Why Some Poker Players‖). Other instances 

where a person intimidates another or attempts to label themselves ―badass‖ through 

sunglass wearing include stereotyped southern sheriffs in reflective sunglasses from 

films and television shows like Smokey and the Bandit and The Dukes of Hazard, the 

character Carl Johnson in the video game Grand Theft: Auto San Andreas, and the 

film The Blues Brothers
23

). Many poker players connect with the concept of masking 

in that the lack of eyes and the stony face are intended to be intimidating to the other 
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players. On a personal note, I find it equally interesting that some players forgo the 

glasses because those players find it either unfair or unsportsmanlike, or because, in a 

game where everyone else is wearing a mask over the eyes (effectively making the 

masked face normal), the bare-faced players feel more intimidating without a mask--

thus turning their real face into a new ―mask.‖ The eye gaze, tell masking, 

intimidation, and intimidation avoidance aspects of sunglasses as masks are more than 

practical strategies for poker playing; they are perfect demonstrations of what masks 

often are to westerners.  

Equally important is that people act out the narratives of others, not just their 

own narratives and these include not just professional actors, but also religious/ritual 

celebrants and ordinary citizens in the public sphere. ―Who one is not becomes more 

important than who one is . . . impersonality and anonymity are requisites for social 

enforcement or social violation‖ (Grimes, ―Masking‖ 512-513). When a thief wears a 

ski-mask, he or she is acting out the narrative of ―stealing,‖ like other thieves--perhaps 

thieves that person associates with. The ―thief‖ is not then acting in his own name and 

for the definition of his own persona. The criminal denies being ―Joe‖ and becomes 

―robber,‖ ―thief,‖ ―gangster,‖ or ―badass.‖ The victim, then, or ―mark‖ is supposed to 

act out his or her part and complete the story by handing over the cash, although, in 

some cases, the plot has nothing to do with objects stolen and more to do with being a 

―badass‖ (Katz 102-104). For masks to function in the minds of the wearers they have 

to make use of what the observer sees and believes about the wearer; masking is a 

reflexive act (Grimes, ―Life History‖ 66). Mask wearers act out the roles suggested by 
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their masks. The wearer, in the case of a stick-up, will often curse, yell, and put up a 

wall of violence to intimidate and coerce victims. ―The masker, through signs, 

embellishes and exaggerates to make clear what he is and what he is not‖ (Ottenberg 

154). Interestingly, in the masking traditions of the Ebira people of Africa and their 

Eku performance the maskers can remove the mask to eat or drink and remain ―in 

character.‖ The surrounding people still refer to them by the name of the mask (Picton 

181-202). The embellishments in the Eku performance are not tied solely to the mask 

but to the perception of ―godhood;‖ the mask just helps.  

However, in the Western tradition, masks function for the wearer and observer 

only as long as the wearer is aware of wearing it. This is demonstrated by Doug 

Bradley in Behind the Mask of the Horror Actor with his retelling of the story of an 

encounter that motorists had with gorillas driving down the highway in the next car 

over, an encounter that led the human driver to crash. The ―gorillas‖ were driving to 

the location to shoot scenes for the film Planet of the Apes
24

 (104). For the passengers 

in the ―human‖ car a stunning event just occurred. For the passengers in the ―ape‖ car, 

they were just trying to get to work on time, that is right up until the other driver 

reacted by crashing and drew the actors‘ attentions back to their image and visual 

identity. On the opposite end of the spectrum Bradley tells of Gunnar Hansen, the 

actor cast to play Leatherface--the murderer clad in other people‘s skins--in The Texas 

Chainsaw Massacre. The Chainsaw actors had decided to ―get into‖ their respective 

characters by only relating to each other as characters and by character names. Sadly, 

Hansen ate his lunch alone everyday; no one wanted to eat with Leatherface (169). 
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Desensitization to the mask appears less likely for viewers when the mask wearer is 

the only horrific and bloody person walking around the set. As long as the other actors 

remained continually aware of the identity and meaning of the mask, they could not be 

comfortable in Hansen‘s presence, although the stench of a heavy, unwashed costume 

in Texas heat did not help either. Even if the masker and the observer are continually 

aware of and intended on acting out the narrative the effect can still be short circuited; 

if there is any disturbance in the agreed upon image, the illusion for both the masker 

and the observer/victim can be shattered. Suddenly realizing the identity of the masker 

can so rattle the masker that he or she is unable to continue performing the intended 

task, not unlike talking to a ―monster‖ at a Halloween corn maze or spook house. Once 

the chainsaw wielding maniac becomes ―Lou from down on Maple Street,‖ Lou is no 

longer able to see himself as he believed the observer should, and instead sees himself 

as Lou, stripped of all his terrifying attributes. This renaming or de-naming occurs in 

Cajun Mardi Gras in the small towns, which has existed as a festival/religious 

observance that included wire masks since at least 1877 (Lindahl 34). In the Cajun 

brand of Mardi Gras, even though the people being tricked and begged for food might 

figure out who the masked person is or know beforehand, the person being tricked or 

begged  usually does not call the masker out by name. They are referred to by the 

name of the festival: ―Mardi Gras‖ (Lindahl 18). The very name of the masker has 

become synonymous with the festival and its narrative.  

One narrative that directly involves and, in fact, requires masks to complete it 

is the Krampus festival that happens during winter in alpine villages in Austria and 
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Germany. Children are masked as either St. Nicholas or the Krampus, Nicholas‘s 

furry, black, child-whipping companion. However, the conduct of the children masked 

as ―Krampus‖ was described as uninhibited and sometimes they had to be restrained 

from going too far in playful attacks on others. The kids playing Krampus usually 

were more exuberant and energetic in their role than those playing Nicholas 

(Honigmann 263-268). There is evidence, at least anecdotally, for a relationship 

between the appearance and intended reception of the mask and the behavior of the 

actor. Compare this to the (in)famous Stanford prison experiment that resulted in the 

book The Lucifer Effect, as related in Phillip Zimbardo‘s article ―On Rethinking the 

Psychology of Tyranny: The BBC Prison Study.‖ Zimbardo, a researcher at Stanford, 

paid a group of students to play either ―guards‖ or ―prisoners‖ in a mock prison. The 

guards were briefed on what they could and could not do to maintain order and 

promptly went to grotesque levels to punish the prisoners (e.g., forced exercise, 

isolation and other techniques). The ―prisoners‖ reacted with attempts at escape and a 

small riot. The experiment was ended after only 6 days of the planned two weeks. 

Once given sanction to act as ―guards,‖ participants fully enabled themselves to fulfill 

their roles and they did so without compunction. There is the possibility of short-

circuiting such behavior and role immersion. In his article Zimbardo compares the 

Stanford experiment to a BBC TV series in which the cameras were apparent and the 

participants were treated as members of a democracy, not prisoners. In the BBC 

version participants were aware at all times that they were being watched by hundreds 

of thousands of people and made the choice to play ―good guy‖ guards, whereas the 
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prisoners were rough characters who were able to manipulate the guards into doing 

whatever they wished. In the BBC version, when the ―guards‖ became fully aware that 

their ―masks‖ were illusory and the people at home were seeing the guards not as 

characters, but as their ―true‖ identities, the guards quit suddenly, citing an inability to 

act mean (47–53). Recognition and awareness of the conscious aspects of social role 

construction are part and parcel of an effective study in that the presence of either 

recognition or awareness on the part of participant can alter the outcomes observed by 

researchers. This is why in most social and psychological studies the subjects are 

either led to believe someone else is the subject and they are accomplices, or that the 

concept being studied is different, so that the participants will give unrehearsed and 

unspoiled reactions.  

Zimbardo has been quoted as saying, "The lesson was that the human mind is a 

template for virtually anything, capable of heroic or evil acts" (Rodgers 90); since 

―The mask is seen through in both directions. The wearer perceives others through his 

persona; others perceive him through his persona‖ (Grimes, ―Masking‖ 516). 

Awareness of one‘s appearance and apparent character cannot but come through in 

behavior; this, along with the mask affects the perception and reactions of others, 

which feeds back into the mask wearer‘s perception of his or her persona in a 

continual loop. The concept of the behavioral effect matrix of masks and masker 

connects to how people tend to react to the masks they wear themselves. Doug 

Bradley, and other actors who have played masked villains, often ―fall in love‖ with 

the mask immediately (Bradley 228). The wearer then lets him or herself forget or 
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intentionally replaces the original persona with one represented by the mask.   

The Appearance of Masks 

The appearances of masks are directly tied to the purpose of the masks, not 

only in reference to the mask as icon having a real or imaginary counterpart, but also 

in that masks communicate through cultural memory and through emotional effect. 

The appearance of a mask can alter the perception of observers and, thereby, alter how 

the object acts within the mind of the viewer. In western culture, both in 

folklore/mythology and popular fiction, ―masks to conceal seem rather consistently to 

appear in circumstances in which anomalous, asocial forces (dead men, deities, 

demons, wild animals, bandits) are breaking through classificatory grids or are being 

brought under social control… Masked man as concealer is man as external to the 

culturally defined human; his externality derives from his kinship to animals, dead 

things, and supra- or infra-human things‖ (Grimes, ―Masking‖ 513). The ―concealed 

evil‖ aspect of masking is demonstrated by the illustration of the characters in the 

Hughes brother‘s 1995 film Dead Presidents
25

 (fig. 5 page 63) in which black and 

hispanic bank robbers put on white-face to commit their crimes (Masters G1). The 

robbers‘ parody of blackface and all of its attendant historical and cultural 

connotations of abuse and insult has the added benefit of concealing their faces and 

reversing the insult; the white-face also became the recognizable image of the film, 

appearing on the cover and posters. This use of white-face is in direct opposition to the 

theatrical use of the neutral mask in present day Commedia training.   
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The ―neutral mask‖ (fig. 6 page 64) used in early stages of mask training is 

intended to have no outward emotion and no indication of character. It is to make the 

actor wearing the mask a sort of blank slate of humanity and remove all other social 

and psychological masks either through the use of mirrors to see themselves as the 

mobilized mask, or through observation and reflexive reference of others in the room. 

The lack of expression, though and the pallor of the surface could to the initiated wind 

up resembling a corpse for an uninformed viewer. If the viewer is reminded of a 

corpse, their reactions could very well be affected by the Uncanny Valley. Uncanny 

Valley is the theory that as an object approaches human appearance without being 

human, especially while in motion, it becomes less acceptable and more unsettling to 

observers (Mori 33-35).  This probably affects observers more than the wearer, but 

certainly the wearer can not avoid seeing the borders of the mask at the periphery of 

his or her vision and be reminded of the very fact of masking as well as noticing the 

reactions of the viewers which would then feed back into the wearer in a near constant 

loop. Additionally, the removal of character identity required by the any formal or 

informal masking system gives the mask a ―goal‖ in the mind of the wearer. Even if 

masks are placed on a wall where ―…they may appear to be frozen in time and space 

in museums and art galleries... their meanings change as their positions and contexts 

change‖ (Grimes ―Life History‖ 73). Neutral masks, then, only remain completely 

neutral in the absence of a viewer or wearer.  

The unfortunate resemblance of a neutral mask to a corpse may remind an 

uninformed viewer of dying, which then might act reflexively on a masked performer, 
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if he or she is aware of the viewer‘s reaction, since ―Dying, like masking is a 

rigidifying process… In fact, a death mask is a means of appropriating the power of 

deceased personhood‖ (Grimes, ―Masking‖ 509). Which, in the case above, would say 

that although the appropriation may be unintentional on the part of the masker, his or 

her awareness of the reactions of others cannot help but inform the performer‘s own 

reactions. The animation of the mask on an actor‘s moving body then must have a new 

cultural or personal meaning. John Carpenter exploits this mask of death mask on a 

moving body in the 1988 horror film Halloween (fig. 7 page 64), where the masked 

character Michael Myers stalks and kills a number of people, while remaining devoid 

of emotion. ―Whether the mask‘s power is attributed to magical causality or to 

memory, a plaster or wooden mask presents a static dynamis - at once a living-dead 

thing and a dead-living being‖ (Grimes, ―Masking‖ 510). A mask that resembles no 

particular dead person represents death itself: the state of being or becoming.  

Having made the previous observations about the neutral mask, it is important 

to understand that ―The same design may have several meanings which correspond to 

several different levels of knowledge…‖ (Volts 41). When a viewer understands what 

concepts and beliefs went into designing the mask that viewer will have different 

reactions to the mask, the reverse of which is also true. If the viewer is uninformed 

about the symbols and meanings in that particular design, mistakes can be made in 

reference to meaning. Clearly the reception of the neutral mask for Commedia 

students and teachers is not related to fear or terror. As another example, when 

purchasing a Peking Opera style puppet, the red-face of the doll caused me, in my 
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misinformed western mind, to mistakenly think of Guan Yu as a demon warrior. The 

shopkeeper very politely explained that Guan Yu‘s bright red face, in the Peking 

Opera tradition, signifies bravery and loyalty (―Facial Makeups‖). Would a general 

American audience see the red-faced Guan Yu as a hero or a demon upon first 

introductions?  These few examples exemplify the multiple meanings masks have for 

observers and wearers both within the culture engaging in the masking and cultures 

that view it from the outside. 

In the Nigerian masking tradition, the masker and mask are seen on at least 

four levels iconically, indexically, as a synecdoche for all persons resembling or 

connotatively related to the image represented. In specific terms relating to the West 

African rituals the mask and wearer are ―(1) a water spirit, (2) a particular water spirit, 

(3) a symbol of the ancestor who introduced this spirit into the community, and (4) a 

symbol of all ancestors who have played this spirit before the present performance‖ 

(Ottenberg 154). This multilevel analysis scheme is one that I shall adopt in describing 

masks. Masks, then must be analyzed, rather than visually categorized (as is often 

done), according to how they function within the minds of observers and wearers 

reflexively as icons, indexes, synecdoches, and simulacra (in the case of representing 

the non-corporeal) and not simply as ―demon,‖ ―hero,‖ ―god‖ etc. Given this, 

seemingly complex style of analysis, it becomes apparent that there is no such thing as 

a ―neutral‖ mask; masks have multiple meanings for the informed as well as the 

tourist, whether they are on a person or on a wall, their barest physical description is 

only the first step in the process.    
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Western Masking in the Modern Tradition 

As might be apparent by now, discussions of masking in western culture often 

turn to Deviant behavior or like categories; however, in discussing masking in the rest 

of the world, the behaviors associated with the mask can be consciously constructive 

and ameliorative--indeed both the masking and the associated behaviors can be deeply 

ingrained in that culture‘s overall identity. Why the disparity?  It should be noted that, 

since Krampus is a sub-category within the group of ―imps,‖ the actual Krampus (if 

there were one) is not Deviant. The child playing the role, as long as he or she sticks to 

the unofficial ―script‖ of the performance is performing a socially positive service. If 

the simulacrum ―Krampus‖ steps outside the established script, the child playing the 

Krampus is edging toward Deviance, but tend instead to be seen as overzealous. What 

is it in western culture that associates masks with evil or dishonesty?   

While tracing the entire history of the mask is not the goal of my analysis, 

some nod must be given to history of masking in theatre, film, and daily life in the 

western world to understand why it is that masks so often have a negative connotation 

in the western mind. In a 1928 publication from the American Museum of Natural 

History, anthropologist Clark Wissler says, ―In the general study of masks, the first 

questions to arise are, ‗What place do masks hold in the interest of primitive 

peoples?‘‖ He goes on using terms like ―frivolous,‖ ―clown,‖ ―silly buffoon,‖ and 

―ancestral folklore‖ (10). To Wissler masks were primitive and childish. ―Because we 

put no value upon masks, tolerating them only in light, frivolous associations, we fail 

to see how savages could regard them otherwise, even such savages as ancient Europe 
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as were our ancestors‖ (15). Interestingly, he seems to have no idea that masks were a 

normal part of everyday life in Europe up until the 1800s.  

