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Abstract 

This essay investigates the interplay between cinematography and the “creature-subject” in three 

films produced 1980-1990: The Evil Dead, Hellraiser, and Stephen King’s IT. The aim is to offer 

some new insights into how cinematography is used to create a sense of horror in horror films. 

Previous research has showed that focus is rarely placed on horror film cinematography, but 

rather on more thematic aspects of horror films, such as gender or culture. The films analyzed in 

this study made an impact on popular culture at the time of their premiere, and continue to do so 

today. A combination of approaches are used, the main being a textual approach, accompanied 

by a neoformalistic and semiotic methodological approach. The theoretical framework consists 

of concepts and theories from Bordwell and Thompson, Balazs, Speidel and Mercado. The 

analyses are conducted by looking at the meanings of the details in the mise-en-scène of the 

creature-subject, placing this in relation to cinematography. The results of these analyses imply 

that the most prevalent aspects of the cinematographic interplay with the creature-subject is 

framing and camera movements. The results suggests two different directions of this interplay 

cinematography regarding the depiction of the creature-subject: a physical due to the shock-

effect of vivid cinematography, and a psychological created by the lingering and uneasy feeling 

generated by a static cinematography. 

 

Keywords: cinematography, mise-en-scène, costume, make-up, “creature-subject”, creature, 

monster, demon, horror, horror film, The Evil Dead, Sam Raimi, Hellraiser, cenobite, Clive 

Barker, Stephen King, IT, Pennywise, Tommy Lee Wallace.  
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1. Introduction 
This essay will look into the relation between cinematography and what I have chosen to call 

creature-subjects in horror films. The creature-subject, as will be elaborated further in the essay, 

refers to the subject posing a threat to a film’s protagonists. An analysis will be made on three 

horror films, one British and two American, made between 1980 and 1990, with a general 

purpose of clarifying how cinematography and the mise-en-scène works together. More 

specifically the purpose of this study is to investigate the interaction between, or interplay of, 

mise-en-scène related to the creature-subject and different aspects of cinematography. Within the 

area of film studies we can see that other topics of film studies, narrative studies and montage for 

example, has been covered to great extent. This is however not the case with cinematography. In 

order to contribute to the field of research within film studies, we can therefore see it as 

important to acknowledge cinematography as topic. Horror fiction has also been studied from a 

number of aspects, but rarely by putting specific focus on cinematography. As such, it is 

beneficial to contribute to both the general field of research that is film studies, but also the more 

specific area of horror films. By conducting a study on the functions of cinematography within 

horror films, we can thus make a small contribution to a more comprehensive field of research. 

In studying this interplay we might also obtain a better overall picture of the functions within a 

horror film. Although we can never get a full, complete, picture of these functions, this study is 

likely to put forth some interesting aspects which previous research has not given.  

 

1.1 Aim and research questions 

As described in the previous section, this essay will investigate the interplay between 

cinematography and creature-subject in horror films, namely The Evil Dead (1981), Hellraiser 

(1987) and Stephen King’s It (1990). The study aims to offer some new insights into how British 

and American horror films produced in the 1980’s manage to generate fear, and more 

specifically explain why cinematography may be vital to horror films. As mentioned above, a 

study of this type will also contribute to a more comprehensive field of research, which will be 

explained further in the essay. Within each film, three scenes or parts will be analyzed, looking 

at how the cinematography of the work influences the impression of the depicted creature-

subject and its mise-en-scène. However previous research has noted cinematography as an 

important factor in creating different impressions of characters, it has done so secondarily while 
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focusing on other, more thematic aspects of horror films, e.g. cultural, psychological or sexual. 

Studies made specifically on the functions of cinematography in horror films is therefore 

warranted. Lamb’s article Shoot to Thrill: The Camera in Action (2012) has had a clear focus on 

the uses and effects of cinematography in action films, nonetheless a similar focus in a study on 

horror has not been made before, which is why this essay will contribute to a more 

comprehensive field of research within horror films.  

 

Before accounting for the research question I believe it is relevant to briefly define the central 

concepts. The creature-subject refers to the creature or demon in a film, looking at it from a 

film-technical perspective. Cinematography, referring to several aspects of the camera work - 

camera movements, framing, shot scale and depth of field (Speidel 2007, p. 93) - are the details 

which will be investigated in relation to the creature-subject and mise-en-scène in horror films in 

this study, using a semiotic method. Cinematography is the main focus of this study, however 

mise-en-scène is also a central aspect when investigating the creature-subject and how it is 

depicted due to cinematography. These concepts will be further explained in the theory section. 

The aim of this study will be met by looking into the cinematographic aspects of horror films in 

detail, and analyzing how these function using a semiotic methodology. In order to narrow down 

this research, and specifically emphasize the scope of this study, I will approach the subject 

using the research question: “How does the interplay between cinematography and creature-

subject create a sense of horror in The Evil Dead (1981), Hellraiser (1987), and Stephen 

King’s IT (1990)?”  

 

This investigation will emphasize the importance of cinematography in creating a sense of 

horror. More explicitly, the general aim is to see how framing, camera movements, tilts, angles, 

and other aspects of cinematography affect the impression of the creature-subject by interacting 

with its mise-en-scène. As such, studying this topic can give us some insight in the functions of 

horror films, what makes a scary film scary, and to what extent the camera affects the viewer’s 

sense of horror. It is however important to acknowledge the fact that a study on cinematography 

alone will not provide a complete picture of the cinematographic functions within horror films. 

As will be elaborated in the following section, it is not possible to draw general conclusions 

regarding film without studying a the film as a whole, taking all aspects of it in consideration by 
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looking at, among others, narrative, cultural context, lighting, sound design and editing as well as 

cinematography. As such, studying a film taking only cinematography in consideration will not 

provide a completely fair insight in the cinematographic functions, as other aspects are bound to 

affect cinematographic choices of the filmmakers as well. This study will despite this focus 

specifically on cinematography, as we may also see benefits in examining cinematography as a 

somewhat independent subject nonetheless. The scope of this essay will be further motivated in 

the following section 

 

1.2 Delimitations 

As film is an art form where a number of different ways of expression are combined, we can 

never obtain a complete picture of the functions within a film without taking all these aspects in 

consideration. This section will explain and motivate the delimitations and scope of this study, as 

there is an issue with leaving out certain aspects of filmmaking, or looking at films produced in 

different periods. In articles and books on film studies, we may see an unbalanced field of 

research, where relatively few studies on cinematography as an independent topic are produced. 

As such, it will be constructive for this essay to focus on cinematography specifically in order to 

contribute to a more comprehensive field of research.  

 

The material selection has been limited to a period of 10 years, as we can assume the genre is 

constantly changing. We can see an increased availability of the Internet and social media in the 

period after 19901 (Internet Live Stats 2015), which we can assume is bound to affect the 

conventions of the horror genre. The increase in internet usage is likely to increase the 

transparency of the movie industry as well, with webpages like IMDB.com, and also film blogs 

and film forums. Furthermore we can see that the use of streaming services has increased, while 

usage of DVD’s has declined2. The 1990’s also carried with it a significant increase in 

communication, mainly due to cell phones (Lennmalm, A. & Noori, T. 2015, p. 22), which 

affected the availability of communication further. As we can see, the way we communicate 

                                                 
1 According to Internetlivestats.com, 0.3% of the world’s population had access to internet in 1993, compared to 

12.2% in 2003 and 37.9% in 2013. Statistics are based on world wise usage. 

2 SCB notes that this is a result of more products being available online as a complement, or replacement, to the 

original physical product. Statistics based on Swedish usage. 
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around and take part of the film industry has changed significantly since 1990. Since then, the 

way we watch and discuss horror films, and films in general, has presumably been affected to 

large extent. The implications of these statistics are based in Brophy’s discussion, as he points 

out how self-reflexivity, which would be increasing due to a more transparent and available 

movie industry online since the 90’s, is a factor in the horror genres evolution (Brophy 1983, p. 

