
• the dual 
identity of 
Cape Fear: 
part auteur 
cinema, part 
Hollywood 
thriller?



Theme Musical Techniques Emotional Effect

Justice vs. Vengeance ? Feels inevitable and consuming

Guilt ?
Unease, inner torment, Is 
Bowden morally 
compromised?

Threat to the Family ? Loss of safety, rising dread

Charismatic Predator ? Danger with personality

Limits of the Law ? Undermines faith in moral 
clarity

Chaos / Nature ? Visual and emotional collapse 
mirrored





'New Hollywood'

• 1967 to1980



Classical 
Cinema vs. 

New 
Hollywood 

• Classical Hollywood/British film norms 
(pre-1960):

• Clear protagonist-antagonist dynamics

• Moral clarity: good is rewarded, evil 
punished

• Linear narrative structure with logical 
cause-and-effect

• Audience aligned with a stable, 
sympathetic protagonist

• Closure: narrative and emotional 
resolution

• New Hollywood (late 1960s–1980s):

• Antiheroes and morally ambiguous 
characters

• Fragmented, nonlinear storytelling

• Genre subversion (e.g., crime, horror, and 
Westerns reimagined)

• Psychological complexity and open 
endings

• Stylistic experimentation and breaking the 
fourth wall



Narrative Subversion
• Psycho: Kills off its apparent protagonist (Marion) early, shifting the narrative to a disturbed killer 

and a mystery. The structure is jarring, non-linear in tone, and morally destabilizing.

• Peeping Tom: Aligns us with the killer from the beginning. No mystery about “whodunit” -
instead, it’s about why he does it, a deep psychological exploration rather than plot-driven 

suspense.



Martin Scorsese

• If Cape Fear (1991) was Scorsese’s 
first overt genre film -  (in this case, 
psychological thriller/horror) - then 
prior to this, Scorsese was best 
understood as a filmmaker of 
psychological realism, moral 
complexity, and urban intensity.



John Ford
''My Name is John Ford, and I make Westerns''



John Ford on Film Music

• "If a scene is good, it doesn't need 
music. If it’s not good, music won’t 
help."











'It is so beautiful, Cinema....'



'Cinema can go deep or it can go 
shallow'



'Great films tell a surface story...'



'But great cinema goes deep into 
the psyche...'



But Before You Attempt 
a David Lynch style 

Film... There are Points 
to Remember about a 

Film Script....



First Ten Pages of a Script

'For the audience to care, 
there

must be an EMOTIONAL
CONNECTION between

them and the protagonist'



Story Structure

Turning Points of a
Screenplay...



'THE SPECTRE 
OF NARRATIVE'

• ‘The rejection of linear narrative’, 
according to P. Adams Sitney, is 
‘nearly a defining feature’ of the 
avant-garde (1978). His provisional 
commitment to the importance of 
the rejection or displacement of 
narrative speaks of other elements 
that come into play when defining 
avant-garde film. Commercial 
motivations, production processes 
and means of financing and 
distribution may also have a 
bearing on a film’s status as avant-
garde (Smith, 1998: 395).



'THE SPECTRE 
OF NARRATIVE'

Paul Taberham



'THE SPECTRE OF NARRATIVE'

• Is structured narrative and 
avant-garde film making  alien to 
one another?



So, let's dig deeper



What happened in 
two minutes?



The Surface vs. 
What Lies Beneath

What happens 
when we look 
closely...?

Narrative Themes...?



We See The 
Reverse...?



We See The 
Reverse...?
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