It is commonly believed that expressionist and symbolist era playwrights in the 

early twentieth century such as William Butler Yeats and Eugene O‘Neill ―revived‖ 

the mask after a long hiatus from the western stage; however, Frank Wedekind‘s 

Spring’s Awakening (a play protested for its immoral nature) utilizes a masked 

character, as does the melodrama The Black Crook (1866), which depicts a 

masquerade ball with masks (Jarrett 200-212). In the case of The Black Crook masks 

are used to disguise identity for Deviant purposes. Going back further, Christoph Heyl 

in his article ―The Metamorphosis of the Mask in Seventeenth -and Eighteenth-

Century London‖ notes that there were many allusions to masks in Restoration plays 

and that this was reflected in the fashions of the audience (125). According to Heyl, it 

would not have been uncommon to see masked women walking about in London 

parks (114). This public masking by moneyed women may have been justified to some 

degree by the perceived need to protect the skin from sunlight as early as the late 

1500s (Angeloglou 51); however, the uses for clandestine meetings are also 

documented, so much so that in the 1720s masquerades became common. By the 

1750s, however, masquerades received unpleasant coverage and were restricted to 

certain locations and times, such as dance halls or private gardens (Heyl 129). In 1713, 

Charles Le Brun‘s book Traite sur la Physionomie instructed the reader on how to 

―read‖ the human face to gain insight into what the observed individual might be 

feeling or thinking. This is the time when eye to eye contact became impolite and was 
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spoken against in several publications to avoid ―reading‖ people‘s faces (Heyl 120-

123). Masks were a means of preventing this, functioning much as sunglasses do on 

gamblers. Masks were also used punitively. Scold‘s Bridal was a punitive mask worn 

while being exhibited or dragged through town (Heyl 115). Masks on one hand divert 

attention, saying ―I‘m not here,‖ and on the other hand demand attention, saying just 

as loudly ―look at me, look at me.‖  

In the mid 1700s actor David Garrick played a part in the play Harlequin 

Student, or The Fall of the Pantomime, with the Restoration of the Drama, where the 

actor, as the character Mercury, derides Harlequin and connects Harlequin (and 

therefore all variations of the Harlequin type of characters) with evil and devilry. 

Pantomimes were ―a popular form of entertainment with music and miming wherein 

romped [danced or played] characters derived from the Italian Commedia dell‘arte…‖ 

(Lima 239). There is even evidence that the character appears as a low level demon in 

Dante‘s Inferno (Lima 57). Some of the masks of Harlequin are extremely beastlike, 

connotatively connecting the character of Harlequin with wild men of the woods, 

Hellekins, King of the May, Robin Goodfellow, Green Man, the Greek satyrs, etc. 

(Lima 48-77). Though pantomimes were once a prominent entertainment, around the 

mid-eighteenth century the clown superseded Harlequin in popularity (Brockett 222). 

Carlo Goldoni began writing down commedia scenarios for the 1740s and then began 

to work to change the Italian commedia dell‘arte so that it could compete with other 

theatrical forms on the continent. A key suggestion was abandoning masks altogether; 

shortly thereafter Commedia largely fell from favor (Brockett 247-248). In the legal 
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world there are laws on the books in New York, Georgia, Indiana and others dating 

back to the mid-nineteenth century that ban the wearing of masks in public gatherings 

for purposes other  than masquerades, parties and parades (―Anti-Mask: New York 

Penal Law § 240.35(4)‖; Drew). The laws were originally enacted to prevent tenants 

from doing violent things without being identifiable in the tenant/ landlord struggles of 

the time or to prevent the Ku Klux Klan from having masked parades and gatherings 

in public. Though these laws have been challenged in some locations and even struck 

down in New York, their very existence is evidence of the perception of masks as 

providing opportunity for the enacting of Deviance. These laws also connect with 

another occurrence in the nineteenth century, which is the February Revolution in 

France. The February Revolution took place at the height of carnival in 1848, which 

had been a worry of politicians (Ilan-Alter 149). Masks led to, or at least presented an 

increased opportunity for, revolution--not unlike what facilitates the plot of the film V 

for Vendetta. Parties are opportunities, not only for young rakes to take advantage of 

wives left alone and for otherwise demure women to act in ways they would never 

normally allow or, worse yet, for an otherwise moral man to be seduced by his own 

daughter (Heyl 131; Ilan-Alter 148). It is interesting then that the laws protect party 

atmosphere masking (e.g., masquerades, parades, private parties, and Halloween), 

though these laws also protect religious observance.  

What appears to be one major exception to this masks and Deviance equation 

is the black half-mask, which makes many appearances in theatre, film, and TV. The 

half mask serves to blot out the eyes alone and disguise identity, which in reference to 
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masquerades is masking for negative, risky, immoral, or socially damaging uses; 

however, the half-mask is likely the only mask to have a generally positive shift in 

meaning for the western viewing public. This mask, as will demonstrate shortly, went 

from devious and Deviant uses to the symbol of heroism in western America and 

(later) other locales. The connotations of the mask were darkened by Mercury‘s 

denunciation of Harlequin in the line from the Harlequin Student: ―Down, down to 

hell from whence ye rose‖ (qtd. in Lima 48). The black half-mask was later relegated 

the mask to in masquerades where coquettish young women were rumored to have 

used the mask to engage in clandestine immorality (fig. 8 page 64) and other 

engagements in the 1700s through Victorian times and, indeed, up through the present 

day.   

However, the use of this mask for the characters Zorro (who appears to be the 

first use of the half mask or cowl for heroism), The Lone Ranger, the Phantom, 

Batman, and others has placed it in a category that allows it to be used by heroes and 

villains alike. It is thanks to this ambiguity in viewer/reader reception of the half-mask 

that the Marvel, DC, Dark Horse comics and others have been populated. In the 1996 

film Black Mask, with Jet Li (Fig. 9 page 65), the character is a near superhero who, as 

a result of secret experiments by the government, is unable to feel pain and wears the 

black half-mask or cowl. The black mask also seems a reference to Bruce Lee‘s 

character Cato in The Green Hornet, a show known in Hong Kong as The Kato Show 

(Fig. 10 page 65). Notably, The Green Hornet was one of the few early television 

representations of a Chinese character as a hero. Additionally, from 1920 through the 
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current day there has also existed Black Mask Magazine, which was largely detective 

fiction in pulp format (though there were romance and horror stories at different times 

in the magazine‘s history) and the first introduction of Sam Spade, the single most 

imitated private eye in fiction and film. In the case of Black Mask Magazine, masks = 

evil (Deutsch). The half-mask that imbues secrecy and hints at alternative identities is 

now an ambiguous part of the western cultural narrative and has become one of the 

most versatile masks in history.    

To review, the history of the fall of Commedia dell‘Arte from prominence, 

wearing masks for clandestine operations in everyday life, banning masks in the public 

sphere--except for parties, masquerades, and Mardi Gras (at which drunken, permitted 

Deviant fun is had)--gives the western entertainment world masks almost solely for 

Deviance as of the advent of late nineteenth-century melodramas. Moving forward to 

the twentieth century, masks were often still for non-disclosure and even the heroes 

who wore masks often acted in ways unseemly; however, in the last century the 

theatre of the western world also saw resurgence in masks being used to create and 

modify character and reality for socially beneficial purposes. The Bread and Puppet 

Theatre, In the Heart of the Beast Puppet and Mask Theatre, XPT in Atlanta, Gateway 

Performance Productions in the Mask Center at Atlanta‘s Little Five Points 

Community Center, and The Ziggurat Theatre in Los Angeles are American theatre 

companies that use masks and puppets to create character(s) and story(s) (Bell, J. 15-

27; Spieler 32-34; Ludwig 31-33; Hickey ; Legawiec), but in researching this thesis 

I‘ve found no examples of masks used by these companies for unpunished Deviant 
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behavior. The next two chapters of this thesis examine masks used for Deviance in 

western theater and film in the twentieth century. As I stated in Chapter II, Deviance 

can be either ―punished,‖ or resolved in a style that is supportive of the hegemony 

present in the narrative, or Deviance can be ―unpunished,‖ or unresolved with regard 

to the hegemony present in the narrative. Chapter IV covers resolved narratives and 

―punished‖ Deviance in plays and films and Chapter V analyzes several examples that 

exhibit ambiguous, unresolved narratives and ―unpunished‖ Deviance. 

 
 
 
 

Fig. 1 Stilt walker from Burning Man Festival, Black Rock Desert Nevada. Photo by 
Frank Michaux. 
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Fig. 2 Muromachi Period (1336-1537) 

Somen, courtesy of Japanese-antiques.com. 
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Chapter IV 

All’s Hegemonic That Ends Hegemonic: The Social Significance of 

the Outcomes of Deviant Behaviors Enacted by Masked Characters 

in The Phantom of the Opera, The Great God Brown, and Kabara Sol 

 ―Tonight, we tell our children that in some instances,  

in some cases, killing is right.‖ 

- Napoleon Beazley  

Napoleon Beazley spoke the words above regarding to the number of men on 

death row for whom, like him, there would be no second chance. Beazley was put to 

death for murder on May 28, 2002 in Texas (―Last Statement‖). As I stated in Chapter 

II, certain behaviors, like murder, are deemed ―Deviant,‖ as they land outside the 

norms of society and elicit a response from social control agents. These agents can be 

police, doctors, members of the surrounding society, or courts of law. Often, but not 

always, a Deviant behavior has a specific law and definite punishments associated 

with it. Responses to ―bad acts‖ may range from ―disgrace‖ to ―outlawry and 

treatment as a dangerous beast‖ (Carritt 113). The behavior need not be as extreme as 

murder; it can be something as seemingly benign as wearing a mohawk haircut, or 

talking to oneself in public. While neither of these behaviors appears destructive, both 

of them fall outside the norms of society. It should be noted that what constitutes 

Deviance changes from time to time and place to place; many behaviors that were 

Deviant in the 1950s are commonly acceptable now and most behaviors that are not at 

all unusual in a nightclub would be wholly unacceptable in a kindergarten classroom. 
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The response to a behavior can likewise range from ostracization to medical treatment, 

incarceration, and even death. In the case of many like Beazley the outcome is final. 

The plot of Beazley‘s drama parallels in various ways the experiences of many 

dramatic characters that engage in Deviant behavior. The fictional characters ―The 

Phantom‖ in the 1925 silent film The Phantom of the Opera and Dion Anthony and 

Billy Brown in Eugene O‘Neill‘s 1926 play The Great God Brown, and the title 

character Kabara Sol in Stephen Legawiec‘s 2007 play Karbara Sol engage in Deviant 

behaviors. These characters step outside the social norms of their environment and 

then, like Beazley, find death and violence. In the real world, politicians‘ voiced 

reasoning for state-sanctioned use of the death penalty is to show the system at work 

and restore order (Conquergood 352). Penalties are intended to reinforce normative 

values and prevent or reduce recidivism. Creating an ―effigy‖ or grotesque, either as a 

real physical object, caricature or continuously reprinted negative image in the media, 

or a representation in the mind of an observer, that demonstrates only the evil aspects 

of a person can make sentencing that person to death easier (Conquergood 353). This 

likely operates for fictional characters in the same way.  In theatre and film one 

effective way to illuminate the worst parts of a Deviant character can be through the 

effective use of masks.  

Unpacking authorial intent is not the goal of this chapter, which seeks not to 

excavate the reasoning behind the creation of the texts and performances, but to 

describe the way in which the image of the mask and actions perpetrated might be 

viewed by an outside observer. In the analyses of the play and film to follow I will 
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discuss the appearance of the masks as objects as they are described in the final 

versions of the scripts and a comparison to what they looked like in the original 

productions. I analyze the way masks complete the action of masking by referencing 

real world persons and objects visually similar to the mask (mask as an ―icon‖), as 

well as by acting as ―pointers‖ to those Intangible forces/emotions that they 

demonstrate physically (mask as an ―index‖). For instance, a mask that looks like a 

baby represents, as an icon, a particular real world baby within the experience of each 

viewer (or perhaps a simulacra or a perfect baby). Additionally, it represents 

indexically the inquisitive, energetic, innocent, and mercurial aspects of childhood. I 

take the iconic aspects of the mask one step further to say that the mask not only 

represents one real world person or object (one ―baby‖), but all objects or persons (all 

―babies‖) that are connotatively or categorically similar within the experience of a 

viewer. These images and forces then act upon the actor/character and his/her body in 

the minds of the audience, as well as the actor (Pollock 581-97). The actions of the 

masks on masked characters as well as the actions of the characters themselves in the 

The Great God Brown, The Phantom of the Opera, and Kabara Sol are part of a 

complex symbiotic relationship that has, thus far, escaped analysis.  

The Great God Brown 

The plot of Eugene O‘Neill‘s 1926 play The Great God Brown focuses on the 

antagonistic ―friendship‖ between Billy Brown and Dion Anthony. In this play masks 

are worn at one time or another by all of the lead characters: Dion, Billy, Margaret, 

and Cybel.  Billy is in love with Margaret, who loves Dion, or rather the mask that 
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Dion wears. When she sees Dion‘s real face, she is terrified, which reinforces his 

preexisting feelings of dissidence towards and estrangement from society. Dion 

continues wearing the mask. Dion refuses to become an architect as his parents wish, 

whereas Billy goes to college and becomes a successful architect. After Dion‘s and 

Billy‘s fathers die, Dion sells his half of the architecture firm to Billy and travels 

abroad spending money on liquor, while loathing himself, his paintings, and his 

poetry. Dion allows Margaret to beg Billy to give him a job. Billy offers the job 

because he still loves Margaret and, although he is jealous of Dion‘s relationship, he 

pities Dion. Dion takes the job. Dion, now an alcoholic, visits Cybel, who is a 

prostitute, behind his wife‘s back. Cybel is the only one to whom he can show his real 

face, for she also wears a mask. She disguises herself as a worn out street walker to 

cover her true beauty.  Billy learns of their relationship and, out of jealousy, begins 

seeing Cybel also. Unlike Dion, Billy actually has sex with her. As time passes, the 

pain of normal life and anger at Billy torture Dion. Dion goes to Billy‘s house and tells 

the story of Billy‘s tormenting him in his youth out of jealousy. Dion goads Billy into 

attacking him. Billy stops before any damage is done, but Dion finishes his insult to 

Billy by committing suicide through alcohol poisoning on Billy‘s living room carpet. 

Whether this ability to die on command is brought about through a condition caused 

by years of alcohol abuse or by sheer force of will is unclear. The effect of Dion‘s 

death on Billy‘s future is not.   

Billy is now forced to make a choice between calling the police and posing as 

Dion. The latter choice will enable him to have everything he always wanted. He takes 
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this option so that he can be with Margaret and her sons. The mask of Dion that Billy 

wears slowly drives him mad and twists his true face into a gruesome visage of pain 

and cruelty. His behavior becomes chaotic and self-destructive until he appears to 

murder himself (Billy) while in the guise of Dion. The police pursue Billy, who is still 

wearing the mask of Dion, to his (Billy‘s) house and he is shot dead. Billy‘s mask is 

then borne off stage by Cybel as if to a funeral. The use of mask is symbolic perhaps 

of society killing the artistic and free spirit, but might this use also say something else? 

O‘Neill‘s use of masks in The Great God Brown performs the functions of 

indexing and iconic referencing at several levels. Dion‘s mask, as designed by James 

Light, looks like the god Pan, or a cynical smirking youth and, as such, acts as an icon 

referencing all cynical smirking youths and may bring to mind Pan himself and his 

descendents such as Harlequin in the Commedia dell‘ Arte (Lima 48-76). 

Additionally, functioning as an index, it refers to the state of youth, excess, wild 

abandon, and sarcastic lack of concern or empathy for others, while at the same time 

referencing with bacchanalian desires for wine and women. Conversely, his real face, 

which evinces his true feelings and personality, is that of a lost tortured artist. This 

visage changes over time into another mask of sorts that shows wear from the torment 

of his years of holding up the pretext of cynicism and resembles a saint or monk. This 

weary face may call to mind for a present-day viewer actual saints and perhaps the 

current Dalai Lama, it also demonstrates the existence of goodness and quiet 

acquiescent suffering. His outer mask is described in act I scene 1 as becoming more 

and more ―Mephistophelean‖ and, as such, it is an icon of the devil of Christian 
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mythology himself; however, in a photo from the actual production (figure 11 page 

75), the twisting of the features is less pronounced and, instead, looks like any other 

frowning man; similarly, the face of actor William Harrigan is not as worn as 

described in the text of the play script. The frowning mask that was actually used in 

the show acts as an index to reference anger and vengeance in general. Except when 

he is around Cybel, Dion is rarely unmasked.  