278f). As such, I believe a delimitation to movies produced 1980 to 1990 is motivated, as it 

presumably maintains a constant within the horror genres conventions.  

 

2. Previous research 
The subject I have chosen to study consists of two subtopics: cinematography and characters 

within horror films, as well as how these topics relate and work together within a film. Existing 

research have studied both these topics from a number of different perspectives; psychological, 

historical, technical, gender scientific and cultural, however I have not found a study of the 

interrelation between cinematography and an equivalent of the creature-subject. As such, 

existing research has incorporated a number of aspects and in some cases a combination of these 

as well, for example Phillips analyses of the relation between horror films, culture and 

psychology, and Clover’s book on gender identification in slasher films.  

 

The material most linked to the essay topic however, is Shoot to Thrill: The Camera in Action, 

an article by Brett Lamb in which the cinematography and mise-en-scène in action films is 

investigated (2010). In the article Horrality: The textuality of contemporary horror films, Philip 

Brophy puts forward the problem with how horror films, during the late 70’s and early 80’s, 

were studied using a set of genre conventions which had resulted from the ways classic horror 

films were constructed. Brophy points out how a substantial change in the genres conventions 

took place in the 70’s and 80’s, which most film scholars failed to take into consideration 

(Brophy 1983, p. 278). In Projected Fears, Phillips investigates horror films which he refers to 

as cultural moments, and asks what it is that makes a film meaningful within a culture. Phillips 

studies ten horror films, using Greenblatts theory of resonance and wonder among others to see 

how they interact with a culture (Phillips 2005, p. 6pp). He investigates how and why we 

experience certain horror films as scary using a cultural and psychological approach. He aims to 

find out why we are so strongly affected by films we have seen as children, and why certain 



5 

 

films are etched into our memories, continuing to affect us into adulthood. (Phillips 2005, p. 

2pp). 

 

In Horrality - The textuality of contemporary horror films Brophy discusses horror films, mainly 

produced in the 70’s and 80’s, and points out how these tend to have a special mixture of humor 

and visually explicit horror (Brophy 1983, p. 276). Brophy argues that films before the late 70’s 

and early 80’s were more strongly connected to the classic horror genre than the later films were. 

Before this shift within the genre, horror fiction had a set of conventions as a result of famous 

auteurs and actors, e.g. Bela Lugosi and Louis Karloff. Later, the as the conventions changed and 

a self-reflexivity became apparent in the genre, the older conventions began to be considered 

outdated. According to Brophy, it is important to take these changes within the genre into 

consideration when studying horror films, and also to be aware of the films’ intertextuality as 

well as the audiences’ knowledge of the genre conventions (1983 p. 278f). Brophy also notes 

how editing and cinematography can be used to enhance the displayed object (Brophy 1983, p. 

281). His discussion reaches the conclusion that comedy, combined with explicit violence and 

gore, are the most important elements in modern (1980’s) horror film (1983 p. 284). In this essay 

the idea of cinematography enhancing the object will be central, and this subject will be more 

thoroughly examined using, among other perspectives, semiotics together with aspects of 

cinematography and mise-en-scène. However this essay will focus on the technical aspects rather 

than genre, Brophy’s ideas of changes within the genre will be of help when delimiting the 

empirical material available.  

 

The study Cinematography and Character Depiction by William Francis Nicholson is more 

concretely linked to the essay topic. In the study, Nicholson investigates how cinematography 

can be used in depicting characters in different ways. His aim is to structuralize and clarify the 

concept of cinematography. He argues that the way in which the viewer identifies with a 

character is vital to how the story is told, and that this is largely affected by cinematography 

(Nicholson 2010, p. 1). Nicholson concludes that the direction of lighting, as well as falloff (a 

quick change from bright to dark) (Nicholson 2010, p. 5), along with the cameras movements 

and framing, affects character depiction and the viewers identification with the character 

(Nicholson 2010, p. 8). Other research has looked at how cinematography builds up to a point of 
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horror. In his article Judge Dread: What We Are Afraid of When We Are Scared at the Movies 

Julian Hanich investigates dread – the feeling within an audience that precedes fear in horrific 

scenes (Hanich 2014, p. 1). Hanich argues that, as a scene builds up to a point of shock and fear, 

the fear does not leave the viewer immediately after but can be re-experienced (2014, p. 18).  

 

A quite recurring angle in horror film studies is a sexual, or gender scientific, perspective. A 

significant amount of the articles and literature found when looking at existing research 

examined different aspects of gender representation, which we can see in Clover’s Her Body, 

Himself, an extract from the book Men, Women, and Chain Saws. Clover investigates gender 

identification in the slasher genre, focusing on which gender the viewer identifies with during 

different parts of the film (Clover 1992, p. 526). Clover uses a psychoanalytic perspective while 

her focus is on narrative, both these perspectives differs significantly from the topic of this essay 

however it is important to acknowledge this aspect is one of the major within previous research. 

A study more directly connected to this essay is Lamb’s Shoot to Thrill: The Camera in Action. 

The article looks at how camera movements and editing, among others, is used to create a sense 

of action. He notes how recent action films tend to incorporate hand-held shaky cameras, the 

reason for which being that it enables a single shot to contain changes in focus, lighting and 

exposure. Furthermore, he points out how a shaky camera can increase the sense of action. Lamb 

further notes that a dolly-in low angle shot is often used when filming the protagonist delivering 

a comedic punchline. The low angle in this case, contributing to a heroic impression. He also 

notes the frequent occurrences of whip-pans in recent, i.e. post 2000, action films. Orbital 

camera movements around the hero is, according to Lamb, also frequently used, almost to 

excess, in the action genre. He argues that the orbital movement is used as a way of creating a 

sense of instability (Lamb 2012, p. 91pp). Lamb’s ideas will be useful for the analyses in this 

essay, as they can help clarify if and how cinematography differ in action and horror films.  

 

As such we can see that cinematography as well as horror films have been studied from a 

number of perspectives, it is however notable that the relation between these aspects have not 

been attended to. This study, as mentioned in the previous sections, seeks to contribute to the 

state of research by investigating this relation between cinematography and horror, more 
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specifically by looking at the interplay of cinematography and the creature-subject’s mise-en-

scène. 

 

3. Material and Method 

As such, this essay will examine the interplay between cinematography and creature-subject in 

horror films, specifically one British and two American movies produced between 1980 and 

1990. As mentioned in the introduction, this delimitation is made partly on account of Brophy’s 

notion of a significant change in the horror genre in the late 70’s and early 80’s, but it is also 

made on the basis of the presumed continued changes within it due to the increased availability 

and use of the internet, as elaborated in the delimitations section. This section will further present 

and explain the empirical material used in order to investigate the interplay of cinematography 

and creature-subject, and will also present the method and methodological problems which arise 

when conducting this study. 

 

4.1 Empirical material 

The films that will be analyzed in this essay are The Evil Dead (1981), Hellraiser (1987) and 

Stephen King’s IT (1990). These productions have all made a substantial impact on viewers 

when they premiered. The Evil Dead was released during the video nasties-era and had its most 

gruesome scenes cut before it could receive an X certificate (British Board of Film Classification 

2015). Therefore, Raimi’s classic can be seen as representative of an important era in the history 

of modern horror. Hellraiser became the 47th highest grossing film of all genres in 1987 (Box 

Office Mojo 2015) and IT was the fifth highest rated program on ABC on Sunday nights when it 

aired (Hastings 1990). As such, these films have had significant premieres, however there are 

further reasons for finding them interesting for the topic of this essay. Today these films are all 

seen as cult phenomena, and we may argue that they all classify as what Kendall Phillips calls 

cultural moments, which is a relevant note although Phillips concept will not be central to this 

study. Moreover, the films all incorporate different sorts of cinematography. The Evil Dead, 

being a prime example of the horror-comedy, as Brophy also has noted, uses a (for its time) 

unusual and vivid cinematography which I find interesting. It is likely due to the cinematography 

that the specific horror-comedy effect is created, however this may be investigated further in 

another study as it is outside the scope of this essay. Hellraiser is in my opinion interesting to 
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look at as it is a cinematographically well-made horror film with a characteristic creature-subject 

– the cenobites. It is also my experience that these creature-subjects are specifically enhanced 

due to cinematography rather than sound effects and quick cuts, as can be the case in mainstream 

horror films. IT is a TV mini-series, however the cinematography is also well thought-out and 

incorporates an explicit creature-subject - the clown Pennywise – which has made a substantial 

impact on popular culture by creating the association of evil clowns. I believe IT is a good choice 

for analysis when investigating this topic as Pennywise, by being a murderous clown, 

presumably will have many interesting connotive signs which will be revealed using a semiotic 

approach.  