Billy Brown does not wear a mask during the first act. He only assumes a mask 

of his own face in Act III after he has worn Dion‘s mask. Billy‘s ―Billy‖ mask at first 

looks not unlike himself and, therefore, calls to mind Billy and other well-adjusted 

men. It also references success and health. His ―real‖ face below, though faces as 

masks are not the focus of my analysis, bears mentioning. It has become twisted and 

worn, like that of a detainee from a prisoner camp. This face calls to mind suffering 

and anguish. The mask of Dion that Billy dons also has the effect of transforming his 

entire body, making him simultaneously powerful and confident, as well as societally 

dissident and unsympathetic.  In Act III scene 2, though the other masks are 

unchanged, the mask of his real face is haunted and sunken and indexes damnation 

and insanity. If clothing can also act as a sort of mask, then, when in the final scene 

Billy strips down to a loincloth while wearing only his ―real‖ face, Billy‘s entire body 

is now an icon of primitive man, or perhaps a devil from Dante‘s Inferno.  

In Fig. 12 (page 76) Margaret holds in her hand the mask she wears in the first 

scene, which is much like her own real face, but indistinct. She is all pretty young 

girls. This mask indexes vivacity, young love, and innocence.  She removes her mask 
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the first time when Dion accepts her love. When she goes to ask for a job for Dion she 

again wears her mask of youth and innocence. She wears a mask of a brave and 

hopeful wife when going to see Dion in his office. She casts off her mask when she 

meets Billy in his ―Dion‖ mask. She does not don a mask again until the end of the 

play, when she wears the mask of a ―proud, indulgent mother.‖ The mask again 

indexes common western early twentieth-century ideas of motherhood, love, and quiet 

acceptance. Cybel holds the mask (Fig. 13 page 76) of ugliness that usually covers her 

true beauty. It may be an icon for any worn out street walker in any major city. It is a 

face of loss and degradation. This mask simply ages with her. In the 1926 production 

of God Brown the women‘s masks are, sadly, a bit less dynamic than the men‘s masks. 

Perhaps this is because the women also commit fewer of what could be called Deviant 

behaviors. The male characters appear to be more obviously stepping outside the rules 

of society. But what are the exact behaviors and what massages might they 

communicate to an audience?  

Deviant behaviors in the narrative of God Brown have, in the minds of 

viewers, the ability to communicate any number of possible meanings through any 

number of viewings. Cybel is a prostitute and, given that in all states except Nevada 

prostitution is currently illegal, prostitution has definite consequences associated with 

it. The profession tends to bring about feelings of sorrow and shame, and statistically 

is linked to drug abuse (not necessarily in a causal relationship in either direction, but 

at the least in common correlation) and, as such, it is a Deviant behavior 

(―America‘s‖). While being pretty is not Deviant behavior for a prostitute, covering 
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that beauty is.  

Dion emotionally cheats on his wife with a prostitute. I posit that it is Deviant 

(outside of a few locales) to solicit a prostitute; although in the case of Dion, since he 

does not have sexual relations with the prostitute, he is (perhaps ironically) Deviant 

within the group of Deviants that frequent prostitutes. Dion lies about himself. He 

refuses to allow himself to love, or be loved by, his wife, pays no attention to his sons, 

and becomes a raging alcoholic. I might question whether in the ―roaring 20‘s‖ wild 

behavior and alcoholism would have been Deviant, but the characters in God Brown 

are not necessarily members of the flapper and jazz subculture of rebels and partiers. 

However, the pressure of social change in the 1920s did put established ―traditional‖ 

values in question. In act II scene 3 Dion goes to the home of Billy Brown and eggs 

him into a fight, calling himself ―the devil.‖ this would seem to be acceptance of his 

Deviant label and status, though it could be sarcasm and while fistfights may be 

antisocial, they are not Deviant. However, moments later Dion intentionally dies on 

Billy‘s floor. Previous to that, in act III scene 2 Dion states that, ―tomorrow I'll have 

moved on to the next hell!‖ This revelation of the known punishment--according to the 

Christian tradition--for his intended action of committing suicide through alcohol 

poisoning on the living room rug of his old childhood friend, is acknowledgment of 

that behavior‘s status as Deviant.  Engaging in a behavior with full knowledge that it 

is harmful, not only to others but to the self as well, makes the action ―monstrous‖ 

according to E.F. Carritt‘s The Theory of Morals (138). Although revised strain theory 

might say that Dion‘s violence and Deviance is a result of the pressure society puts on 
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him to be a good husband and businessman instead of artist, another reading might be 

that his Deviant behavior was the result of his lacking the fortitude to be truly Deviant 

by being fully himself. 

Billy Brown is sarcastically called ―the great god Brown‖ by Dion because of 

his seeming perfection. Aside from frequenting a prostitute, Billy commits no true 

Deviant behaviors until he decides to wear Dion‘s mask. From the point at which 

Dion‘s mask touches his face, his behavior becomes increasingly Deviant. Jean Marie 

Guyau‘s theory of Anomie, which I mentioned in Chapter II, would likely find that the 

mask and his perception of himself as ―Dion‖ allowed him to enter a state where 

society‘s rules held less sway over him. Billy, once a pious man, blasphemes in front 

of clients. Having worked hard to become a successful businessman, he tears up 

drafting for a new project, thereby ruining his business. It is in becoming Dion that he 

commits the most Deviant behavior that he engages in throughout the play. Billy steals 

the face of another so that he may have sex with the man‘s wife and take over his life. 

In The Aesthetics of Failure, Zander Brietzke ponders why Billy cannot 

successfully wear Dion‘s mask. Brietzke fails to find an answer (68). A potential clue 

resides in my present analysis. It is not that Deviant behaviors must be punished in the 

real world, but, as the analysis of The Phantom of the Opera--which is shortly to 

follow--shows, for tragedies and melodramas to function someone must suffer a bleak 

ending to create ―satisfying‖ endings that reify social norms and values. This 

―satisfying‖ ending is most often found in the demise of the Deviant masked character. 

In the case of The Great God Brown, both Dion and Billy commit Deviant acts while 
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wearing masks; more to the point, they do so wearing the same mask. Although Eric, 

the Phantom, in Phantom of the Opera removes his mask at the end, he does not do so 

as an act of capitulation or contrition. A surface reading might say that he has no mask 

because his real face is much more frightening.  
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The Phantom of the Opera 

The 1925 film version of Phantom of the Opera, adapted from Gaston 

Laroux‘s 1910 novel by the same title by Elliot Clawson and Raymond L. Schrock and 

directed by Rupert Julian, diverges little from the original storyline. In the film version 

Erik, the Phantom, haunts a Paris opera house and often resides in box 5. The original 

owners have left and the new ones are unfamiliar with how the Phantom likes thing 

run. The dancers catch a brief glimpse of the phantom and go to Joseph Buquet, the 

props master and only man to see the Phantom clearly and live to tell the tale, for the 

full scoop. The Phantom notifies Mme. Carlotta (the diva) that Christine (his prodigy) 

should be given the starring role if Carlotta would like to remain among the living. 

The Phantom tells Christine through the wall that he will make her a great star if she 

pledges herself to him. She dutifully tells her lover Raoul that they can no longer see 

each other. Carlotta takes ―ill‖ and Christine sings her part. The hanged body of 

Joseph Buquet is discovered by his brother. Apparently the price for informing on the 

Phantom is death. Christine does well in her role but wears herself out and, when 

taken to her room, ignores Raoul in favor of the Phantom hiding nearby. The Phantom 

continues to threaten Carlotta and cautions the managers about the price of 

disappointing him. Carlotta defies the Phantom‘s wishes and takes the stage the next 

night. The phantom brings a giant chandelier down upon the audience, causing 

mayhem. The role is Christine‘s again. She is led into a passageway and taken by 

gondola through a flooded catacomb.  

The Phantom plays her a lovely tune. She then tears off the Phantom‘s mask, 
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revealing his terrifying real face. She is let out of the catacomb and meets Raul on the 

roof, while being watched by the jilted Phantom. There is a masquerade ball shortly 

thereafter, which is attended by the Phantom dressed as the ―Red Death.‖ After some 

hubbub Raoul and a Persian chase the Phantom back into the catacombs where there 

are several ingenious traps set for his pursuers. In the end the Phantom tries to escape 

with Christine, but takes a turn too fast in a carriage and overturns within reach of a 

Parisian mob that promptly kills him.  

The mask of the Phantom is far less famous than his actual face (Fig. 14 page 

80). This is understandable as the unmasking scene was a legendary cinematic 

moment. His real face is the result of birth defects, resembles a slightly decomposed 

corpse with its sunken eyes, like ―holes in a grinning skull," deformed nose, and skin 

which is described as ―stretched tight over protruding bones‖ (Clawson 22). As such, 

his face indexes death itself and all the fear of the terrible and the unknown that 

accompanies it. The Phantom‘s face, though, is not a mask and is technically not the 

focus of this investigation. The first mask of the Phantom (Fig. 15 page 81) is a half 

mask resembling an indistinct, yet pleading, ―human‖ face with the lower mandible 

removed and replaced by a piece of white fabric or leather. As an icon the Phantom‘s 

mask is, in general, a ―person‖ without actually looking like any particular real person. 

It looks like the face of a person who is sad or dying. As an indexing object it calls up 

artificiality, secrecy, loneliness, and sorrow. In the 1924 revised shooting script the 

mask is actually a black half-mask, which also appears in much of the cover art and 

many of the window cards from the original run; the white mask was created by Lon 
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Chaney Sr. as was the makeup for the Phantom‘s real face (Clawson 56, 78).  

The Phantom‘s ―other-ness‖ is further emphasized when the Phantom puts on 

the mask of ―The Red Death‖ (Fig. 16 page 81). This new mask is a replication of a 

skull, well-bleached and skin-bare, though in this case the skull mask references Edgar 

Allen Poe‘s ―Masque of the Red Death‖ (Poe 256-260; Zone 23). The Phantom 

proclaims his costume‘s iconic identity when he announces proudly, ―Don‘t touch me. 

I am Red Death‖ (Clawson 107). The likely infirmity alluded to by this costume is 

Septicemic plague, often called the ―red death.‖ This disease causes bleeding from the 

skin and organs (―CDC Facts‖). This is surely a reference to the blood and destruction 

that the Phantom brings with him to the masquerade ball. Eric is obviously a deviant 

(small ―D‖) thanks to his terrifying appearance, but is he a Deviant (capital ―D‖)? 

Although the Phantom‘s life and environment throughout this film, living in a 

dungeon and pretending to be the ghost of the opera house (while perhaps having the 

quality of being creepy) appear odd, they are not likely to bring about harsh 

consequences in and of themselves. What his living quarters do is set up a possible 

Deviant location. The Opera house and the catacombs are certainly environments that 

would seem to encourage those looking for a place to hide from social control agents, 

as well as those looking for ways to commit Deviant acts to go unpunished. This 

would seem to be in keeping with some of the ideas criminology put forth about 

locations giving sanction to certain actions. Deviant locations aside, murdering Joseph 

Buquet and crushing an audience with a chandelier are clearly Deviant behaviors, as 

are kidnapping Christine, and extorting Mme. Carlotta, given that the commission of 
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crimes or the making of threats against women is especially likely to elicit a very 

strong response (Slocum 44). Though the Phantom may have suffered solitude and 

pain for his deformities, his actions are what bring about his terrible end. A mob 

swarms over him and throws him into the river, surely a convincing example of a 

social control agent rendering both judgment and punishment. Both of these examples 

are situated in the early part of the twentieth century. Has America moved on? Are 

punished narratives passé? The final example of this chapter Karbara Sol, 

demonstrates that resolved or punished Deviance is, indeed, alive and well in 

contemporary American theatre. 
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Kabara Sol 

Kabara Sol written and directed by Stephen Legawiec premiered at the 

Ziggurat Theatre in Los Angeles in January 2007. It is the story of a crime boss named 

Kabara Sol (Fig. 17 page 85) who begins his tale by reveling in and bragging about the 

murders he has committed and the host of other crimes associated with his name. He 

readily admits to pimping, having people‘s bones broken, murdering owners of 

brothels, stealing drugs and money when he worked as a government agent and 

sinking the ships used for transport, trafficking the bloodstained narcotics, and 

poisoning another drug lord on the date of that drug lord‘s birth on Kabara‘s way to 

becoming one of the most influential men in town. Then Kabara creates his own 

nemesis in the character of Genny the Boot (Kabara without his mask) played by Dana 

Wieluns (Fig. 18 page 86). Genny works to oppose Kabara‘s terrible intentions and 

actions. 

Kabara creates his enemy not out of a sense of justice or a need to punish 

himself, saying, ―No, I reject even the idea of the conscience.‖ Rather, Genny is 

generated by the necessity to keep the universe balanced, as described in the concept 

of enantiodromia: the idea that eventually, everything becomes its opposite (as lined 

out by the philosopher Heraclitus, as related by Kabara). Plotting and counterplotting 

leads the narrative to resolution when disguised as Kabara (by purchasing as new 

mask and suit) Genny drinks poison, thereby killing them both. The story of Kabara 

Sol may appear at first glance to be Bertolt Brecht‘s The Good Person of Setzuan set 

on its ear, but what messages might it deliver? Again in an investigation of possible 
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implications of Kabara Sol, I examine the behaviors enacted and the uses of the mask.     

The behaviors of Kabara Sol, if he is taken at his word clearly establish him in 

the Deviant category. He is a murderer, drug dealer, pimp, and racketeer. Moreover, 

keeping in mind Tittle and Botchkovar‘s study on deterrence and possible gain in 

criminal decisions from Chapter II, Kabara seems to rationally consider his choices 

and then decide on the Deviant choice as either the most powerful on or perhaps the 

easiest road to success. Although there is widespread corruption in the environment 

Kabara inhabits, the fact that he must threaten law-abiding people to gain access to the 

power and drugs would lead one to believe that the rules of the universe he occupies 

do not support his behavior. The character of Kabara has, thus far, been the easiest of 

the masked characters in this chapter to locate within the realm of Deviant, even more 

so because as an underworld crime boss, his act of creating his own nemesis and killer 

is almost unheard of. The Phantom did not birth and raise Raul, or train him to fight. 

Billy did not force Dion to reject his artistic self or die on Billy‘s floor. Kabara‘s death 

is a suicide of sorts. However, while Genny the Boot lies and impersonates Kabara 

and finally kills herself and thereby Kabara through poisoning, are her actions 

Deviant? Kabara is trying to get rid of Genny, he‘s already killed other people, and her 

actions would lead many to agree that she is doing justice through Kabara‘s death. I 

would posit that Genny‘s actions, far from being Deviant, are reinforcers of social 

norms, as the description of character as a device for enantiodromia would seem to 

indicate. As Kabara himself notes, she helps bring balance back to the universe.  

This naturalness or goodness of Genny‘s character would appear to be 
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illustrated by the fact that it is Kabara and not Genny who is masked, though this 

could also be simply a matter of logistics, since the actor playing both roles was 

female. It was likely easier to mask for the male role than to double-mask for both 

roles, but it does appear that Genny is the natural one and Kabara is the falsifier. It is 

interesting to note, though, that Kabara never references his mask. It might be that to 

Kabara the mask is his natural face and he refuses to acknowledge his own act of 

identity masking. Genny, though, is aware of the mask, as she purchases another mask 

like it from the original maker. Therefore there are at least three characters 

consciously aware of the mask‘s existence: Kabara, Genny, and the merchant. The 

actual appearance of the mask is of an incredibly realistic and well crafted half face. 

This half design could say many things about the reality of Genny being present from 

the very beginning and that Kabara was never really free from her, though from a 

standpoint of logistics the design could also simply be a matter of ease of speech for 

the actor wearing the mask.  

The ethnicity of the mask designed by Beckie Kravetz appears Eastern Asian, 

which is in keeping with the background of Kabara himself. Notably, the mask is 

extremely accurate and in no way begins to represent a caricature of an Eastern Asian 

person. What‘s most interesting to me is that although the character is wholly 

disreputable and commits many evil acts the mask is not constructed to appear 

monstrous or vile. There seems to be no attempt, other than the choice of ethnicity for 

the character on the part of the author, to make Kabara ―subhuman‖ or ―alien.‖ This 

should focus the viewer more upon what Kabara does than what Kabara looks like, 
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putting his Deviance at the forefront of evaluations the audience might make. And 

what are those evaluations?  

I posit a possible reading of Kabara Sol thusly (though surely there could be 

others): ―By having desire, you can only see what is visibly real. . .‖, ―Those whose 

desires are few gets them, those whose desires are great go astray. . .‖, ―Because she 

does not glorify herself, she becomes a person of merit. Because she wants nothing 

from the world, the world can not overcome her‖ [improper grammar in original 

translation] (Lao-Tzu 1:8, 22: 9-10, 16-20); in short, crime does not pay and those who 

step outside the balance of the universe will be opposed by both the universe and their 

very own nature.     
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Conclusion 

―Allusions to, and images of the harm and injury caused by ‗savage‘ or 

‗inhuman‘ enemies, are central to Hollywood‘s imagination of violence, which 

contrasts with the masculine, communal, or American values in defense of which 

‗civilized‘ men are justified in using violent means of retribution‖ (Slocum 44), which 

is in direct relation to--what in my estimation is--the need for informed narrative 

audiences of popular entertainment in the United States to expect retribution which 

normalizes ―savages‖ and ―inhumans;‖ although I would put forth that it is likely 

Slocum is speaking of ―savages‖ and ―inhumans‖ in the laymen‘s meanings and not in 

reference to the sociological definition of ―monsters,‖ who would be outside Deviant 

labeling. I would extend Slocum‘s statement to cover theatrical representations of 

―bad‖ characters as well. In the cases presented here the Deviant actions of the masked 

characters were followed by terrible outcomes. These outcomes were transmitted 

numerous times to audiences who paid for a thrill and a laugh and perhaps received 

more than that, since mass entertainment offers viewers representative violence in a 

safe controlled package. David Slocum asserts in ―Cinema and the Civilizing 

Process,‖ that the enjoyment of safe, packaged violence reaffirms the viewers‘ 

moral/ethical locations and ordain certain behaviors as acceptable within the society 

for which these standards of behavior pertained (54). A social lesson is learned 

through structure, if not intention, given that people ―... attribute [D]deviance to acts 

and responsibility to actors and perceive them as meriting severe sanctioning‖ 

(Emerson 9). Although in this case Robert Emerson speaks about juvenile offenders, 
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the sentiments apply equally to characters engaging in Deviant behavior in plays and 

films.  Whether this mode of presentation for actions and outcomes is based on 

conscious choices made by authors, or simply reflects the structure within which they 

had previously seen such actions depicted, and was unconsciously resurrected, is 

immaterial. Viewers commonly ―assume favorable and unfavorable positions toward 

different characters depending upon our interpretation of their appearance and their 

behavior,‖ and this allows audience members to practice ―moral judgment‖ (Duncum 

25). Note that judgment is rendered not only on the characters‘ actions, but also their 

appearances. 

It becomes clear that masked characters committing Deviant acts in theatre and 

film often meet with negative reactions and punishments from society and/or the 

social control agents therein.  Moreover, in the manifested behaviors described here 

involving mask wearing, the Deviant behaviors literally read on the characters‘ 

visages. Logically speaking, the Phantom‘s mask appears inhuman and creepy because 

it a leather and fabric device constructed by an artist who is attempting to create a 

disguise that looks vaguely human. Similarly (though not the focus of this study), the 

prosthetics Lon Chaney used to create the Phantom‘s ―true face‖ make that face 

appear gruesome to demonstrate a human soul twisted from his suffering brought on 

by birth defects and the cruelty of those around him, as well as to depict visually the 

writers‘ descriptions of the evil inside him. Billy and Dion‘s masks are described as 

haggard or haunted, ostensibly to illustrate the torture inflicted upon their minds, 

which are struggling to contain dueling/dual natures and deal with being 
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metaphysically untrue to themselves. Though the appearances of these characters have 

received much attention and some debate in critical analyses, it is their actions that 

truly define who they are and the outcomes of those actions that define the societal 

function of the creative works in which they reside.  

What becomes evident in this analysis is that the Deviant acts by masked 

characters and the suffering or ―punishment” that they endure at the hands of social 

control agents (police, angry Parisian mobs, and God) do the work of reinforcing those 

social rules. Furthermore, the viewing of those ―punishments‖ by an audience 

reinforces normative ideas of behavior, in not actual behaviors enacted, for the 

members of that audience within their society.  

The masked Deviant need not be killed; unmasking and asking absolution are 

enough to remove Deviant status from the perpetrator in the western tradition (though 

status can be reapplied just as quickly if the former masker acts contrary to the request 

for clemency). For example, at the end of the 1983 film Star Wars Episode VI: The 

Return of the Jedi, Darth Vader fights against the evil of the emperor he once served 

and then Vader saves Luke Skywalker‘s life, after which Vader removes his mask to 

die as a man. While this may seem like a support of the new system of beliefs held by 

the rebels--a belief in freedom and the dignity of all creatures and droids, it is actually 

return to the system that Darth Vader and the Emperor had overthrown during the 

Clone Wars. At the conclusion of the Star Wars trilogy of films, the rebels, who 

fought for right against might, returned the system to equilibrium and peace. Vader‘s 

mask was removed so he could die at peace and all was well. Since the goal has been 
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achieved, the dramatic question answered and the guilty punished, the narrative is 

largely resolved. While many characters do live on, their adventures appear finished 

and, given that their enemies are vanquished, who‘s left to struggle against? 
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Chapter V                                                                     

Deviants Unbound: Unpunished/Unresolved 

Masked Deviance in Twentieth-Century 

Film and Theatre 

―The first duty of a revolutionary is to get away with it.‖ 

-- Abbie Hoffman (1936-1989) 

 

In Chapter II I lined out the definition of Deviance or Deviant behavior as 

being behavior which is different enough from what is considered acceptable by the 

―normal‖ society around an individual as to be likely to encourage negative action by 

the social control agents. Additionally, I marked out the differences between simple 

deviance (small ―d‖) as being different (either physically, mentally, economically, or 

socially) and Deviance (with a capital ―d‖), which involves a conscious choice to 

either act differently or to fail to make the choice to act in ways that would realign 

one‘s self with the norms of the society into which one is thrust. As I stated in Chapter 

III, ―Masks, Maskers, and Questions of Agency,‖ masks may have played at least a 

small role in the February Revolution in France. Mask wearing is--though not a given 

in all political strife--not unusual in any social economic struggle. Masks of many 

types have been worn by many people from many nations and factions to evade 

capture, from the Ku Klux Klan of the nineteenth through twentieth centuries to Al 

Qaeda terrorists on internet videos throughout the middle of the first decade of the 

twenty-first century. The mask does not always keep violators of social rules and 

norms or official laws of the land safe, however. As I mentioned in the previous 
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chapter, masked Deviant representations in fiction (or performative/performance 

events) create by their very presence a web of connections in the viewer‘s mind with 

the actual thing or person represented (whether as a simulacrum or simply an icon), as 

well as with all people or objects like its image and the very state of being similar to 

the emotion or idea represented by its appearance. Going further, I have posited that if 

the masked Deviant behavior depicted is resolved or ‖punished,‖ then the salient 

beliefs and mores of the hegemonic system of citizens, government agencies, and 

reifying cultural agents are generally supported. Even a happy ending is still a 

resolved narrative.  

In this chapter I examine what is necessary to create ―unpunished‖ or 

unresolved masked Deviance (UMD) in film and theatre utilizing the films The Texas 

Chain Saw Massacre and V for Vendetta, as well as a short analysis of the Grand 

Guignol play The Three Masks.
26 

I put forth a possible interpretation for each of these 

fictions that might be found from those depictions described in the script or shown on 

screen. I analyze the masks, as well as the behaviors, in much the same way as I did in 

Chapter IV on punished Deviance, to demonstrate the differences between the two 

representations. So, then what is required to construct an UMD narrative? Either the 

Deviant or his or her ideas must survive as a possible option that could be seen as 

socially acceptable or even ameliorative. In the original narrative of The Great God 

Brown both Dion and Billy at various moments try to buck the system that tells them 

who they will be and what behaviors are acceptable for them. Their attempts fail. They 

both die and the mask is borne off stage as if carried to a funeral.  
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However, if Billy Brown had evaded the police, if Margaret had picked up the 

mask and placed it on her face to continue on with the masking, or if Billy had been 

hailed as a hero and genius for using Dion‘s suicide to succeed in business, then 

Deviance within the narrative would have been unresolved or ―unpunished,‖ throwing 

that world (or at least the living witnesses of the events) into a state of flux: a period 

where values would likely be open to challenge and social bounds and bonds would be 

more open to redefinition.
27 

At the very least, the particular type of Deviance that Dion 

and Billy acted out might have been more likely than it was in the original narrative to 

continue as, or in some cases begin to become, an acceptable behavior in the minds of 

viewers. This potential increase in Deviance is the flipside of the socially beneficial 

reduction in capital crimes committed in the months just following an actual execution 

(as I mentioned in Chapter IV).
28

  

What, then, does an UMD narrative create as a possible continuance of the plot 

(and therefore a possible redefinition of acceptable behaviors in the real world) in the 

minds of observers? Must UMD necessarily oppose a social or governmental system 

or ideal? I believe the evidence supports an affirmative answer to the previous 

question. The system opposed may be the concept of poetic justice and karma, 

governmental justice, familial honor requirements, the status of certain persons within 

a society and their placement in the hierarchy, etc. The lack of resolution or 

punishment creates a sort of ekphrastic situation within the mind of the observer, that 

is to say a situation where the viewer is able to describe within his or her mind (as 

opposed to in text on paper) in words and images the continuations of the narrative 



Texas Tech University, Joshua Jeffries, 08/2007                                                

 

94 
 

that might be (Clark). The viewer fills in the narrative based on what is known of the 

situation prior to the or unresolved ending and builds a conclusion that makes sense to 

the viewer based on preconceptions of the genre, the characters, the reality as assumed 

in the world of the fiction, and personal wish fulfillment to mesh the new plot with 

particular individual world views and creates meaning. For example, were Darth 

Vader to live at the end of Return of the Jedi, it might be that there is either another 

installment on the way (where surely Luke Skywalker will win, won‘t he?), or that 

evil truly can prevail against idealists. The latter statement seems counterintuitive the 

American way of fiction, if not life.  

Although the other examples of UMD I use are drawn from twentieth-century 

American film, unresolved or unpunished Deviance is not an invention of the 

twentieth century; The Theatre du Grand Guignol opened its doors in Paris in 1897 

and ran until 1964. The theatre was famed for its use of grotesque, violent spectacle 

and nudity, so much so that plays presented elsewhere with a great degree of 

lascivious or bloody content are in some circles still said to be ―Guignol‖ plays 

(Grandguignol.com). However, although Grand Guignol was usually Deviant and 

unpunished, masked plays don‘t appear in the record until 1922 with the play The 

Three Masks by Charles Mere. The Three Masks is a Romeo and Juliet style lovers-

kept-apart story; although this time the girl is pregnant out of wedlock. The father of 

the boy sends him away to the military so that the girl‘s three vengeful brothers will 

not attack him. On the night of the Carnival the lovers plan to meet, but the boy is 

instead brought to his father‘s house by three masked characters, presumably the girl‘s 
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brothers. The boy is discovered moments later by his father and girlfriend. He is 

deceased (Gordon 14-16, 74). One possible interpretation of this ending is that the 

murderous siblings have already and would again kill to preserve or avenge their 

honor and to do their father‘s bidding (reifying codes of honor and potentially acting 

as a force for ―good‖ in many cultures).  

The final scene of the play, however, features the devastated girl, which would 

lead me to believe that it is not a parable about honor, but rather about what happens 

when an overdeveloped sense of honor and vengeance encounters contentious love. 

For this reason I posit that the masked murderers are Deviants acting against love and 

life and they do survive. I present this quick example from the stage, not necessarily as 

a means of establishing an exact lineage for UMD on stage and in film--that lineage 

has already been established by Ron Tamborini and James Weaver III in their book 

Horror Films: Current Research on Audience Preferences and Reactions--rather I use 

this example for the purposes of demonstrating that, although UMD could be used as a 

means of challenging abusive political structures or unjust social practices, perhaps the 

most common way to use it is in the Grand Guignol horror theatre manner as a means 

to frighten or repulse and pack auditoriums.  

This is not to say that Guignol is a lesser form of entertainment or that UMD is 

wasted in slasher and horror fiction uses, nor is it meant to deride the studies that have 

been done of people‘s fascinations with horror reactions, the pleasures experienced in 

viewing terrible acts or the reassurances found in viewing reifications of established 

norms through bloodletting. I am going to suggest that there is a strong potential use 
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for UMD that has heretofore gone largely unutilized in western entertainments, which 

is made evident in the conclusion to this thesis.  

In my search for masked Deviance in plays and films I was overwhelmed, 

though not in the least surprised, at the sheer number of unpunished consciously 

masked
29

 Deviants in serious (as opposed to comedic representations, since comedy 

defuses Deviance) contemporary American film, specifically in the horror and thriller 

genres. There is no shortage of villains skulking about in masks terrorizing 

protagonists, from the illuminati-like sexual Deviants that hound Tom Cruise‘s 

character Bill in Stanley Kubrick‘s 1999 Eyes Wide Shut (Fig. 19 page 97) to the 

soulless ―Shape‖ Michael Myers in John Carpenter‘s 1978 Hitchcock-inspired classic 

Halloween. These characters are menacing and create a sense of an alien person, group 

or presence assaulting the protagonist. I put forth that the most salient interpretation 

for many members in the audience is fear.  

The fear reaction, most of the fun in horror, is possibly a result of operant 

conditioning since, ―according to the notion of stimulus generalization, if a stimulus 

evokes either an unconditioned or a conditioned emotional response, other stimuli that 

are similar to the eliciting stimuli will elicit similar, but less intense responses‖ 

(Cantor and Oliver 64-65). This stimulus response system returns again to the nerve 

stimulation and axon growth studies I mentioned in Chapter II of this thesis. I am 

choosing to focus on fearful or dangerous masked Deviant characters in this chapter, 

not solely because they are fun, but to aid in unearthing the ways in which the fear of 

such characters affects the narrative outcomes and potential reception of those 
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outcomes when related to hegemonic systems and beliefs and the presence of, or lack 

thereof, a challenge to that system.  

In this chapter I analyze several examples of masks used for UMD behavior to 

see if the formation of UMD affects the piece‘s statements or questions about 

hegemony. The first example, The Texas Chain Saw Massacre, a classic of American 

horror films, paved the way for the imitative slasher films of the late 1970s and 80s 

and uses masks for Deviant behaviors in their most common, horrific, way.    

 

 

 

 

 

 

 

 

 

 

 

 

The Texas Chain Saw Massacre 

In 1974 the film The Texas Chain Saw Massacre changed the way American 

theatre audiences viewed horror and suspense. Director Tobe Hooper who, along with 
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Kim Henkel, also wrote the film‘s screenplay created a classic of American horror that 

heavily influenced every movie in the horror and slasher movie genres that followed. 

Film production is a business and the business of film is profit making. From an initial 

investment of $125,000, Texas Chain Saw Massacre earned $600,000 in its first four 

days of release and went on to rake in a anywhere from $30,000,000-$100,000,000
30

 

over the last thirty years  (Jaworzyn 79-84, 93). While the earning are impressive, 

what the film also did was introduce to a worldwide audience the masked killer 

Leatherface, a killer who evaded capture at the end of the film and became, as I 

demonstrate, an unpunished masked Deviant who challenges several assumptions 

about American life, fiction, and justice. 

In the film, a group of college age young adults (Sally, Jerry, Franklin, Kirk, 

and Pam) drive out to the country to make sure that Sally‘s relatives‘ remains have not 

been disturbed during some recent vandalism. After a brief altercation with a morbid 

hitchhiker, the kids reach the Pam‘s family home. It is not long before the kids start 

getting picked off by the hulking figure of Leatherface (Fig. 20 page 106). Leatherface 

bludgeons Kirk with a hammer and hangs Pam on a meat hook; the others will meet 

similar ends at the hands of the masked man. After Leatherface cuts Franklin up with a 

chainsaw, Sally runs through Leatherface‘s farmhouse passing the dry husk of a 

woman‘s corpse (Fig. 21 page 106), a long dead dog, and what appears to be a dead 

old man. Sally nearly escapes the danger but is returned to the farmhouse by an older 

man she encounters at the gas station. The hitchhiker and Leatherface are sent upstairs 

to fetch ―Grandpa‖ (the seemingly, but not actually, dead old man) whom they bring 
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downstairs to the dining room full of furniture made from people parts so they can 

feed him Sally‘s blood from her cut fingertip. Grandpa tries to kill her with a hammer, 

but he is too old to actually wield the hammer effectively. Finally, the hitchhiker takes 

the hammer to do it himself and Sally crashes out through a window. Sally runs, 

pursued by the brothers, toward a diesel on the road. The hitchhiker is hit by the truck. 