 

In order to narrow down the empirical material, I looked at Philip Brophy’s discussion on how 

horror movies, as genre, changed in the late 70’s and early 80’s. On the basis of Brophy’s notion 

of a significant change within the horror genre at this time, namely the introduction of self-

reflexive- and horror-comedy elements to the genre, we can see it is interesting to look at horror 

films made post 1980. Furthermore, the selection was limited to a period of 10 years as we can 

assume that the horror genre keeps changing, and that these changes are bound to be affected by 

the increasing use of Internet and film availability via e.g. streaming, as has been elaborated in 

the delimitations section. The Evil Dead is noted by Brophy as a prime example of the significant 

change in the horror genre that took place in the early 1980’s, which further motivates why it is 

interesting to investigate the film in this essay. For each film, the scenes and parts of the film 

where the creature-subject is introduced will be looked at as these passages presumably aims to 

emphasize the creature-subject and its characteristics, which we can assume will put forward 

interesting aspects of the cinematographic interplay with the creature-subject. Furthermore, two 

other scenes or passages will be analyzed and I have chosen to select the scenes where the most 

aspects of cinematography is applied in depicting the creature-subject and its mise-en-scène.  

 

4.2 Method 

This essay will investigate cinematography and mise-en-scène using a combination of 

approaches – textual, neoformalistic and semiotic. The textual approach will however be the 

main approach, with neoformalism as complementary perspectives, and semiotics used when 

looking at the connotations of mise-en-scène. Brophy notes in his article Horrality: The 
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Textuality of Contemporary Horror Films that horror films can be seen as “too blunt to bother 

with psychology”. Although Brophy may simplify the subject matter somewhat drastically, I 

believe he has a good point. Brophy states that the textual effect, rather than psychological and 

other effects, are of prime importance to horror films of the 80’s (Brophy 1983, p. 278f), and as 

this essay seeks to investigate the film-technical functions of 80’s horror films I believe a textual 

approach will be appropriate. It is therefore an intentional decision, as explained more in detail in 

the introduction, to leave out other aspects of film analysis, such as gender representation, 

identification with characters and cultural aspects. This will presumably enable the study to 

maintain and investigate the cinematography and creature-subject more closely within the time 

available for conducting the analysis.  

 

An important note is that this essay works with two closely related, but also different, topics, i.e. 

cinematography and the creature-subject, which in this essay is treated as part of the mise-en-

scène. Cinematography is a rather technical perspective, while the effects of the creature-subject 

and mise-en-scène is somewhat more abstract and bound to interpretation. In the analysis of 

creature-subject in terms of mise-en-scène, a semiotic perspective will be applied as it can 

contribute to a more constant approach by in detail looking at different parts of the mise-en-

scène and their effects. A neoformalistic approach will be used as well, as this can be adapted to 

see how different parts of a film functions in relation to each other, which is appropriate for this 

essay as it will examine how cinematography and mise-en-scène interrelates. Neoformalism is an 

approach which takes into consideration the continuous changes within film conventions and can 

be adapted with specific films in mind, rather than letting the limitations of a strict method affect 

the way a film is analyzed and understood (Thompson 1988, p. 4f). Neoformalism can also 

include audience reception as a cognitive process (Thompson 1988, p. 10), however this is not 

within the scope of this study as it aims to maintain a more technical focus on cinematography 

and mise-en-scène.  

 

Further delimitations are not focusing on sound effects, editing, sound editing and dialogue, as 

have been elaborated and motivated in the introduction. Furthermore, a semiotic perspective will 

be used in the analysis. As will be further elaborated in the following section, a semiotic method 

involves looking at the signs in an image, and how these signs carry meaning. Each analysis will 
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incorporate a semiotic approach by describing the signs at their denotative level, i.e. in a 

descriptive rather than interpretative manner, and then look at their connotive level carrying 

meaning (Rose 2012, p. 120).  

 

The study initially incorporated montage theory, briefly, as an aspect of editing, since separating 

cinematography and editing entirely could possibly leave out some important aspects of the 

cinematography’s functions. This was assumed mainly because of the common horror film 

feature of cutting between the victim and the antagonist, showing the victims horrified reactions 

in every other shot, thereby incorporating a montage which emphasizes the horror of the 

antagonist. It was, however, discovered during the analyses that the aspect of montage did not 

contribute significantly to the understanding of this topic, and a specific focus on 

cinematography and the creature-subject’s mise-en-scène was therefore prioritized instead in 

order to maintain a focus on the cinematographic interplay with the creature-subject. This narrow 

focus still incorporates more than one aspect of filmmaking, as mise-en-scène is a large part of 

this essay as well, and in this sense we can argue that the topic is not strictly limited to only one 

aspect of film.   

 

The films that have been chosen for analysis are produced between 1980 and 1990; The Evil 

Dead, Hellraiser and IT. The analyses will focus on scenes and parts of the films where the 

creature-subject - e.g. demon or creature - interacts with the film's main characters, and in doing 

so noting recurring features of the interplay of cinematography and mise-en-scène in the film. 

For each film, three scenes will be analyzed. I will begin the analysis with defining the creature-

subject(s) in the scene or passage, and then study what cinematography is applied in its 

depiction. Subsequently the relation between the cinematography and the creature-subject will be 

investigated by discussing how the cameras framing, angles, movements, as well as other aspects 

of cinematography which has been elaborated in the theory section, affect the impression of the 

creature-subject(s). More specifically, each scene will be described in terms of cinematography 

and mise-en-scène after an initial shot-by-shot breakdown of the scenes (which can be found in 

the appendix). The shot-by-shot breakdowns will focus on both cinematography and mise-en-

scène, the cinematography however will be given more space in the analysis. Mise-en-scène will 

be investigated using a semiotic approach. The different aspects of mise-en-scène – lighting, 
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costumes, makeup, masks, and elements of acting – will be studied in terms of signs. These 

aspects will thus be described in denotative terms to begin with, and will subsequently be 

discussed in relation to the cinematography at a connotive level. Following this method, the 

study aims to reach some general conclusions regarding how cinematography interacts with the 

creature-subjects in three key American and British horror films during the period 1980-1990. 

The study also intends to offer some insight into the functions of cinematography, which a study 

of the cinematographic interplay with mise-en-scène can provide.  

 

4.3 Methodological problems 

Before presenting the more specific methodological problems, I want to further address a general 

issue of this study. As mentioned earlier, we may see an issue with limiting the study to 

cinematography alone as a film consist of many parts which interact to create a whole; sound 

effects, music, editing and computer generated effects, to name a few. The essay looks at the 

visual aspect of mise-en-scène, thereby incorporating at least two aspects of filmmaking. It is, 

however, important to stress that we can never get a full understanding of the functions within a 

film without taking more aspects into consideration, although we can still obtain new and 

interesting knowledge on how a specific aspect, in this case cinematography, can function by 

studying it closely.  

 

The main methodological problem is likely to be the dependence on interpretation. The 

methodological approach of this study is rather reliant on interpretation as the connotative 

aspects of the signs are part of the analysis. As such, since the relation between a sign’s signifier 

and signified, or denotative and connotative aspects, requires interpretation, we can see an issue 

with interpretation potentially becoming arbitrary. The issue of arbitrary interpretation is possible 

to avoid by continuously motivating and explaining why a certain sign carries a certain meaning. 