The trucker hits Leatherface with a wrench. Leatherface falls and drops the chainsaw 

on his own thigh. Sally finally escapes by jumping in the back of a passing pickup 

truck and Leatherface does a spinning dance of insane frustration in the middle of the 

street swinging the chainsaw around violently. Sally laughs and cries as the truck 

speeds towards the sunrise. Sally survives the night, but so do Leatherface and his 

chainsaw. 

In films that are labeled ―slasher‖ or ―horror,‖ when teens are attacked by a 

masked killer, the attack often comes just after an illegal or potentially immoral act of 

their own. It is easy to see this ―punishment‖ and the slasher committing the acts as 

reifiers of social norms; however, the behaviors of the unmasked teens in most horror 

and slasher films are still well within the range of ―normal‖ behaviors for college age 

people. This lack of Deviance is even more pronounced in Chain Saw as the teens do 

not engage in sex on screen, nor do they use illegal drugs, act in violent ways, or show 

disrespect to authorities or elders. While the character Franklin could be described as 

morbid in his fascination with the means of slaughtering cattle or socially awkward 

with his emotional outbursts and apparent simplicity of thought processes, he commits 

no antisocial acts. Moreover, the kids‘ reason for visiting the area to begin with is to 
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make sure Pam‘s family grave was not desecrated. Devotion to family and the need to 

protect burial sites are noble sentiments with which many viewers could identify. All 

things considered, these look like good and decent youths--aside from falling into the 

―Hippy-type‖ that many people were annoyed with by 1974. So, what about the 

―family‖ that terrorizes the kids? 

The gas station owner cooks humans and cooking humans is antisocial, 

unneighborly, and decidedly Deviant. Grandpa is described as the best killer there 

was; it might be assumed that this refers only to cattle, but that seems unlikely, given 

that he greedily sucks the blood from Sally‘s finger and tries to kill her with a 

hammer. The hitchhiker, who may be assumed to actually be Leatherface‘s brother (as 

he is referred to as such, though it may be a lie), cuts himself and others and one 

would suspect he was involved in the murders as he takes such delight in torturing 

Sally. Leatherface (the only masked character) kills four people with various 

household, slaughterhouse, and woodcutting implements, as well as consuming human 

flesh. The character Leatherface is based on the killer Ed Gein, a Wisconsin man 

arrested for the murders of six people between 1947 and 1957. He used body parts to 

construct home décor and a human suit, specifically a female human suit (Sullivan 38-

47; Jaworzyn 30, 238-241). Leatherface might be deemed insane as Gein originally 

was in 1968.
31

 Were he caught and prosecuted, Leatherface‘s lawyers would surely try 

to argue insanity in a court case, as Gein‘s did; the efficacy of such a plea is more 

difficult to judge. As further evidence to secure Leatherface into the Deviant category, 

Leatherface is so named because he stitches together the skins of dead people to make 
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a mask for himself. Within the ―family‖ depicted in Chain Saw Massacre, Leatherface 

would certainly not be a Deviant; in fact he would likely be seen as a hunter-gatherer 

or breadwinner of sorts. However, to the rest of the world Leatherface‘s actions 

probably could not be more Deviant.  

Although interviews in the ―Special Features‖ section of the film‘s DVD 

reveals that Tobe Hooper originally wrote dialogue for the character of Leatherface, 

Gunnar Hansen (the actor cast in the role) lobbied to make the character mentally 

retarded and spoke in only grunts and garbled words (The Texas Chain Saw). Mental 

retardation might seem to take the character out of the realm of the Deviant; however, 

while outbursts of aggression and emotion are not uncommon among the mentally 

handicapped, cannibalism is. In many states in the United States the mentally 

handicapped can be held accountable for murder, even to the point of suffering the 

death penalty (Pelka 28-32). When Leatherface is asked by the gas station owner if he 

let anyone get away, he shakes his head in denial and gestures to the freezer. Covering 

one‘s tracks to avoid being found guilty is itself a sign of one‘s cognizance of the 

concept of guilt. Leatherface feels all the normal human emotions (e.g., rage, fear, 

loathing, etc.) and, indeed, his lack of functional language skills does not necessarily 

denote a lack of intelligence. According to Park Dietz, lawyer and serial killer expert, 

a systematic means of attack, consumption, and disposal with an eye towards avoiding 

capture indicates sanity (Toufexis 54-58). ―Sanity‖ means that the killer does 

demonstrate mens rea or ―guilty mind,‖ which I noted in Chapter II is necessary for 

criminal prosecution, and the ability to understand right from wrong.
32 

While it‘s 
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possible that the family‘s Deviant behaviors are a result of the depressed economy of 

the area in which they live, it does not appear to be a ―healthy‖ response to an 

unhealthy environment as in Revised Strain Theory. What the family‘s Deviance does 

seem to conform to is Konty‘s Microanomic and Guyau‘s Anomic environments. 

They are removed from civilization and completely unregulated. Their perversions 

have gone unnoticed and their behavior unchecked and the result is incredible 

Deviance. Now that Leatherface has been placed in the category of UMD I will move 

on to describe the masks he wears and some possible ways that the masks affect 

viewers and the reception of the narrative. 

The mask worn by Leatherface resembles, I believe, first what it is: a 

patchwork design created from pieces of human face.  Leatherface‘s mask references 

Ed Gein, upon whom the films Ed Gein and Psycho are also based (as is the character 

of Buffalo Bill in the film Silence of the Lambs). Additionally, one cannot help but be 

reminded of the scarred and motley face of Frankenstein‘s monster. Leatherface‘s 

mask indexes the seeming inhumanity required of historical figures of terror like 

Joseph Mengele and Adolf Eichman, who (though normal in appearance) step far 

enough outside the bounds of normality to be deemed monsters; however, labeling 

such Deviants as ―monsters‖ or ―inhuman‖ places the concept of extreme cruelty into 

an ―us‖ and ―them‖ system, whereby the decent folk of the world can deny their own 

capability to damage others. Everyday citizens do terrible things to each other all the 

time, as evidenced by Zimbardo‘s prison experiment I mentioned in Chapter II of this 

thesis and the actions of supposedly ―normal‖ people in Germany during the Third 
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Reich.
33 

It is noteworthy that the mask Leatherface wears is sewn into what appears to 

be a smile, or perhaps a grimace, which might indicate satisfaction or joy in his work. 

Leatherface appears to be aware of what he does and either wears a smile to 

demonstrate his emotion or perhaps to deny that he is not feeling what he believes he 

should be feeling.   

Of course, the perception of a mask is always based first on visual acuity (in 

film anyway); obviously, one must be able to see the screen image. However, in the 

case of Chain Saw Massacre, it is also based on screen size and quality of the video 

image. Upon first watching, it is easy to miss the change in masks between the kitchen 

scene and the dining room scene. The change becomes more apparent when viewing 

the Extra Features of the DVD and the deleted scene that might have been placed 

between, but was not. Leatherface goes into another room and puts makeup on a 

female mask (Fig. 22 page 107). When he returns to the dining room he is wearing 

that mask of a woman. I believe the presence of a female mask is partially a reflection 

of the laws of supply and demand. The number of men killed in the film is greater than 

the number of women; however, there are just enough women killed in the film to say 

that the cannibals appear indiscriminant as to gender of victims selected and, 

therefore, the gender of the mask. Leatherface needs skin to make the masks and there 

appear to be more male victims available.       

What other meanings could be found in the donning of a female mask during a 

dinner scene specifically? Is it the sincerest form of flattery or mockery? In the case of 

the ―family‖ in Chain Saw Massacre, I believe it is more straightforward than that. I 
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posit that it is a gruesome and morbid attempt to be a ―normal‖ family that just 

happens to cannibalize humans and make lampshades out of the spare parts. To 

attribute a psychology to the characters, I find that the family, as mimetic characters, is 

making an attempt to paint normalcy over the face of Deviance. They are denying 

their Deviant label one this level, while affirming it by killing and eating other 

humans. As evidence to this point, the dead body upstairs looks to be female and all of 

the other females and males killed before the film‘s narrative begins were consumed 

and/or turned into postmortemist furniture; however, this one body was left intact. The 

scene in the room upstairs includes a decayed woman, an apparently dead man 

(―Grandpa‖), and a dead dog. While there are certainly other possibilities, the 

likelihood of the woman‘s corpse being the grandmother seems great. There are no 

other living women in the family. The wearing of a generally female or specifically 

―mother‖ mask looks, in this case--rather than being a case of gender confusion or self 

hate (as in the case of Buffalo Bill in Silence
34

)--to be a completion of a family dinner 

table as a perhaps creepy way of completing the family.
35

 This role assumption is 

further evidenced by the high pitched way that Leatherface mumbles and the fact that 

he is wearing high-heeled shoes (though it was also a practical concern, in that the 

shoes did make Hansen hugely tall). This interpretation of the act of female masking 

makes the scene all the creepier. 

By escaping criminal prosecution or death what does Leatherface‘s fate have to 

offer as possible interpretations? The viewer might interpret the outcome of the 

narrative of Chain Saw in any number of ways: cannibalism is acceptable; violence 
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towards hippies or young people is acceptable; men and their need to be manly causes 

them to ―investigate strange noises,‖ which leads to their deaths; the worst and 

meanest of the people in our society are easily identifiable by their terrible 

countenances; or that tough and resilient women are capable of enduring great 

hardship.
36

 I would agree with Isabel Pinedo when she finds in her book Recreational 

Terror: Women and the Pleasures of Horror Film Viewing that Chain Saw is ―an 

exemplary instance of the open ended universe in which categories collapse, violence 

constitutes everyday life, and the irrational prevails,‖ but that the film is ―a welcome 

release from the fiction that is ordered and safe‖ (49-50).  In my estimation, what the 

presence of a furious chainsaw wielding maniac in the early dawn light swinging his 

weapon perchance says is that while there is the possibility of escape from terror and 

torture, evil still survives and waits to consume the unsuspecting. Additionally, I find 

that Chain Saw says that the bucolic American landscape, once seen by Thoreau and 

Whitman as something worth running to, may just try to kill you: the world is not safe. 

Masks in UMD narratives by definition often involve murder or at least morals 

that are at best highly flexible, as is the case with the next example. However, unlike 

The Texas Chain Saw Massacre, where social implications are potentially a semiotics 

and deconstructive analyst‘s smorgasbord, the meanings behind the masking in the 

2006 film V for Vendetta I put forth are unambiguous.         
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V for Vendetta 

In V for Vendetta, the 2006 film--adapted by Andy and Larry Wachowski from 

Alan Moore‘s 1980s comic book by the same title--, a smiling, musketeer-like, comic 

book anti-hero places in the public domain a weighty subject for serious discussion. 

The narrative of the film V for Vendetta begins with a recap of the history of Guy 

Fawkes, the Catholic revolutionary who attempted to blow up British Parliament on 

the fifth of November 1605, and the line spoken in voice over ―A man can be caught, 

he can be killed and forgotten, but 400 years later an idea can still change the world‖ 

sets the tone and theme clearly; there will be darkness and death and there will be 

revolution. What V appears to debate is whether terrorism can ever be an act of 

heroism and humanism. Can a Deviant murderer be a force for ―good?‖   
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In the fictional post-apocalyptic world of  the near the mid twenty-first century, 

the United States is in dire need of medical supplies that only the Norsefire--the new, 

Nazi-like, totalitarian, regime governing England--can provide. As the action of the 

play begins it is Guy Fawkes Night, or rather it is almost midnight on November 4. 

Britain has survived plagues and wars, they feel, by violently putting down the 

Muslims, homosexuals, terrorists, and others who are undesirable. The character V, 

masked in a metal reproduction of the face of Guy Fawkes, saves a young girl named 

Evey, whose parents were held captive and executed as terrorists, from rape at the 

hands of two government agents. V then draws her into his plans for revolution. To 

commemorate the anniversary of the Gunpowder Plot, V takes Evey to a rooftop to 

watch his display of pyrotechnics and revolution, blowing up a statue to the tune of 

Tchaikovsky‘s 1812 Overture.  

The government cabinet members, who are responsible (in various measures) 

for the deaths of at least 100,000 of their own citizens, meet in darkness before a 

screen displaying a giant projected head of the Chancellor (played by John Hurt) and 

make plans to control the populace through misinformation and disinformation. V 

takes over a TV station and transmits his charge that the people are to blame for letting 

the government take away their freedom. He challenges the people to gather one year 

later outside parliament and remind the government that it serves at the pleasure of the 

people. V takes Evey back to his lair full of contraband books, music, and art 

reclaimed from the Ministry of Objectionable Materials. V kills several people 

responsible for his own incarceration and torture in a government camp. Evey is 
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captured and taken prisoner to a cell in an unknown location where her head is shaved. 

She is then tortured for information about V, torture which is actually a ruse 

perpetuated by V to harden Evey against the world. V has boxes delivered to every 

home in London that contain masks identical to V allowing everyone to take his image 

and Deviant power. In the end, the chancellor is dead thanks to V, though the efforts 

left v mortally wounded. Most of the Chancellor‘s minions are similarly dispatched, 

and the citizens take Trafalgar Square wearing V masks. Evey sets a train laden with 

explosives and V‘s body in motion, blowing up Parliament.  All the citizens in the 

square remove their masks and watch the fireworks.  

Clearly, the character V is masked; having satisfied that, the next question a 

reader of this section of this chapter might have is, ―If V is dead, how is the character 

or his behavior unpunished?‖ V‘s death is his choice; he does not commit suicide, but 

in continuing upon a course of action likely to lead to death he is culpable in his own 

demise. However, as V is placed on the bomb train and sent in to complete the 

mission, set into motion by the hand of the next generation (Evey), he is a martyr to 

his cause. Martyrs are hailed as heroes to the cause or religion which they support, 

though those in the opposition may vilify the hero. The labeling of someone as a 

martyr is to attach to that person an honorific title, unless it is used sarcastically 

(which in this case it is not). One might easily call the behavior of Jesus Christ, as 

reported in the gospels, as punished Deviance. He strikes out against the establishment 

not only in word but in deed as well. He is brought to trial and is put to death. What 

keeps Jesus from being a punished Deviant, in my estimation, is that he is deified and 
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celebrated. The people that believe in the divinity of Jesus Christ gain strength through 

the telling of his story and through representations of him in his daily life as well as 

during the crucifixion and resurrection. Jesus Christ was an unpunished Deviant. What 

keeps the average unrepentant murderer, for instance John Wayne Gacy,
37

 who 

commits her or his crime in full knowledge of the punishment, from being labeled 

unpunished is that it is incredibly rare for the murderer to become a ―positive‖ part of 

the national consciousness and for the people to (for example) wear clown masks and 

cheer and vow allegiance to John Wayne Gacy, Jr. Aside from the dissimilarity of 

Christ being portrayed as non-violent and V being ultra-violent, the shared 

characteristics of the narratives of Christ and V for my purposes are more important. 

The people in the Trafalgar Square place Guy Fawkes, that is to say V, masks on their 

faces to empower themselves to take their freedom. V‘s ideas and image live on after 

he perishes; therefore I have placed the narrative of Deviance and punishment in V for 

Vendetta in the category of unresolved or unpunished. Now that I have demonstrated 

the status of this film as unpunished, and (clearly) masked, is V Deviant? Establishing 

him as either Deviant or not is pivotal to the argument and V can only be categorized 

as Deviant (capital ―D‖)--or not--based on his actions. What are V‘s exact Deviant 

behaviors? 

While it may seem obvious that V is a Deviant, remember that Deviance is 

dependant upon action, agent of action, control agent response to action, and recipient 

of action. First I focus on V‘s victims. Are ―fascists‖ any less human or more 

deserving of death because they believe in strict, oppressive, abusive, censoring, 
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murderous, centralized governmental control? The answer may appear easy to find, 

however, since it is not the beliefs of the ―fascists,‖ but rather their actions towards 

their people that throws their own destruction and death deeper into the moral grey 

area the question must be asked, ―what are the actions of these ‗fascists‘ and are they 

deserving of punishment for those actions?‖ While an evaluation of a group as evil is 

based (as always) upon the personal standards any of a myriad of opinions of a myriad 

of observers, I venture to say that, when dealing with a regime guilty of the murders of 

over 100,000 people and other similar known or implied crimes against humanity, V‘s 

response in blowing up a few buildings and killing no more than a dozen or so people 

to remedy the situation and bring and end to tyranny appears much less Deviant.  

However, especially in the climate just following 9/11, terrorist activities such 

as blowing up buildings are generally considered anti-social and would likely bring 

the wrath of social control agents. Additionally, V kills the elderly female Dr. 

Surridge, who performed the experiments on him while he was in captivity. As I noted 

in Chapter IV, J. David Slocum says that violence against women is generally 

disallowed for ―good‖ characters in war movies; I would extend this policy to include 

action movies as well. One of the attributes that often denotes evil in a character is the 

treatment women, children, those stereotypically portrayed as in need of help (e.g., the 

blind, the deaf or the mentally handicapped), and the elderly receive from that 

character. An older woman (sitting in two protected categories) should be safely off 

limits when it comes to heroes bringing justice. This tendency to unofficially forbid 

violence against women by heroes may seem like patronizing patriarchal guarding of 
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women while insulting them by insulating them from fair access to combat (to be sure, 

it has been used as backhanded mistreatment gauzed behind chivalry
38

) and, as such, 

removing the stigma from killing a woman might make his actions less Deviant. 

However, I put forth here that, at least in action and horror films, the unofficial 

guidelines are more about fair play than hegemonic sexism. In my own years of 

experience with Tae Kwon Do, I never saw a green belt student thrown into full-

contact sparring with a black belt. Why? The black belt has at least three more years 

(in that program anyway) in the martial arts and her or his attacks would be more 

devastating.
39

 On the other side of the defense of women by outsiders debate, it would 

be a mistake to underestimate any woman‘s efficacy in open battle, as evidenced by 

the actions of Demi Moore‘s character Lt. O‘Neill in the 1997 film G.I. Jane.
40 

What 

is not debatable is that mismatched fights are short-lived and tend to be less exciting 

and unfair to one combatant.  

 However, to return to V and the sussing out of the Deviance of his murder of 

Dr. Surridge, V‘s vengeance is wrought despite her apology for her actions, though it 

should be noted that her apology is made after he‘s poisoned her in her sleep. It might 

be worth a moment‘s focus that he poisons her. Everyone else is killed by stabbing, 

blowing up, having their neck broken, or some other such devastating means; Dr. 

Surridge is put down gently, a much less violent demise, but she also is repentant 

about her actions. V‘s calm demeanor seems to say that he is expecting the apology, 

but poisoning her beforehand--while it may have been to stave off any possibility of 

his own ―chickening out‖--is, I believe, an expression of the need for justice on V‘s 
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part. Apparently, for V, apology does not make sin go away. This is not V‘s only 

morally ambiguous killing; because of the mask V places on a TV station employee, 

the worker is shot by the police. Although V does not directly kill the worker, the 

outcome was easily foreseeable and avoidable, yet V apparently sees the person as 

expendable. While V kills a good number of people, Deviance does not require killing. 

A Deviant act can be a lesser form of anti-social behavior that is likely to engender a 

response from social control agents. 

Some of the strongest evidence for V‘s being a Deviant is that V brutally 

torture‘s Evey, who is supposedly his friend and someone who saves his life. While V 

may justify his torture of his friend as character building and ―freeing,‖ one does not 

normally psychologically scar the ones one cares for intentionally. Perhaps V‘s main 

Deviance (capital ―D‖), though, is his freedom. In a fictional fascist state where 

everyone lives in constant fear and informs on each other and where personal liberties 

are mythological at best, the character who truly believes in freedom and lives a 

liberated life, as well as acts to liberate others is, indeed, a Deviant. Though this 

category of Deviants may well reach into the real world, I am referring here to the 

fictions of repressive environs and the Deviants tat fight to bring decency to their 

city‘s denizens. This is a powerful category of Deviants often found in modern film 

(e.g., The Crow, Batman, and Darkman
41

): the anti-hero. Anti-Heroes and dark knights 

have so taken the imaginations of western audiences that they have, like slasher film‘s 

killers, bred near countless copycats in lower budget, made-for-TV, and direct-to-

video action films from the many Crow and Batman sequels to The Punisher.
42

 These 
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heroes often engage in terrible acts of violence and seemingly uncaring slaughter of 

criminals, but are unswervingly loyal to their friends. The Punisher is the one 

exception that may have been a partial inspiration for the ultra-violence of V. The 

Punisher, former police officer Nick Castle, seeks vengeance against guilty persons 

and has few friends (The Punisher). However, the Punisher doesn‘t show the 

anywhere near the level of sadism towards innocent acquaintances that V 

demonstrates. The more usual dark knights act in ways contrary to their society (as 

evidenced by their conflicts with underworld bosses, police, mayors and 

commissioners, and military alike), but often appear more or less honorable from an 

American perspective and (eventually) from that of their fictive fellow denizens of 

criminally or governmentally oppressed lands. Anti-heroes may show flexible morals 

in their assault on those elements of society that, though from our viewpoint--and that 

of the oppressed citizens of the fictional world--are evil, stand as the governing bodies 

and resemble the hegemonic codes effecting/affecting all aspects of daily life. In a 

world of willing slaves, liberators are Deviants of the highest order. However, anti-

heroes and dark knights usually operate under a rigid moral code in regard to their 

treatment of the innocent, again returning to the no violence against women, children, 

the handicapped, etc., but if V is a dark knight at all, he is an unconventional one to 

say the very least.
43

 V is a Deviant among Deviant dark knights and anti-heroes as 

much as he is a Deviant in a corrupt state, or from the viewpoint of the ―average‖ 

American. 
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V says that, ―What was done to me was monstrous… and they created a 

monster.‖ I would say the term is used in the laymen‘s sense as opposed to 

―subhuman‖ as sociology might view the word. ―Monster‖ appears to be a self-

adopted label that would, in symbolic interactionist theory indicate his acceptance of 

his own Deviance. However, in Chapter II I noted that being a true ―monster‖ or 

―subhuman‖ would immediately absolve him of Deviant labeling. Is V a monster? V 

feels pain and joy; he feels love for Evey. V even seems genuinely sad to have to kill 

Dr. Surridge. Just as important as V‘s ability to feel is his ability to reason. V does not 

seem to kill wantonly; aside from the man at the TV station his victims ―deserve‖ 

death or at the very least are trying to end his life. His political and social goal is to 

make Britain free from the fascists, although his true primary (slightly less altruistic) 

goal is vengeance, and in his pursuit of that goal V is cruel and vengeful, calculating 

and manipulating, murderous and clever, but above all, he is human, rational, and 

technically (dare I say it?) sane. Given the satisfaction of the humanizing criteria, the 

only place I see to place V is in the category of UMD. V‘s Deviance appears to be a 

perfect example if there ever was one supporting Revised Strain Theory. The pressures 

placed on V drive him to extremes.   

In the film V for Vendetta, V speaks the line ―There is a face beneath this 

mask, but it is not me. I am no more my face than I am the muscles beneath it…‖ Now 

that I have placed V in the category of unpunished masked Deviant, I will discuss the 

actual mask V wears and an interpretation of its appearance and usage. 
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V‘s mask (Fig. 23 page 118) is a representation, an icon, of Guy Fawkes (Fig. 

24 page 118) and, as such, it directly references the seventeenth century ―terrorist.‖ 

Guy Fawkes is representative of all the revolutionaries who had attempted to assault 

the government of England, as well as the revolutionary spirit in all peoples that feel 

oppressed, which is not surprising since Alan Moore--author of the comic book upon 

which the film is based--cites as a creative influence the political climate of 

Thatcherian England in the early 1980s and the conservativism that had taken hold 

(Boudreaux). However, simultaneous to this reference, V‘s mask also is an icon for 

the theatre. The comedy mask it represents is one half of the ubiquitous symbol of 

theatre and, as such, immediately connects in the minds of viewers with the other half 

of the symbol, the face of tragedy. Additionally, while the mask may appear at first 

almost humorous, there is something ominous and threatening about the fixed smile on 

the unmoving object worn by a killer. The viewer is reminded by the mask of a 

pretender, a liar, a walking double meaning or contradiction. 

Those aware of the history of Guy Fawkes may also be directed in thought to 

the history of Guy Fawkes Night. On the fifth of November every year, citizens of 

Britain celebrate Guy Fawkes Night, also known as Bonfire or Fireworks night, during 

which effigies of religious and political leaders, as well as Guy himself are paraded 

around and, finally, burned. But are all effigies created equal? Compare the detail and 

the near saintly suffering on the face of the Guy Fawkes effigy (fig. 25  page 119) 

constructed for the 2005 Guy Fawkes Night in Lewes, Sussex to the effigy of British 

Undersecretary Charles Clarke (fig. 26 page 119). The Clark effigy is more cartoonish 
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and insulting; this goes along with the activities of the night. The people cry out ―burn 

the Pope‖ and launch fireworks at the man dressed as ―Pope‖ and any other person 

dressed as an authority figure that has recently annoyed them (Walsh). The same 

behavior towards subjects or objects must denote equal placement in the minds of the 

people, yes? Perhaps not. Burning an object may be a desecration and an insult to the 

person, but it may be more. Guy Fawkes‘s effigy appears more like a martyr with his 

somber face and solemn downward gaze.  According to Ronald L. Grimes‘s article 

―The Life History of a Mask‖ destruction is one way of retiring a sacred, or ritual, 

mask (72-73). The same act of destruction (setting objects alight) is done to sacred 

objects, homes, and people in real life as threat tactics or punishment, and perversely 

used to create a cross that is, in Ku Klux Klan parlance, ―lighted‖ (not lit) as a beacon 

to KKK members and a terroristic act directed toward minorities. To find meaning in 

burning, similar to finding meaning and possible punishment for a death involves 

intent; likewise, the destruction of an effigy also involves intent.  

Sinead Cusack, who played Dr. Surridge, once saw a placard in an Irish pub 

that read: ―Guy Fawkes, the only man to enter the houses of commons with honest 

intentions.‖ This sentiment is not uncommon among the Irish, but what‘s more 

interesting is that the British, who have a history of wishing to defy authority and (in 

the words of Mark Nicholls, author of Investigating the Gunpowder Plot) ―cock a 

snook at the government,‖ celebrate each year the failure of Guy Fawkes to succeed in 

destroying Parliament (Remember Remember). There appear to be two likely reasons 

for this celebration, then, one being that the Irish Catholics failed to destroy the British 
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House of Lords and the other being ―hurray for Guy‖ for taking a shot at authority--

both celebrated by Britons. It should be remembered, though, that the meanings and 

interpretations of any performative social act can be modified over time or in a sudden 

shift (Sponsler 69, 77). The intent demonstrated at Guy Fawkes Night appears to be 

one of not just revelry, but celebration of Guy himself, potentially as a sort of anti-

hero. Whatever the case for Guy himself, the episodes of Deviant behavior enacted by 

the masked character V in V for Vendetta have the potential to place a ―terrorist‖ in the 

category of romantic hero and bring the subject up for fiery debate (Johnson, Brian 52-

53; Petrakis 43; Grossman 56-58).  
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Conclusion 

The purpose of this chapter has not been to demonstrate that the specific 

meanings and receptions of The Texas Chain Saw Massacre and V for Vendetta are 

identical, nor are the receptions identical to those of to the Theatre du Grand Guignol‘s 

play The Three Masks. What I have demonstrated is that in each time period and social 

location in which the fictions played, hegemonic assumptions of that period or 

location were challenged. The Three Masks upends the melodramatic tendency for 

lovers to win against all odds and appears to align itself more with Shakespeare‘s 

Romeo and Juliet: lovers that defy suffer. In R+J‘s case it was tragedy with the lovers 

united forever in death and perhaps a lesson in temperance for the family. Similarly, 

Three Masks says (I believe) that love cannot conquer the hate of family, but neither 

are the lovers together nor is there emotional punishment for the masked murderers: 

evil and hate can win against true love. The Texas Chain Saw Massacre appears to 

attack the assumption that violence is damning for the perpetrator. The masked 

Deviant is neither imprisoned nor killed as a result of his actions. It is interesting that 

the unmasked brother dies beneath the wheels of a diesel (punishment, or at least an 

end to his part of the narrative), but not a backward glance is given for him once the 

threat of Leatherface jumps back to the fore. And Leatherface, though he fails in his 

goal to kill Sally, remains alive, free and in possession of his chainsaw. Were Chain 

Saw to continue its narrative, Leatherface might very well pursue Sally further or Sally 

could locate a weapon and strike back at Leatherface, as is often the case in later 

horror and slasher films. What‘s important is that both characters still have options. 
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Given the options open to characters and to the audience as imaginative participants, 

the message received could be that the sort of ultra violence Leatherface enacts will 

not necessarily end in that person being punished; in fact, terrible Deviance can be a 

means of self-fulfillment and reinforcement of one‘s self image. This challenges the 

rational assumption that the world is basically safe (in America at least) and that the 

―good guys win,‖ which is exactly the motto of Prothero, and the fascism he 

represents, in V for Vendetta, a film that (in my estimation) challenges the hegemonic 

assumptions that ―terrorists‖ are detrimental to a society. By making the connections 

between the Revolutionary War and the acts of violence and destruction that V 

commits the film appears to take the stance that violence can, as I discussed in Chapter 

III, be constitutive idea for a society. In the conclusion to this thesis, I extend this to 

say that unpunished masked Deviance can (in certain circumstances with certain 

constructions) encourage socially ameliorative behavior on the part of the viewer.     
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Chapter VI 

A Deviant New World: What can Deviance do for you? 
 

 ―There are some things you learn best in calm, and some in storm.‖ 

 - Willa Cather (1873 - 1947), The Song of the Lark, 1915 

 

 ―This isn't going to have a happy ending.‖ 

- Det. Somerset from the film Se7en 

 

Chapter II of this thesis explained what Deviance (capital ―D‖) is and how it 

differs from deviance (lower case ―d‖). The later being anything that sets the 

individual apart from society around them as a matter of being and the former as a 

matter of doing. Mental handicaps, blindness, the color of a person‘s eyes are all forms 

of deviance, whereas murder, auto theft, and fighting for freedom in a corrupt system 

are Deviant behaviors and are likely to elicit a strong reaction on the part of social 

control agents (police, parents, or clergy). What‘s just as important for this discussion 

is that Deviance sets one apart from society in a noticeable way and, while those who 

conform to norms are rarely noteworthy, the outcomes for a perpetrator of Deviant 

behaviors can--in a narrative of action and reaction--serve as a potential lesson to 

others within the fiction and for the audience watching the fiction. Although the 

lessons from the story of Jesus‘ life, death and resurrection are not identical to those of 

V in V for Vendetta 

In Chapter III I described the ways in which the viewer‘s mind processes 

physical objects that are, in American culture, placed over the face to block original 

identity and establish a new one: masks. These masks can serve as reference points 

that connect iconically with the actual face represented and also with all other objects 
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or people that are called to mind by of that mask. Additionally, the observer‘s mind 

will utilize the mask as an index for the state of, the essence of, or the feeling of being 

young, old, heroic, angry, attractive, and the like. Masks can have, like any other text, 

a number of readings; however masks can only have a particular meaning for a 

particular observer with a particular life experience. Without that life experience the 

reading would be altered. Some experiences need be common to people of a society 

for it to be a society; therefore some images carry like (but not identical) meanings to 

multiple viewers. An example of this commonality of experience in reference to 

receptions of images is the recognition and connotative associations for the viewer to a 

mask of American President George W. Bush. For most sighted people in America, 

and indeed the world, the image of President Bush is easily recognized. Once he is 

identified not only are his identity, voice, and common gestures identified, but his 

entire history as a president can be accessed as well as the observer‘s beliefs and 

opinions about the man and those he associates with, or those that are in any way 

similar to him. For a viewer who cannot connect with the name or identity of the mask 

it still represents what the person has known from experience, but the reception will be 

greatly altered from that of another viewer who does connect with the image. Again, 

masks carry like but not identical meanings. Masks are often utilized in theatre 

precisely because they call up images and ideas. Masks identify a character and 

connect both the wearer and the viewer with all the times they have viewed or played 

that character and all things or people similar to it. This explication of masking was 

taken forward in the next chapters in relation to the behaviors enacted by masked 
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individuals and the reactions of the social control agents around those individuals. 

In Chapters IV and V I analyzed two forms of Deviant narratives in American 

theatre and film in the twentieth century. I found in the analysis in Chapter IV of The 

Great God Brown and The Phantom of the Opera that resolved masked Deviance 

(Deviant behavior followed by punishment from control agents, or removal of the 

mask and apology on behalf of the Deviant) tends to make statements that support 

current hegemonic values and structures, while unpunished/unresolved Deviance (that 

does not result in punishment, negative sanction, the Deviant being ostracized from 

the collective, or apologizing and removing the mask) tends to challenge assumptions 

about reality in a social sphere, acceptability of behaviors, and social practices. 