This is closely related to a note Adrian Martin, who will be further mentioned in the following 

section, makes in the book Mise en Scene and Film Style. He points out David Bordwell’s 

separation of criticism “proper”, e.g. evaluative and lyrical criticism, and formalism, e.g. 

semiotic analysis. Martin rejects this distinction and argues that in order to understand a film we 

require “both theory and criticism, analysis and imagination” (2014, p. 206). I believe Martin 

makes an important point here as he notes the importance of a balancing interpretation with 
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theory, a notion which is highly relevant for this study as it is reliant on interpretation. By using a 

critical approach, and connecting ones interpretations of a sign to existing theories, we can avoid 

arbitrary assumptions of a sign’s connotations and presumably obtain more accurate conclusions.  

 

3. Theory 
This section will elaborate concepts and theories related to cinematography and mise-en-scène, 

as well as explaining concepts which provide interesting points for discussion. Combined with 

the method as described above, these concepts will enable a detailed study of the 

cinematography as well as mise-en-scène of the creature-subject. The main concept of this essay 

is cinematography, and the following section will look into what cinematography refers to, what 

it consists of, and theories regarding this. Further definition and elaboration of the creature-

subject concept will also be included. Mise-en-scène is also a key concept in the theoretical 

approach of the essay, as well as its sub concepts; setting, costumes and makeup, lighting and 

staging. The analyses will not put as much focus on mise-en-scène as on cinematography, 

however it is important to look at what the cinematography is interacting with in detail, and I 

believe it is appropriate to do so by investigating aspects of the mise-en-scène. The purpose of 

this section is thus to describe and elaborate the concepts of cinematography and mise-en-scène, 

as well as providing a definition of the creature-subject as the term is used in this essay. In 

conclusion, this section will explain how the theoretical perspectives will be applied using 

semiotics. 

 

3.1 Cinematography 

Cinematography, meaning “writing in movement”, consists of a number of factors related to the 

looks and movements created with the camera (Bordwell & Thompson 2013, p. 160). The main 

theorists in this section is David Bordwell and Kristin Thompson. Gustavo Mercado, author of 

the book The Filmmaker’s Eye: Learning (and Breaking) the Rules of Cinematic Composition 

(2013) as well as Susan Speidel, author of the chapter Film Form and Narrative in Jill Nelmes 

anthology An Introduction to Film Studies (2012). Bela Balazs notions of the close-up will also 

be used. Speidel lists the main components of cinematography as framing and shot scale, camera 

angles and movement, and depth of field (Speidel 2007, p. 93). The ideas of Bordwell, 

Thompson and Mercado will be used to complement Speidel’s general outline. The following 
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section will explain Speidel’s components of cinematography and also other aspects within the 

area of cinematography according to Bordwell and Thompson.  

 

Framing, composition and shot scale are according to Speidel one of the major parts of 

cinematography. Framing can be static, with a still camera, or mobile with a moving camera. In 

the latter the framing will change as the camera moves. As Speidel explains, the mise-en-scène is 

greatly affected by the framing, the presentation of mise-en-scène will also be affected by 

camera movements. The composition, which is affected by both mise-en-scène and framing, can 

be balanced or unbalanced. Balance depends largely on the harmony of the image, or how the 

images is matched vertically and horizontally. The balance is also affected by depth cues in the 

shot, i.e. a three dimensional look. Depth cues are created using different planes in the mise-en-

scène; back-, middle- and foreground (Speidel 2007, p. 93). Gustavo Mercado points out how the 

three axes in a frame are related to the sense of depth. The x axis is referring to the horizontal 

axis within the frame, while the y axis is the vertical. The z axis is the axis connected to depth 

cues. Therefore more planes within the picture equals an emphasized z axis (Mercado 2013, p. 

6). Balance refers to how screen space is used; if, and how, the filmmaker allocates focal points, 

i.e. points to which the viewer draws its attention, within the frame. Mercado points out how 

using strong focal points is a way of assuring that the composition conveys a certain idea or 

concept. The most common ways of using focal points are, according to Mercado, Hitchcock’s 

rule, the rule of thirds, and also balanced or unbalanced composition. Furthermore, focal points 

are affected by depth of field, i.e. what portion of the image that is in focus, lighting and what is 

included in or excluded from the image (Mercado 2013, p. 11).  

 

As such, focal points are an aspect of framing and composition. Compositions in which the right 

and left parts of the image are completely balanced is called symmetrical framing, as Bordwell 

and Thompson points out. It is more usual however, not to balance the image quite so 

symmetrical, and instead creating compositional balance by centering one character in the frame, 

or two characters on each side of the image. Unconventional as it may be, unbalanced 

composition can also be used to create vivid impressions. Bordwell and Thompson uses a shot in 

Bicycle Thieves (1948) to exemplify this. In an image showing the father’s new job, most people 

are placed to the right in the frame, creating an unbalanced, but symbolic, composition (Bordwell 
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& Thompson 2013, p. 143pp). This phenomena is also pointed out by Mercado, who states that 

unbalanced compositions often are associated with chaos, tension and uneasiness. However, the 

effect of the composition is bound to the narrative context in which they are presented (Mercado 

2013, p. 8).  

 

Another aspect affecting balance is tonality. Tonality refers to the brighter and darker areas in an 

image, and the contrast between them. Tonality is affected by exposure, i.e. how much light is 

passing through the camera lens during filming, but can also be changed in postproduction. 

Bordwell and Thompson points out that apart from conventional exposure, a shot can be under- 

or overexposed in order to obtain a certain look in the film. This is exemplified by the film noir 

of the 1940’s which used underexposed shots to enhance the characteristic low-key lighting 

(Bordwell & Thompson 2013, p. 160pp). As mentioned above, Mercado points out further 

aspects of composition and balance. The rule of thirds is one of the oldest compositions known 

to us. This refers to the division of the frame into nine parts; three equal parts along the x axis 

and three equal parts along the y axis. When placing objects or characters on the intersections of 

these parts a more dynamic composition is created. Characters are usually placed with their eyes 

on these intersections as this is a guide to giving the character enough space. Placing a character 

along the rule of thirds is also a way of balancing the composition with the character’s gaze in 

mind, emphasizing the direction in which he or she looks. Mercado also notes Hitchcock’s rule 

as an aspect of composition. Hitchcock’s rule states that “the size of an object in the frame 

should be directly related to its importance in the story at that moment”. The rule can be used as 

a way of creating suspense, mainly when the audience are unaware of the reason behind the 

visual emphasis (Mercado 2013, p. 7).  

  

Shot scale refers to different ways of framing which implies the closeness of the object to the 

viewer. The conventional shot scales are; the close-up, the long shot, the medium long shot and 

the medium shot. The close-up refers to a shot where the object takes up a majority of the screen. 

It can allow the cinematographer to depict a level of intimacy and emotion in a character when 

showing a close-up on, for example, a face. In an extreme close-up, the object takes up the whole 

screen, for example when a character’s eye takes up the entire screen space (Speidel 2007, p. 

93pp). Bela Balazs also points out how the close-up is used as a “magnifying glass”, allowing us 
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to get closer to that we see in a film by emphasizing certain details. He argues that a good film 

shows its most important moments in close-ups as this allows the viewer to see the details of 

what is happening. Balazs further points out how the director or filmmaker is able to guide the 

viewers gaze by using close-ups, and describes close-ups in film as “the art of emphasis” (Balazs 

2010, p. 38pp). A medium shot typically depicts a character (human) from the waist and 

upwards, while a long shot would show the character from head to toe, filling slightly less than 

the entire height of the screen. In the extreme long shot the character takes up a small part of the 

image. The medium long shot which is characteristic to classical Hollywood cinema, depicts the 

characters from the knees and upwards. Speidel points out how a predominance of one type of 

shot can be used to create a certain impression of the characters’ situation. She exemplifies this 

phenomenon with a sequence in La Passion de Jeanne d’Arc (1928) where a series of close-ups 

dominates the shot scales, and argues that this enhances the viewer’s identification with the 

depicted character (Speidel 2007, p. 93pp).  