Notably, there was a paucity of unpunished/unresolved masked Deviance in theatre 

represented in the last chapter, save for the Grand Guignol play The Three Masks; the 

two main examples I utilized were drawn from film: The Texas Chain Saw Massacre 

and V for Vendetta. Chain Saw made use of masks to frighten and, through the 

presence of an unpunished masked villain, challenge the belief that there is safety in 

America‘s country side and that villains are punished by social control agents. The 

film V for Vendetta challenged the assumption that every terrorist is a villain, a belief 

that has guided the foreign policies of many nations. In constructing my framework 

for a new, socially ameliorative subgroup of Deviant masked theatre I choose to utilize 

the unresolved/unpunished Deviance narrative model instead of punished/resolved 

Deviant narrative model because social improvement requires a change in status quo. 

For a situation to ―get better,‖ something must move, or be moved, to change.  
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In this final chapter I theorize a framework for what, I believe, is a new 

subgroup for the American theatre involving consciously masked characters (as 

opposed to masks as faces) engaging in unpunished Deviant acts. The goal of this new 

subgroup, as playwright David Hare has noted of John Osborne‘s work in theatre, is 

not to engage in ―self-referential up-your-bum experimentalism‖ but to take audiences 

and make them confront ―their own shameful and often dangerous feelings‖ and stick 

their fingers ―straight into the socket. Stick them in and sizzle‖ (33-34). Calmly 

considering options, in cases that involve real changes in social constructs and 

practices, often leads to filibustering within the self: debating one‘s potential courses 

of action until committing to any action has long past availability, viability, or good 

sense. The goal of effective socially active theatre should be to bring a heated debate 

to all levels of society with great energy so as to modify state and social policy. What 

follows is a step-by-step description of the ingredients I believe are necessary for this 

new subgroup of theatre to function and produce the intended outcomes. The 

following should be considered similar to open-source coding in computer 

programming like Linux: a framework from which to build many shows.
44

 The 

characters, plots, and situations are intentionally malleable so as to suit the needs of 

the individual production and audience.  

The Framework 

While masks that point to outside sources and ideas have found fruitful use and 

interpretation in many productions, what I seek to do in this instance is avoid pointing 

to abstract ideas like ―heroism‖ or people who look like ―Bob.‖ If the viewer knows a 
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―Bob‖ or someone much like a ―Bob,‖ it will absolutely color the production and 

performance. The viewer will have a harder time not associating the behaviors with 

―Bobs.‖ Although I fully acknowledge that it is impossible to keep masks from having 

any semiotic functions in the minds of observers, what can be done is to strive to avoid 

any intentional conferment of iconic or indexical meaning in the design of the masks. 

In hopes to avoid affectations of style which might alienate the audience completely, 

the character masks will be much like the viewer, as a human--but not exactly like. 

However, the masks should not represent an identifiable nation nor should they be 

distinctively ―other‖ or ―alien.‖  

The point of such a mask design is to put the characters just within easy reach 

of ―us,‖ but allow the audience a little of ―them‖ along the way. It should be noted 

that, as America has become less ethnically, racially, and otherwise less 

―compartmentalized,‖ creating slightly ―othered‖ masks from a racial standpoint is 

likely to wind up either being viewed as fetishistic or as a parody--I believe neither 

would be beneficial. For this reason, I suggest that the masks lack ethnic specificity as 

their means of distanciation. Stark white might not be the best choice, however, for the 

reasons I mentioned in Chapter III (resembling--for some observers--cadavers or death 

masks), but other color schemes or slightly shifted shapes would work fine. This 

should avoid insult or the definition of characters as ―Bobs‖ and the danger that the 

audience may lump the behaviors under the heading of ―Well, what do you expect 

from a Bob?‖ The inverse of this concern is that the audience may immediately 

identify and side with the characters and make allowances for their behavior all the 
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way through to the end, justifying what might otherwise be questionable tactics or 

actions that would engender debate. It is the actions that this subgroup of theatre is to 

question; making identity somewhat uncertain should foreground the actions of the 

characters for evaluation.
45

  

To further foster uncertainty, both parties (or factions) within the fiction need 

to be, in some way, in the wrong (or at least socially annoying) -- this refers to both 

the parties opposing each other on stage and the relationship between the play and the 

viewer. The moral uncertainty of V for Vendetta (which was perhaps overshadowed by 

the film‘s political commentary), the flexible definitions of good and evil, is--I 

believe--its greatest strength. The play and the characters within can be morally 

questionable throughout in equal measure, or the audience can be led to agree initially 

with the ―good‖ characters even though they may do ―bad‖ actions, while siding 

against the ―bad‖ or ―annoying‖ characters even though they may be generally on the 

side of ―morality.‖ I feel that either scheme may work well depending on the 

individual construction of the script at hand and the goals the production seeks. 

What‘s of utmost importance is that the Deviance remain unpunished. The normal 

Deviance and punishment scheme that upholds the hegemonic structures and 

assumptions must not complete its cycle. From example of The Texas Chain Saw 

Massacre I suggest building to extreme levels of the emotions fear and disgust through 

brutality and suspense (either in word or deed). Yet the gore should be kept largely 

offstage as the squishy sounds and grand bloodletting can be distracting in its very 

realism. The players should speak bluntly and forcefully. Let the play be vulgar if 
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necessary, but not gratuitously so. Push the audience, punish them, press their fingers 

―forcibly down on the fiery Braille alphabet‖
46

 of a necessary social change. The 

Deviance could be made more explosive if there is intimate knowledge of the expected 

audience within a given geographic or political area. The plot, characters, and actions 

can be tailored to speak to those viewers and ask questions that those viewers are 

likely to give a volcanic reaction and hopefully engage in heated debates. 

By confusing character and audience identifications the Deviant act is 

foregrounded, which should promote discussion of the one particular act: a particular 

observable behavior. Using uncertainly situated unpunished masked Deviance to 

shock the observer without offering the observer a clear explanation as to who is 

guilty should make the audience members move to avoid that lack of closure. The 

viewer may leave the audience and thereby redefine himself or herself as not a 

member of that audience (though the emotions felt will follow that person out the 

door), redefine himself or herself to allow for the ―goodness‖ of the Deviant behavior, 

redefine the behavior itself as no longer Deviant, or stop the show. Any of these 

responses are valid and are fruitful fuel for a study on audience reception of 

unpunished or unresolved masked Deviant behavior. 
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Notes 
1
 In all seriousness, all Myers seems to lack to be truly perfectly postmodern is the 

ability to time travel and change genders, one of which he does in a later sequel. In 

Halloween 4: The Return of Michael Myers (1988), Myers‘s monstrous insanity jumps 

bodies and takes over his young niece at the end of the film.   

2
 Granted Myers does escape the hospital at the beginning of the film. This is not 

through guile and drive however, but rather opportunity. His return to Haddonfield, 

IL, to reenact the killing of his older sister with new girls is, I would posit, a 

conditioned response. Far from being an emotional imperative, his killings are 

something akin to rats running a maze for the umpteenth time. There just happen to be 

victims at the end.  

3
 All such inquiries based on race and gender generate nervousness in the field and 

tend to be reminiscent of the analysis and opinions that were used in the second world 

war to attempt to prevent the Tuskegee airmen (mostly very well-educated black men) 

from flying fighter planes, a position undercut by the sheer number of honors 

presented to and level of valor won by the 332
nd

 fighter group during WWII 

(Tuskegee). 

4 
However, this apparent deficiency in creativity could be related to a reduced 

likelihood of exposure to higher lever education for criminal offenders. 

5
 I will discuss in a later chapter the existence of Deviants who fight against a moral 

code that requires, or at least allows, terrible violence and degradation: The Dark 

Knight.  

6
 Hair‘s book and lyrics were written by James Rado and Gerome Ragni, and music 

by Galt MacDermot. It told the story of hippies struggling to define themselves and 

resist the Vietnam War and normative social coercion (―Hair‖). 

Twilight: Los Angeles is presented in the form of interacting interviews from various 

participants and watchers of the 1992 LA riots, all of whom are played by the author 

(Blanchard). 

7
 Though in reality Konty‘s theory reads much like Guyau‘s original work before 

Durkheim got hold of it. 

8
 From the well known ―Anything less would be uncivilized‖ Grey Poupon 

advertisements.  
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9
 In William Gibson‘s 1957 teleplay The Miracle Worker (later adapted for the stage 

and screen), ―Young Helen Keller, blind, deaf, and mute since infancy, is in danger of 

being sent to an institution. Her inability to communicate has left her frustrated and 

violent. In desperation, her parents seek help from the Perkins Institute, which sends 

them a "half-blind Yankee schoolgirl" named Annie Sullivan to tutor their daughter. 

Through persistence and love, and sheer stubbornness, Annie breaks through Helen's 

walls of silence and darkness and teaches her to communicate‖ (Dunigan). 

In the 1995 Stephen Herek film Mr. Holland’s Opus, written by Patrick Sheane 

Duncan, ―Glenn Holland (Dreyfuss) is a musician and composer who takes a teaching 

job to pay the rent while, in his 'spare time', he can strive to achieve his true goal - 

compose one memorable piece of music to leave his mark on the world. As Holland 

discovers 'Life is what happens to you while you're busy making other plans' and as 

the years unfold the joy of sharing his contagious passion for music with his students 

becomes his new definition of success‖ (Boyd). 

In the film Rainman, directed by Barry Levinson in 1988, Conman Charlie Babbitt 

(Tom Cruise) is reunited with his Autistic Savant older brother Raymond (Dustin 

Hoffman). They travel cross country together. Cruise learns that his handicapped 

brother is more than a potential meal ticket: he is family. 

10
 The 1980 David Lynch film The Elephant Man is ―Based on the true story of Joseph 

Merrick, a 19th-century Englishman afflicted with a disfiguring congenital disease. 

With the help of kindly Dr. Frederick Treves, Merrick attempts to regain the dignity 

he lost after years spent as a side-show freak‖ (Renshaw). In the end, Merrick decides 

to sleep lying down like a man and dies as a result from the pressure on his brain. 

In the 1985 film Mask, directed by Peter Bogdanovich, ―Rusty Dennis (Cher) is the 

mother of Rocky (Eric Stoltz), a seriously deformed but extremely intelligent and 

emotionally warm child. Rusty is a no-nonsense mother whose wild lifestyle is often 

at odds with her tenderness and protectiveness towards Rocky. She is determined that 

Rocky be given the same chances and happiness that everyone else takes for granted‖ 

(Chapman). Rocky overcomes all adversity only to die at the age of 16. 

11
In Scream, a 1996 film by Wes Craven, ―A teenage girl (Neve Campbell) becomes 

the target of a killer who has stalked and killed one of her classmates. A tabloid news 

reporter (Courtney Cox) is determined to uncover the truth, insisting that the man who 

raped and killed Campbell's mother one year earlier is the same man who is terrorizing 

her now. Campbell's boyfriend (Skeet Ulrich) becomes the prime suspect‖ (Desalvo). 

With lines from the killer like, ―movies don't create psychos, movies make psychos 
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more creative!‖ it is clear how the killers relate to their crimes.  

In Butch Cassidy and the Sundance Kid, the 1969 film by George Roy Hill, ―Butch 

[Paul Newman] and Sundance [Robert Redford] are the two leaders of the Hole-in-

the-Wall Gang. Butch is all ideas, Sundance is all action and skill. The west is 

becoming civilized and when Butch and Sundance rob a train once too often, a special 

posse begins trailing them no matter where they run. Over rock, through towns, across 

rivers, the group is always just behind them‖ (Vogel, ―Butch‖). They escape from the 

United States only to charge out against a posse and get gunned down in Bolivia.   

In The Wild Bunch, the 1969 film by Sam Peckinpah, ―Outlaws on the Mexican-U.S. 

frontier face the march of progress, the Mexican army and a gang of bounty hunters 

led by a former member while they plan a robbery of a U.S. army train. No one is 

innocent in this gritty tale of of desperation against changing times. Pump shotguns, 

machine guns and automobiles mix with horses and winchesters in this ultraviolent 

western‖ (Loh, ―Wild‖). The film is well-known for its high body count and the 

immense number of bullets expended during shooting. 

12
In this 1992 Richard Donner film, ―A father reminisces about his childhood when he 

and his younger brother moved to a new town with their mother, her new husband and 

their dog, Shane. When the younger brother is subjected to physical abuse at the hands 

of their brutal stepfather, Mike decides to convert their toy trolley, the "Radio Flyer", 

into a plane to fly him to safety‖ (Lum). 

13
 The 1782 Pierre Choderlos de Laclos novel Les Liaisons Dangereuses was adapted 

to the stage and screen by Christopher Hampton in 1985 and 1988 respectively details 

the rivalry between two members of high society in France. The games and sexual 

intrigue crosses and double crosses, result in the death of one rival (Valmont) and an 

innocent young boy (Danceny), as well as the social humiliation of the other rival 

(Meteuil) (―Les Liaisons Dangereuses‖).  

In Day of the Woman, the 1978 Meir Zarchi film (also known as I Spit on Your 

Grave), ―Jennifer, a writer who is working on a new novel and needs to get out of the 

city to finish it. She hires a riverside apartment in upstate New York to finish her 

novel, attracting the attention of a number of rowdy male locals. They catch Jenifer 

one day and strip her naked for the village idiot (Matthew) and rape her. Jennifer is 

later attacked and raped a further two times by the four degenerates, and her novel is 

also destroyed. But Jennifer slowly recovers and in her now-twisted, psychotic mind, 

she then begins to seek revenge on the four men who raped her‖ (Johnson).  
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On a personal note, I do find it sad that the sex and violence are put together in this 

film (and some others like it) in a one-to-one ratio, and shot with certain types of 

composition and paired with audio tracks in ways that may come off as ―exciting‖ to 

some viewers. These practices would tend, I believe, to weaken the reception and 

effectiveness of the anti-rape theme that I find in the punishments doled out to the 

rapists by Jennifer.    

14
The 2004 film White Chicks Keenan Ivory Wayans ―After an unsuccessful mission, 

FBI agents Kevin Copeland and Marcus Copeland fall in disgrace in the agency. They 

decide to swap their bad position with his superior Section Chief Elliott Gordon 

working undercover in an abduction case, disguised in the two spoiled white daughters 

of a tycoon, Brittany and Tiffany Wilson, getting in hilarious situations‖ (Carvalho). 

Soul Man the 1986 Steve Miner film A college bound student needs a scholarship to 

attend Harvard. To get the only scholarship available he has to pretend to be a black 

man. This film nearly ruined C. Thomas Howell‘s career. Blackface was hard to pull 

off in the latter half of the twentieth century.  

In Just One of the Guys the 1985 Lisa Gottlieb film, a high school student tries to 

impress her editor by getting a ―real‖ story. To do so she poses as a boy at a 

neighboring school, hilarity and love follow. 

In Some Like it Hot, the 1959 Billy Wilder film starring Tony Curtis, Jack Lemon, and 

Marilyn Monroe, two musicians running from the mob pose as women to hide with an 

all female band.   

15
 Jonathan Demme directed Silence of the Lambs, the 1991film based on the Thomas 

Harris novel, which depicts FBI agent Clarice Darling in her hunt for Buffalo Bill, a 

transvestite serial killer. To pursue Bill she seeks the help of sadistic serial killer and 

former psychiatrist Hannibal Lecter.  

In Sleepaway Camp, the 1983 film by Robert Hiltzik, a young boy survives a boat 

crash that kills the rest of his nuclear family. His aunts raise him as a girl and send him 

away to camp. She/He is mistreated by other campers and kills them.  

In Dressed to Kill the 1980 Brian De Palma film, a psychiatrist attacks his own 

patients in the guise of a woman.  

16
 While this may seem like a wide open field, as I demonstrated in Chapter II, all the 

representations of Deviance fall into one of two categories: punished/resolved, or 

unpunished/unresolved. Additionally, though I have chosen to focus on theatre and 
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film from the United States this is not to say that there are not great things in the past 

and present of theatre and film in Mexico, Central, South America, Asia and the 

Indian sub-continent or the rest of the world. This is merely an attempt to limit the 

discussion to a few locations. Investigations of the other locales and dates would be 

fine subjects for another investigation later in my research career. 

17
 Memory Palace was a strategy for memorization in which themes or categories or 

sections of speeches and texts were placed, within the imagination of the individual, in 

different rooms of a building well-known to them. When they needed to recall the 

items or words (or faces), they simply walked through the building in their mind.  