 

Camera angles and movement are, according to Speidel, key elements of framing. There are 

three main camera angles: high, low and straight-on. High angle shots, with the camera looking 

down, can be used to create a sense of helplessness in the depicted character, as one can see in 

Oliver Twist (1948), but can also be used in establishing shots, as Speidel exemplifies with the 

opening shot of North by Northwest (1959). Conversely to the high angle, low angle shots may 

be used to create a sense of superiority. In a straight-on shot, the camera is, approximately, at the 

level of the character’s eyes. Different camera angles can be used to convey a characters point of 

view, both literally and figuratively (as with Oliver Twist), and can also, as mentioned above, 

affect the way in which a character is presented (Speidel 2007, p. 94).  

 

Bordwell and Thompson points out level as an aspect of framing. Level is a measure of how 

parallel the camera is to the horizon. If the camera is tilted in any way, the shot is canted. Canted 

filming is in mostly unconventional, however it can be used to interrupt the conventional flow of 

shots, which can be used to great effect (Bordwell & Thompson 2013, p. 189). Speidel describes 

four types of camera movement: the pan, the track, the tilt and the crane shot (which is most 

often used for establishing shots). She points out two types of panning, the conventional pan and 

the whip-pan; a conventional pan refers to the camera swiveling along its axis, horizontally or 
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vertically, while the camera remains in the same place. A whip-pan, not often seen in 

conventional filmmaking, is a very fast pan. A tracking shot can be used to represent a characters 

points of view, and refers to the camera moving simultaneously with a character. When 

describing the tracking shot, Speidel specifically emphasizes its relevance for horror films. She 

points out how the tracking shot is conventional to the horror genre, and uses Halloween (1978) 

as example: “[…] the camera’s pans and tracks follow Laurie (Jamie Lee Curtis) as she walks to 

school, creating the uneasy impression that someone is stalking her” (2007, p. 94pp). 

Furthermore, Speidel describes the tilt. The tilt refers to the camera slanting to the left or right 

while remaining in the same place. Speidel goes on to argue that horror films also use cinematic 

space to frighten the audience. She explains that, as the camera moves, the constantly changing 

contents of the frame can make the audience focus on what’s outside of the frame, indicating it 

might be something dangerous by showing the characters fearful reactions to what is off-screen 

(Speidel 2007, p. 94pp).  

 

Depth of field refers to the distance between the points in focus, where one point is towards the 

camera and one is away from it. In other words, depth of field concerns how much of the image 

that is seen in clear focus. Technically this is dependent on aperture and focal length of the 

camera’s lens, which affects the flow of light into the camera (Speidel 2007, p. 95). This essay 

will generally not concern the cameras technical functions in this much detail, although I believe 

it is important to acknowledge this aspect of the cinematographer’s work as well. Depth of field 

can be used to limit, or emphasize, the mise-en-scène. Speidel uses Citizen Kane (1941) as 

example, and points out the large depth of field used in the film. Large depth of field, also called 

‘deep focus’, results in vast environments pictured in clear focus, enhancing the mise-en-scène. 

Furthermore, Speidel mentions the zoom as another important use of the camera lens. She notes 

that in zooming in or out, the sudden change in framing can have a surprising or shocking effect 

on the viewer (2007, p. 95). Mercado describes the camera’s different lenses in more detail and 

points out how the lens also affect field of view, i.e. how much of the x and y axis is visible in 

the image. Lenses with short focal lengths are wide angle lenses and can include a larger portion 

of the mise-en-scène than long focal lengths, i.e. telephoto lenses. A normal lens has a focal 

length between wide angle and telephoto. Mercado describes wide angle lenses ability to distort 

the image, making distances along the z axis seem longer than they are.  
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The cinematographic concepts defined in this section using Speidel’s chapter on film form and 

Bordwell and Thompson’s chapter on cinematography, as well as Mercado’s book on the 

subject, will form the basis of the analyses. The concepts will be used in order to explain and 

characterize the cinematography at work in the research material, and I intend to use Speidel’s 

subgroups of cinematography; framing, camera angles and movement, and depth of field, as a 

basic disposition. Each analysis thus consist of a cinematographic part, followed by a discussion 

of mise-en-scène and the creature-subject. As such, the analyses will look at the framing, shot 

scales, composition, camera movements and focus of selected parts of the three films, in order to 

relate these aspects to the mise-en-scène and creature-subject and investigate the interplay 

between these. In the following section, the concept of mise-en-scène will be elaborated further. 

 

3.2 Mise-en-scène. 

Along with cinematography, mise-en-scène also play a key role in guiding the viewers’ attention. 

This section will elaborate the concept of mise-en-scène and explain the chosen definition of the 

term. Adrian Martin’s ideas from his book Mise en scène and Film Style (2014) as well as David 

Bordwell and Kristin Thompson will be the main theorists regarding mise-en-scène. Adrian 

Martin points out how the definition of mise-en-scène can range from being broad, including 

almost every aspect of a film, to specific and strict. Martin puts forward Bordwell and 

Thompson’s definition as being one of the more strict definitions. This definition of mise-en-

scène is derived from the stage origin of the term, and when applied to film refers to the 

director’s control of what we see in each frame. In Bordwell and Thompson’s definition, mise-

en-scène is concerned with the aspects of film that overlap with theatre. Martin points out how 

this definition of the term concerns a specific set of formal elements, which I will elaborate later 

in this section, and not, for example, editing, cinematography or sound design. Martin makes an 

interesting note by pointing out how Bordwell and Thompson’s definition still can be quite 

ambiguous despite its relatively strict delimitations. Mise-en-scène is made with a camera in 

mind, yet does not include the aspect of the camera work, the camera’s movements and angles. 

An important notion to keep in mind according to Martin, is that mise-en-scène (in Bordwell and 

Thompson’s definition) is built up with a specific angle and framing in mind, i.e. staging is made 
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with respect to the camera, rather than vice versa as Bordwell and Thompson’s definition 

suggests (Martin 2014, p. 13pp).  

 

In this essay, Bordwell and Thompson’s definition will be applied. It is however important to be 

aware of the potential limitations to the definition as described above. Nonetheless we can see 

that this definition is appropriate as it covers the aspects of mise-en-scène that are relevant for 

this topic: mainly costume and make-up but other areas as well. Furthermore, Bordwell and 

Thompson notes that mise-en-scène is the part of filmmaking most noticeable to the audience, 

rather than, for example, cinematography (Bordwell & Thompson 2013, p. 112). This is an 

interesting notion as it emphasizes the importance of looking at mise-en-scène, rather than any 

other aspect of filmmaking, in relation to cinematography. Mise-en-scène according to Bordwell 

and Thompson consists of four areas which are connected to the look of the film. The first area, 

setting, is not only the surroundings of the action, but can be incorporated to have a role in the 

narrative, using props for example. The setting can also affect how the action in a scene is 

understood by the viewer (2013, p. 115).  

 

Another area is costume and makeup, which consists of the actors’ clothes, makeup and masks. 

Bordwell & Thompson points out how costumes are a key factor in enhancing characterization 

(2013, p. 119). Lighting and staging are the two remaining areas of mise-en-scène. Lighting is a 

way for the filmmaker to control the impact pictures have on the viewer and also the composition 

of the image. Highlights and shadows, i.e. brighter and darker lit areas (shading), are used for 

shaping objects. Furthermore, lighting can also be incorporated with the setting to contribute to 

characterization, by enhancing texture and shape of objects. Bordwell & Thompson names a 

number of different lighting techniques; edge lighting makes the object stand out from the 

background, underlighting (light from a low angle) is often used to create a sense of horror, and 

top lighting may be used for glamor but also for making the character look sinister (2013, p. 

125pp). Acting refers to the performance of the actors; facial expressions, movement and voice 

(2013, p. 131).  

 

The purpose of this essay is investigating the interplay of cinematography and creature-subject, 

and looking at the creature-subject with mise-en-scène as a theoretical perspective will be 
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necessary in order to acknowledge the different aspects of its style more accurately. Taking the 

four areas of mise-en-scène in consideration when investigating the creature-subject will help 

obtaining an overall picture of what the cinematography is interacting with. As such, the analysis 

will focus on the cinematography of scenes where the creature-subject is apparent, and mise-en-

scène will be used when looking into details on the creature-subject. Mise-en-scène is a 

significant part of this essay, however the main focus is on cinematography. Therefore, the 

analysis will elaborate on cinematography to larger extent than on mise-en-scène. The four areas 

of mise-en-scène, according to Bordwell and Thompson, will therefore form a suitable 

delimitation on the extent to which mise-en-scène is described in the analysis.  

 

3.3 The creature-subject 

In this essay, the antagonists are analyzed, and as the creatures and demons in the films are 

looked at from a film-technical rather than narrative perspective, I believe an alternative to the 

term antagonist is to prefer. A subject within photography and film, often refers to a human 

object, i.e. a character or person. In his book The Filmmaker’s Eye: Learning and Breaking the 

Rules of Cinematic Composition, Gustavo Mercado uses this term in this definition, as does 

Millerson and Owens. Millerson and Owens also uses the term talent, meaning the interviewee, 

person or main character (Millerson & Owens 2012, p. 193pp), however as this essay is 

interested in motion pictures rather than commercials and information film, I believe the term 

subject to be more fitting. As this essay does not look at subjects in general, adding an epithet to 

the term can emphasize its definition in this study. Therefore, the term creature-subject will be 

used when referring to the antagonist in a film, as it emphasizes the film-technical perspective of 

this essay.  

 

3.5 Semiotics 

This section will present the fundamental parts of semiotics, and go on to explain how a semiotic 

method is applied to film studies. Semiotics as described in this section is based on the works of 

Ferdinand de Saussure, and is a method of analyzing visual material. According to Saussure the 

sign is the most fundamental part of language. A sign consists of two parts; the signified, 

referring to a concept or object, and the signifier which is the word or utterance we associate 

with a word (Rose 2012, p. 112pp). Saussure also argued that the signifier and signified are 
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inseparable (Burgoyne, Stam & Flitterman-Lewis 1992, p. 8). Roland Barthes has also 

contributed substantially to the area of semiotics, and more specifically the area of semiotics in 

images, which is more strongly connected to the scope of this essay. Barthes noted how 

polysemy, the ability to carry many meanings, is present in images. Barthes also describes 

anchorage, which refers to the written captions or materials in an image or film which guide the 

viewer to interpreting the image in a certain way. As such, anchorage is a way of controlling 

polysemy and fixing the connection between a signifier and one of its many potential signifieds 

(1992, p. 29).  

 

Barthes, using Saussure’s distinction of signifier and signified also noted how two types of codes 

are used in visual material: a denotative code related to the signifier, and a connotative code 

related to the signified (1992, p. 34). Peter Wollen believed the Saussurean semiotics to be 

inaccurately applied to film and incorporated Charles Sanders Pierce’s semiotic perspectives into 

the semiotics of film studies. In contrast to Saussure, whose work focused on the disconnection 

of signifier and signified, Pierce believed each sign had a natural connection to its referent, and 

that the signs could have different types of relations (Ben-Shaul 2007, p. 39pp). Pierce 

contributed substantially to the area of semiotics in this way. He distinguished between three 

types of sign: Icon is one type of sign which is important to visual images. An iconic sign refers 

to the signifier have a likeness to the signified; a picture of a baby is therefore an iconic symbol 

of a baby. Index refers to signs where the relation between the signified and the signifier is 

culturally determined. Symbol also have a conventional relation between signified and signifier, 

however, Rose points out, this relation is arbitrary (Rose 2012, p. 118pp).  

 

As more researchers, inspired by the Saussurean semiology, started to look at photography and 

film, the problem with isolating signs arose. Signs in photography and film, compared to the 

linguistic signs, were indistinct and of a rather continuous nature, and in order to conduct a 

semiotic study discrete separated parts were necessary. Christian Metz focused rather specifically 

on the semiotics of film language, and has contributed with a number of aspects which has 

inspired the method used in this essay. Metz, inspired by Saussure, began his studies by noting 

that film was bound to have a language system of its own, as it incorporated and used codes from 

several other language systems, e.g. by combining a certain font in a text with a certain tone of a 
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speech. He argued that what differentiates the different language systems is primarily the nature 

of their signifiers, i.e. the parts of the signs carrying meaning. As example he mentions the notes 

of music, letters of writing and numbers of mathematics. When studying the signs of film, Metz 

put forward five signifying aspects of the art form: the image track, speech, the music track, 

recorded noise or effects, and written material such as captions. As such, Metz concludes, film 

has its own signifiers as these aspects can be combined in unique ways (Ben-Shaul 2007, p. 

36pp.).  

 

Metz also did a study on the semiotics of film editing where he looked at a particular sort of 

signified within the area of editing using an approach of taking aspects of editing and analyzing 

these as signifieds. Metz aspects on film semiotics are closely related to the application of theory 

in this essay. Using a semiotic method I will approach the aspects of the creature-subject and its 

mise-en-scène as signifiers carrying meaning, i.e. as signifieds. These aspects of the creature-

subject will be put in relation to the cinematography of the material by also looking at the 

framing, shot scales, angles, movement and depth of field, as signifieds. Using Metz term, the 

study will focus on the recorded image track, i.e. the visual. Although Metz points out that the 

language of film results from the five signifying aspects functioning together, we can also see 

how cinematography and mise-en-scène are both elements of the recorded image, which 

themselves are bound to have an interesting interplay the same way as, for example, the recorded 

music and the written material in general would have (Ben-Shaul 2007, p. 36pp.). 

 

Gillian Dyer, author of Advertising as Communication, looks at semiotics from an advertising 

perspective, however her book is still relevant for looking at horror film. She points out how the 

signified and the signifier are sometimes linked by convention, in signs called symbols, but that 

not all signs are symbols (Dyer 2007, p. 12pp). When looking at how humans and characters are 

represented, Rose refers to Dyers list of signs of humans (Rose 2012, p. 114pp), which will be 

helpful when conducting the analysis on characters and mise-en-scène. Dyers list is made with 

advertising in consideration and therefore I have chosen to elaborate those sections of her list 

which I believe to be most relevant for horror film analysis. Age can be used to express wisdom 

or innocence, and gender is often reliant on male or female stereotypes. The size of an object is 

often related to its importance; big objects implying greater importance (Rose 2012, p. 115pp). It 
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is interesting to point out that this, within film, is often referred to as Hitchcock’s rule (Mercado 

2013, p. 7). Furthermore, Dyer lists representations of manner; facial expressions, eye contact 

(how is a character looking at another character or into the camera) and pose, which can express 

a characters social position. (Rose 2012, p. 115pp). Dyer’s list will be used as a complement to 

the aspects of mise-en-scène emphasized by Bordwell and Thompson, as they put forward likely 

interpretations of the signs within the mise-en-scène.  

 

When conducting the analyses for this study, a semiotic approach will be appropriate when 

looking at the detail on, and surrounding, the creature-subject. These details, for example the 

make-up, costume, framing, angles and lighting on the creature-subject This can contribute with 

relevant and more specific notions on what the cinematography is interacting with, and is also a 

way of maintaining a more constant approach when interpreting the image. When detaching 

details in an image from each other and taking iconic, index and symbolic signs into 

consideration, I presume we can obtain a more constant method of analysis. Each analysis will 

describe the signs within the mise-en-scène related to the creature-subject on a denotative and 

connotive level, putting the implications, i.e. the denotative meanings of the signs, in relation to 

the cinematographic signs, which I have chosen to define as the different aspects of 

cinematography previously presented in the theory section.  

 

The theory section in general has elaborated a number of concepts and theories which will be 

used in this essay. The main concept, cinematography, will be the basis of the major part of the 

analysis. When analyzing mise-en-scène the focus will be placed on the creature-subject, its 

props and the setting. As such, each shot where the creature-subject is presented will be looked at 

in detail with the purpose of elaborating on how cinematography puts forward the creature-

subject and mise-en-scène. In order to do this, a semiotic method is appropriate as it can be 

adapted to look at the meaning of different parts of a shot or image.  