18
 In Alien, the 1986 James Cameron sequel to the film Alien, ―The only survivor of 

the Nostromo, Ripley is discovered in deep sleep half a century later by a salvage ship. 

When she is taken back to Earth, she learns that a human colony was founded on the 

same planet where the aliens were first found. After contact with the colony is lost, she 

finds herself sent back to the planet along with a team of warriors bent on destroying 

the alien menace forever, and saving any survivors -- if any remain‖ (Roy). 

In Pumpkinhead, a 1989 Stan Winston movie, ―A group of city kids go into the 

country to relax. While there, one of them is involved in a biking accident that takes 

the life of the son of the local storekeeper (Lance Henrikson). In a fit of rage, the 

storekeeper has a witch unleash an unstoppable demon called "Pumpkinhead" to kill 

the group. When he realizes he's gone too far, the storekeeper attempts to save the 

kids, but is continually afflicted by visions of peoples' deaths through the eyes of the 

monster‖ (Wolf). 

The Right Stuff, the 1983 Phillip Kaufman film, ―covers the breaking of the sound 

barrier by Chuck Yeager to the Mercury 7 astronauts, showing that no one had a clue 

how to run a space program or how to select people to be in it‖ (Vogel, ―Right Stuff‖). 

Interestingly, in the film The Right Stuff, Ed Harris played John Glenn, Scott Glenn 

played Alan Shepard, and Sam Shepard played Chuck Yeager.  

19
 In Robocop, the 1987 Paul Verhouven film, ―Detroit - in the future - is crime ridden, 

and run by a massive company. The company have developed a huge crime fighting 

robot, which unfortunately develops a rather dangerous glitch. The company sees a 

way to get back in favour with the public when a cop called Alex Murphy is killed by 

a street gang. Murphys body is reconstructed within a steel shell and named Robocop. 

The Robocop is very successful against criminals, and becomes a target of supervillian 

Boddicker‖ (Tinto). 
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In Leviathan, the 1989 George P. Cosmatos film, ―Underwater deep-sea miners 

encounter a Soviet wreck and bring back a dangerous cargo to their base on the ocean 

floor with horrifying results. In a story owing a lot to _Alien_ and _The Thing_, the 

crew of the mining base must fight to survive against a genetic mutation that hunts 

them down one by one. Part of a wave of underwater movies including _The Abyss_ 

and _Deep Star Six_‖ (Loh, ―Abyss‖). 

20
 The 1995 Ron Howard film Apollo 13 covers the failed Apollo mission to the moon. 

21 
In the 1999 Wachoski brothers film film The Matrix, ―a computer hacker named 

Neo (Keanu Reeves) discovers that all life on Earth may be nothing more than an 

elaborate facade created by a malevolent cyber-intelligence, for the purpose of 

placating us while our life essence is "farmed" to fuel the Matrix's campaign of 

domination in the "real" world. He joins like-minded Rebel warriors Morpheus 

(Laurence Fishburne) and Trinity (Carrie Ann Moss) in their struggle to overthrow the 

Matrix‖ (Gittes). Most of the heroes and the villains in the film wear sunglasses; this is 

likely related to one concept explored in the film of false realities and no one being 

who or what they seem. 

22
 It is interesting to note that in reference to the ―Uncanny Valley,‖ a theory that 

describes a curve upon which rides human empathy with robots, dolls, corpses and the 

like, the Japanese reaction may be inversely proportional to that of an American 

audience. In the Kabuki and Noh traditions, humans apply artificiality through makeup 

to represent a mystic or metaphorical/historical truth, whereas in Bunraku artificial 

objects are carefully designed and manipulated to appear as ―real‖ as possible. 

23
 In Smokey and the Bandit, the 1977 film by Hal Needham, the bespectacled sheriff 

was played by Jackie Gleason. In the TV series The Dukes of Hazard, which ran on 

CBS from 1979-1985, Sheriff Roscoe P. Coltraine was played by James Best.    

In Grand Theft Auto: San Andreas, the 2004 Rockstar Games™ video game, Carl 

Johnson returns to Los Santos after the death of his brother Brian ―to find his mother 

dead, and his childhood friends in a rut. The Ballas have taken over Grove Street 

territory and drug dealers are selling everywhere. On his return to the city, officers 

Frank Tenpenny and Eddie Pulaski frame Carl for homicide and steal his money. Carl 

sees what his home has become, he needs to repair the damage done and take control 

of the streets‖ (DrDickSolomon). It should be noted that, in this game killing drug 

dealers and gang members provides greater amounts of money more regularly than 

killing police or regular citizens. Additionally, killing police punishes the player with 

a higher wanted level and other police trying to kill Carl. 
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The Blues Brothers, the 1980 John Landis film based on the Saturday Night Live 

television characters, tells the tale of Jake and Elwood Blues. ―After the release of 

Jake Blues from prison, he and brother Elwood go to visit the old home where they 

were raised by nuns. They learn the church stopped its support and will sell the place 

to the education authority, and the only way to keep the place open is if the $5000 tax 

on the property is paid within 11 days. The brothers want to help and decide to put 

their blues band back together and raise the the money by staging a big gig. As they 

set off on their "mission from god" they seem to make more enemies along the way. 

Will they manage to come up with the money in time?‖ (Al-Taher) 

24
 In this 1968 Franklin J. Schaffner film, ―Taylor and two other astronauts come out 

of deep hibernation to find that their ship has crashed. Escaping with little more than 

clothes they find that they have landed on a planet where men are pre-lingual and 

uncivilized while apes have learned speech and technology. Taylor is captured and 

taken to the city of the apes after damaging his throat so that he is silent and cannot 

communicate with the apes‖ (Vogel ―Apes‖). 

25
 The film Dead Presidents is based on the truth life story of a Vietnam veteran who, 

upon returning to ―The World‖ found no place and no money available to a black 

hero. He then smeared his face with white soot and robber an armored car outside a 

bank of money that was scheduled to be burned.  

26
 Although the text of The Three Masks is French, Grand Guignol theatre is alive and 

well at Thrillpeddlers theatre in San Francisco and has had an influence on horror 

fiction in America. 

27
 I‘m reticent to use the term luminal period or liminality due to some of the 

criticisms of Victor Turner‘s theories on liminality and the connotative connections to 

rites of passage, chief among them that the opportunity to challenge beliefs of a 

society during rituals of transformation is an illusion. It is likely that the individual in 

question has been directed so strongly towards the answer that the attempt at fighting 

those cultural assumptions is often superficial at best. These and other criticisms are 

attacked by Bobby Alexander in his article ―Correcting Misinterpretations of Turner's 

Theory‖ (26-44). However, I feel that the concerns are still strong enough to prevent 

me from utilizing this term, because, in ritual circumstances, the person passing 

through the rites need not be eternally identified with rule-breaking. The person 

usually, especially in tribal societies, returns to the fold and accepts their new roles, 

the actions are forgivable by the collective.  
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This concern is not unlike the difference between carnival flashing of breasts and 

genitals with masks versus without, with masks the individual has the opportunity to 

return to normal life having safely momentarily challenged assumptions of morality 

and acceptability without actually taking responsibility for those actions. In the case of 

current Mardi Gras flashing and Girls Gone Wild. The women are usually not masked 

and therefore can be forever after identified with their actions (sort of like the Paris 

Hilton videos available on the internet). Granted, there may appear to be an 

assumption of anonymity within a crowd of thousands, but when a camera flashes the 

image is available for public consumption on a wider scale with clearly identifiable 

faces. There is culpability and, because the people are not ashamed to openly break 

social rules, the behavior encourage the people observing to break those rules 

similarly. Moreover, the open deviation creates in the breakers and the observers a 

sense of pride at having broken the rules or observed the breaking, whereby they have 

both redefined themselves and their relationship to the rules of their society.     

28
 For a short time those considering acting in ways that are likely to elicit a death 

penalty response either decide not to commit that crime or commit the crime with a 

stronger eye towards avoiding detection. The state-supported death of a ―badass,‖ 

gangster or cuckold husband does (as most states have repealed laws supporting the 

murder of cheating mates or the person with whom they cheated), according to studies 

previously discussed, have a prophylactic effect on behavior, modifying behavior as it 

occurs or just prior to its occurrence by being on the forefront of the minds of those 

considering such behavior. Admittedly, this prophylactic affect of capital punishment 

is stronger for those not in the ―heat of passion‖ or those deemed criminally or 

momentarily insane. 

It should be noted that, although the justifiable manslaughter or justifiable homicide 

laws in reference to infidelity have been changed, there is still de facto sanctioning of 

the act of murder in these cases given the number of cases where no prosecution is 

pursued, or the person is found by a jury or judge not guilty, even when reasonable 

evidence might point in the opposite direction (such as in the cases of O. J. Simpson, 

Robert Blake). Judges more than juries are likely to side with the accused killer in this 

way (Langhan). 

29
 I say ―consciously masked,‖ because I am examining here only representations of 

masked people, not masks as faces. In Greek classical theatre the masks were 

requisite, and masked the characters from Commedia Dell‘arte required their masks. 

Arlechino without his mask would not be Arlechino.    
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30
 Due to creative accounting and many conflicting accounts at various lawsuits the 

actual amount of earning for The Texas Chain Saw Massacre is impossible to gage. 

31
 Ed Gein was found not guilty by reason of insanity partially thanks to his confession 

being thrown out on grounds of police abuse during questioning. however in 

comparison to other real world killers of the last thirty years like Jeffrey Dahmer, 

Armin Meiwes, and Mikhail Trutnev (who all served prison sentences for their similar 

cannibalistic crimes) Leatherface, were he a real person, could have been deemed able 

to stand trial and therefore would have been labeled Deviant. Jeffrey Dahmer received 

fifteen consecutive life terms, German cannibal Armin Meiwes was given a life 

sentence (even though his victim was willing to be killed and consumed), and Mikhail 

Trutnev of Kyrgyzstan was sentenced to death for his murder and cannibalism in 

2004. (Bardsley; German Court; Kyrgyz Court). 

32
 The concept of Mens Rea is based on the United Kingdom‘s House of Lords ruling 

on the case of Daniel M‘naghten, a man claiming insanity and placed on trial for 

murder in 1843; if the criminal knows the difference between right and wrong 

(regardless of knowledge of the law as written), then they are accountable for the 

actions they perform (―Daniel M'Naghten‘s Case‖). In the 1950s Ed Gein was put in a 

mental hospital; however, in the current political climate Leatherface might well be 

punished severely for his behavior. 

33
 Hannah Arendt was surprised to find that Adolf Eichmann, the German Butcher put 

on trial in 1961 was ―… terribly and terrifyingly normal‖ (Arendt 276).  Had 

Eichmann looked like Leatherface it might have been slightly more reassuring to the 

world, he could have been easily categorized and catalogued. 

34 
It was the contention of both Ted Levine (the actor who played Buffalo Bill) and the 

director Jonathan Demme that the character Buffalo Bill in The Silence of the Lambs 

was confused and jealous and not a homosexual; although this did not stop gay and 

lesbian protests and caused Levine and Demme to rethink and regret their portrayal. 

35
 It is also interesting to note that the female mask never again appears in the rest of 

the sequels or the revision of the original nor is it on any of the toys I have found that 

bear the name Texas Chain Saw Massacre or Leatherface.  

36
 Researchers Tamborini and Solomonson have reported several studies that seem to 

show a correlation between films with unpunished maniac killers (mentioning Chan 

Saw specifically) and potential increases in aggression and a possibility of learning 

that violence (contested aggressive attacks) is acceptable (185-191); however, there 
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has to date not been a report of a beating, murder or rape that is tied to an adult 

watching Chain Saw. There was a case involving first graders watching the film at 

school and some time later beating a girl, but the principal could not say that it was the 

film that directly caused the action and most importantly the film was never never 

intended to be viewed by children.  Most children do not have the adult capacity to 

think until they reach the age of twelve or thirteen and need adult guidance. This 

combined with the tendency of children under 11 years to mimic and learn with 

greater rapidity than older ones makes the viewing of extreme violence by them in my 

opinion a bad idea. However, Chain Saw was listed as R rated, which is beyond PG 

where parental guidance is suggested.  

Additionally, I have yet to find a study with a correlation between aggression felt by 

viewers and violence represented in fiction that made an effort to separate viewers 

reared in violent homes and social groups, or those convicted of, or with a predilection 

for, violence and rape watching horror/slasher movies from those raised in relatively 

well-adjusted homes and their reactions. It is entirely likely that people that are 

already more likely to commit a violent act happen to like films (for different reasons, 

or at the very least infinitely more extreme version of similar ones) that are also 

viewed by those less likely to commit the act.  

37
 John Wayne Gacy, Jr. killed over thirty men and young boys and buried around his 

property and elsewhere. He was famous for his having dressed as a birthday party 

clown and being terrifyingly normal (Bell, R.). Although people were selling Gacy 

merchandise outside the prison when Gacy was executed, they cheered when he was 

dead.  He was certainly not a hero to most Americans. Gacy does appear to be the 

inspiration for Stephen King‘s Pennywise the clown from IT and might be the seed 

from which the 1990s ghetto-metal band Insane Clown Posse derived its appearance 

and the 1990s punk band Pennywise took its name. Although it‘s just as likely that 

ICP took its clown make-up look from the film IT, and not Gacy. What‘s important is 

that Pennywise from IT was meant to frighten and horrify, not to be emulated in action 

and that those who take the image (rare, unstable, and unaffiliated psychotics aside) 

do not enact the child murders from the book. 

38
 Dementedly, it is both humorous and sad that Chivalry was adhered to by men that 

sometimes divorced through murder.  

39
 In that particular strain of Korean Tae Kwon Do the belt system was thus: white, 

yellow, green, blue, red, black with black stripes on the tips of the belts to denote a 

half step in training and certification.  
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40 
G.I.Jane, the 1997 Ridley Scott film depicts the life and trials of the first woman to 

enter Navy Seal training. She perseveres and triumphs over sexist superiors and a lack 

of faith in her of those around her.  

41
 The 1989 Tim Burton film Batman, depicts the battle between Batman, the dark 

knight of Gotham City, and the Joker, his nemesis. Batman is a violent killer of the 

criminals in the underworld of his city. 

In the 1994 Alex Proyas film The Crow, amateur rocker Eric Draven and his fiancé 

are killed on his the night before his wedding (Devil‘s Night, which is also the night 

before Halloween). Eric is raised fromt eh dead by a crow to seek justice against the 

killers and the crime boss that allowed the murders to occur. 

The 1990 Sam Raimi film Darkman depicts the vengeance of prosthetics designer 

Peyton Westlake, who is killed in an explosion by a crime boss. 

42
 The Punisher was a police officer before a mafia boss killed the officer‘s family in 

this late 1970s and 80s comic book that was twice turned into movies. The Punisher is 

a ―remorseless, cold-blooded killer‖ who ―disregards what the police and the public 

think of him, and has been known to kill corrupt cops. He is viewed as a dangerous 

criminal by the public and by most members of the superhero community‖ (The 

Punisher). 

43
 While it is possible to see V as an extremely violent version of Robin Hood, the 

distinction comes in the need to say ―extreme.‖ Though there are some versions of the 

Robin Hood tale that include terrible bloodshed and indiscriminant robbery and killing 

on the part of Robin (before he was associated with giving to the poor), the Robin 

Hood that was most popular in live action and animated film of the twentieth century 

(and still is today) never tortures young girls, kills old women, or blows up Parliament 

(Robin Hood). 

44
 While this framework derives in various ways from Jerzy Grotowski‘s theatre, the 

theatre of Antonin Artaud, Alfred Jarry‘s play Ubu Roi, Richard Schechner‘s 

production of Dionysus in 69, the ballets of the Bauhaus movement, W. B. Yeats‘s 

Cuchulain Cycle, and many many more (and surely could not have been conceived 

without them) I believe the points at which this framework departs from those make it 

more than simply derivative.  

45
 As an addendum to this section, if the area in which the performance is to be held 

has particular issues that might be discussed with hints at differentiation (for example 

all the with cast blue masks and with one with green) the use of differentiation could 
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prove fruitful in challenges those social problems specifically. Similarly, if the area 

has had problems with mistreatment of one gender or sexual orientation, some slight 

hints might elicit interesting responses. These alterations deviate from the framework I 

have set forth, but it is a framework about Deviance. 

46 
From the line ―… had their fingers pressed forcibly down on the fiery Braille 

alphabet of a dissolving economy‖ from Tennessee Williams‘s Glass Menagerie.  
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