 

6. Analysis 

As has been elaborated in the introduction, we can see a relatively small number of studies made 

on cinematography specifically, compared to e.g. narrative studies and other topics of research 

within film studies. In preparing for this study I also failed to find any academic studies on 
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cinematography in horror films. Therefore one reason for conducting this study is to make a 

contribution to the existing field of research. The main purpose however is to look at the 

interplay of cinematography and creature-subject. This can, in turn, generate understanding of 

the functions of cinematography in horror films as this is a relatively unexplored and also quite 

interesting topic since, I hypothesize, horror films can use cinematography alone to generate 

response in the viewer to a larger extent than other genres. In order to investigate the functions of 

cinematography this study will look at the interplay between the creature-subject and its mise-en-

scène.  

 

The research question forming the basis of this essay, i.e. how we can see a cinematographic 

interaction with the creature-subject, will be examined by looking at three horror films; The Evil 

Dead (1981), Hellraiser (1987) and IT (1990). Each of these films have an explicit creature-

subject, although in the case of The Evil Dead not always a visible one, and incorporate well 

thought-out cinematography. As such, the films have been chosen primarily due to their specific 

cinematography which I believe is well suited in relation to the aim of this essay. Furthermore, 

the films have also had a significant cultural impact as has been described in the empirical 

material section, which further motivates their significance in this study. The topic of 

cinematography in horror films is in my opinion a fascinating topic where we can see a different, 

more playful and extraordinary cinematography compared to the cinematography of other 

mainstream genres. The three films analyzed in this section have been selected mainly due to this 

type of cinematography which I believe is different among them, yet representative for the 

variety of horror films produced 1980-1990.  

 

This section will consist of four parts, three analyses and a summarizing discussion putting 

forward the results as well as placing these in relation to previous research. Each analysis will 

start with describing the mise-en-scène related to the creature-subject and if applicable also the 

protagonist or victim in the scene. Using a semiotic approach, the different aspects of mise-en-

scène will be treated as signs. As such, the creature-subject and its mise-en-scène will be 

described at both a denotative and connotive level, with a focus on the connotive, as this puts 

forward the underlying meaning of, for example, the rotten teeth, puzzle box or clown nose we 

see in the creature-subject. Thereafter, the cinematography in the scene will be described 



24 

 

thoroughly; the implications of the elements of cinematography will be put in relation to the 

creature-subject’s mise-en-scène with a purpose of illuminating the interplay between these 

aspects and reconnecting the results to the research problem. I have chosen to place the following 

chapters in chronological order with respect to the films’ release dates. The first, The Evil Dead, 

premiered in 1981 and was at the time censored to large extent. Hellraiser was a box office 

success which inspired an extensive franchise, and IT is for many people the root of clown 

phobia, still being a large part of our popular culture today.  

 

6.1 The Evil Dead (1981) 

This analysis will focus on different parts of three scenes where the creature-subject is present. 

As each scene, in the definition of one time and place, is quite extensive in relation to the scope 

of this essay, the most significant parts regarding the cinematographic functions of the creature-

subject will be analyzed. These parts will however be referred to as scenes in general in this 

essay. The first scene consists of Cheryl being chased by the creature-subject after an attack, and 

the second, relatively extensive scene, consists of her becoming possessed by the creature-

subject. The final scene is short in comparison, as it only consists of two longer shots, however it 

puts forward some relevant aspects of how the voice of the creature-subject can be enhanced by 

cinematography, which is not present in the same way in any other scene. In The Evil Dead, the 

creature-subject is not a tangible character as it is in the two following analyses. It is the presence 

of a demon we never see first-hand, but instead by it possessing other characters. A recurring 

element in the film are the shots from the creature-subject’s point of view.  

 

This analysis will start by looking at the second part of the scene where Cheryl is attacked by the 

possessed trees in the forest as this is a good example of how the point of view-shots are used in 

general in the film. After having been attacked in the forest, Cheryl runs back towards the cabin. 

She is barefoot, her shirt has been ripped, and her legs are bare. She is running fast, screaming. 

As she runs, we see strong light sources on the fog on the ground and other parts of the woods, as 

well as top lighting on the tall trees. We also see a light source coming from the direction in 

which Cheryl is running. This light source gets stronger further in the scene. In one shot, she 

turns towards the camera. As she reaches the cabin, a strong light source creates a silhouette of 

her as she runs towards the door. At the door, her hands shake as they try to open the door with 
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the keys. Her eyes are wide open and she screams. She drops the keys, and as she reaches for 

them Ash grabs her arm and they both go inside, closing the door behind them.  

 

The top lighting on the trees connotes moonlight, emphasizing the fact it is night and also that no 

car headlights, streetlights, or other light sources implies she is close to civilization, where she 

could potentially get help. By looking directly into the camera, while running away from it, we 

can assume we see Cheryl from the creature-subject’s point of view. The light sources in the 

woods and also by the cabin as Cheryl runs towards it, have no apparent source within the 

diegesis. However, it draws the focus to parts of the mise-en-scène, such as the fog, branches and 

also Cheryl as she runs to the door, thereby contributing to the uncanny3 setting. Lighting is also 

used to imply she is getting closer to the cabin. We can assume the light source on her legs as she 

is running comes from the lamps inside the cabin, and as she runs further the light increases. The 

mise-en-scène is fairly constant, with the dark woods, Cheryl’s ruined clothes, and the lighting 

emphasizing the threatening environment. The cinematography, however, is significantly more 

variable. The beginning of the scene mainly incorporates medium- , long- and extra-long shots.  

 

As Cheryl runs, we mainly see mobile shots, fast pans following her from different angles. The 

angles, both low- and high angle shots, in combination with the fast pans and tracks, tilted and 

canted, is presumably contributing to a chaotic atmosphere. We also see extreme long shots of 

her from behind, fast tracking shots, tilting back and forth, following her as she runs away from 

the camera. As the tracking movement is simultaneous to Cheryl’s running, we can further 

assume that this is the creature-subject’s point of view. The angles of the point of view tracking 

shots continuously change as the camera moves, from a low- to high angle perspective and vice 

versa, which implies the creature-subject is able to float above the ground, connoting it is 

presumably supernatural. The framing of the scene is generally canted and mobile, with the 

exception of the shots of Cheryl as she reaches the house and tries to open the door. We see a 

static shot, with the cabin in focus, symmetrically centered, with Cheryl running towards it. As 

she runs, she is placed along the rule of thirds. Cheryl is placed in the foreground, out of focus, 

                                                 
3 The use of “uncanny” in this essay has no intentional connections to Sigmund Freud’s The ‘Uncanny’ (Das 

Unheimliche). This may be interesting to further research but has been left out of this essay in order to maintain a 

technical aspect on filmmaking. 
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and we can thus see a use of depth cues which – by putting focus on the cabin – emphasizes the 

fact that Cheryl has reached the cabin. In the part where Cheryl reaches the door, we see the 

creature-subject’s point of views changing from long shots to medium shots, implying it is 

getting closer. From this perspective, the cabin is symmetrically framed, although the tracking 

shot is moving closed to it. We see low angle medium shots of Cheryl, as well as close-ups of 

her hand, desperately trying to open the door, and of her face from a low angle. The final shot of 

this scene is a point of view from the creature-subject. A fast tracking shot moves towards 

Cheryl and Ash as they close the door, and moves backwards as the door has been shut.  

 

This scene is quite unique regarding the interplay of cinematography and creature-subject, as it 

explicitly never shows what Cheryl is running from. Instead, we see the creature-subject’s point 

of view, from which we can assume its intentions are malevolent. By using long shots early in 

the scene, we quickly see a large part of the setting in relation to Cheryl. The shot scales only 

allow her to take up a small part of the frame, while the ominous setting – the dark woods – 

surrounds her and takes up the majority of screen space. In this way, the woods can be seen as 

posing a threat to Cheryl only by looking at the interplay of shot scales and setting. Cheryl’s 

vulnerability is further presented by her screaming and panicking as she trips and falls while 

running. This is mainly presented with close- and medium shots, which pans and tracks 

simultaneously as she runs, following her chaotic escape. The point of view shots of Cheryl 

being hunted is also a large factor in contributing to the horror of the scene. Since we does not 

actually see the creature-subject, we are left to imagine the horrific demon Cheryl is running 

from. The interplay of cinematography and acting also suggests it is the creature-subjects point 

of view, as the track follows Cheryl when she runs, and looks into the camera and screams. The 

close-ups in the final part of the scene, when Cheryl has reached the door, in particular the low 

angle shots of her face as she panics, presumably increases our sympathy and identification with 

her. As Balazs (2010) has noted, close-ups are a way of emphasizing emotion in a character. We 

also see her from a low angle medium shot, with the fence on the porch in the foreground in front 

of her. It is interesting to note that this could possibly resemble a second point of view shot, as 

the angle and setting, i.e. the fence, may imply something is watching her from below the porch. 

Although we can assume this is not the case. With the film’s story in mind, placing a potential 

point of view, which is static and also from a new angle, in a fast paced mobile series of shots, is 
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likely to further contribute to the impression of Cheryl as exposed and vulnerable to a 

supernatural creature-subject.  

 

The second part where we can see cinematographic functions characteristic for the film, is where 

the character Cheryl, a while after the attack on her, turns out to be possessed by a demon. We 

see strong light sources in the initial shots, creating distinct shadows on the characters’ faces. A 

shot of Linda and Shelly sitting on the floor laughing, facing each other, reveals the rough and 

dirty walls. In the same shot Cheryl sits by the window, and despite it being dark outside she 

gazes out the window. Cheryl starts reciting the cards from the deck. We see the back of her head 

looking out of the window, and quickly turning around towards the camera, speaking in a dark 

distorted voice. The other characters gasp and move away from Cheryl. Cheryl’s face and neck is 

white with dark purple shadows, black gums, purple lips, and completely white eyes. As she 

turns around she is under lit, casting distinct shadows along her face. Underlighting is present in 

several shots of Cheryl, as well as her twitching movements as she hovers in the air. As the 

creature-subject falls to the ground, the other characters stand up and look in her direction, Linda 

slowly moving towards her. Cheryl wakes up and stabs Linda’s foot with a pencil. She throws 

Shelly and Ash in the walls, making furniture fall down. As Scott pushes Cheryl down to the 

cellar, we see her face is pale white with crackling skin, and her hair being grey.  

 

As Bordwell and Thompson (2013) has noted, sharp shadows is a way of shaping objects, or in 

this case, faces. What appears to be a single light source is in this way emphasizing the fact that 

the subjects are gathered in a small room without light coming in from the windows, as the 

shadows are distinct, connoting only one light source. We see it is dark outside, and that it is 

night, an assumption which is proven right as we see Cheryl sitting by the window in a 

succeeding shot. The rough walls in this shot imply it is a quite Spartan environment, and as we 

see nothing but darkness outside the window, it is presumably also far from civilization. The first 

visually explicit shot of a creature-subject is where Cheryl turns around. With her face white 

with dark purple shadows, she appears to be dead, a notion which is further ensured with the 

black gums, connoting she has started to rot. The white eyes, without pupil or iris, also connotes 

that Cheryl is no longer human. As Bordwell and Thompson (2013) notes, underlighting is often 

used to obtain a horror effect, as we can see in this shot of Cheryl. The shadows under her eyes 
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are increased due to the underlighting, which results in an impression of her eye-sockets having 

sunken in, further connoting she is a living dead. The other characters are scared of Cheryl as she 

is floating in the air, speaking with a dark, distorted voice, as we can assume when they gasp and 

keeps a distance to her. Cheryl’s appearance change throughout the scene, as she in the final 

shots have started to rot more, which we can assume due to her pale white, uneven and crackling 

skin, and her suddenly grey hair.  

 

Initially, the cinematography is quite toned down, however the tonalities with the dark 

backgrounds to the characters can serve a purpose in contributing to the uncanny setting. The 

shots are mostly static, and the mobile shots are relatively steady to the point when Cheryl 

transforms. Simultaneously as she turns, a short whip-pan follows her face upwards creating a 

lower angle than before. As Speidel (2007) suggests, a low angle often implies superiority, 

which we can assume it also does in this case. In this way we get the impression of the creature-

subject being superior to the protagonists in the same moment as it is presented visually for the 

first time. Several shots of Cheryl are symmetrically framed. In a medium shot, she is centered 

from a slight low angle, which as just stated can contribute to the impression of her as 

threatening. A similar phenomena is seen in a long shot where the demon Cheryl is also centered, 

framed by the window and symmetrically placed objects in the background. In general, the depth 

of field used is large, revealing much detail of the setting and background. When Linda moves 

towards Cheryl who lays on the floor, we see her and the other characters from a low angle long 

shot. This is quite interesting as a low angle generally implies the subject having the upper hand, 

possibly by posing a threat, however this is not the effect in this particular shot. Instead, we can 

argue that the low angle is supposed to imply we see the characters from the possessed Cheryl’s 

point of view, as such indicating she is not unconscious but instead watching her friends while 

they are unaware of it. The characters are not looking in the direction of the camera, which 

would imply the opposite, i.e. that it is not Cheryl’s point of view, however we see how the low 

angle can still have this effect as it is combined with a pan, following Linda as she moves, 

resembling a low point of view nonetheless. Another interesting mobile shot is where Cheryl has 

attacked Linda with the pen, and starts to walk towards Ash. We see a straight-on tracking shot 

of Cheryl, moving towards the camera. As in the previously described scene, we also see the 

point of view of the creature-subject as Cheryl is by the cellar door with Scott trying to force her 
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down. The point of view is presented through a low angle long shot of Scott holding an axe, with 

the creature-subject’s decaying hands visible in the foreground. This type of depth cues can also 

be seen in the shot of Cheryl holding a pen and moving towards Ash. Ash is laying on the floor 

under a bookshelf, and we see Cheryl’s hand holding the bloody pencil in the foreground.  

 

In this scene, we can see a more explicit depiction of the creature-subject, and also how the 

cinematography works in relation to this. Initially, the steady straight-on shots present a calm 

atmosphere due to the characters being happy and playing cards. We can, however, see 

indications of a horror-atmosphere in these shots as well, mainly through the distinct shadows on 

the characters faces, and the dark backgrounds which suggest it is night. In the symmetrically 

framed shots, mainly the long shot where we see the creature-subject floating in the air, the 

balanced composition and static framing emphasizes its twitching movements, as this is the only 

movement in the shots due to the static camera. This is also the case in a medium shot where 

static framing and a low angle is combined with the underlighting of the creature-subject, 

depicting it as superior and horrific simultaneously. In general, this scene incorporates a large 

amount of canted, low angle shots, making the overall setting look distorted. In addition to this, 

we see several tracking shots. According to Speidel (2007), who uses a scene in Halloween 

(1978) as example, tracking shots is often used to obtain a horror effect. We can see this 

phenomenon in the shots of Cheryl walking towards Ash. The straight-on perspective, with the 

creature-subject looking directly into the camera, presumably enhances the horror effect as the 

creature-subject in these shots appears to be walking towards the viewer rather than a character 

in the diegesis.  

 

In a following, quite short scene, the demon Cheryl is locked in the cellar, but is able to see the 

other characters through a gap between the cellar door and the floor. We hear the creature-

subjects grating, dark, voice as it breathes loudly. The light sources of the larger room falls on 

Cheryl’s hands through the gap, and we see how she grabs the chains surrounding the gap. The 

hands have a grey-yellow tone and the skin is crackling. We can see a window and that it is 

completely dark outside. In the next shot we see the creature-subject explicitly. It now has pale 

white, crackling skin on its face as well, black lips, grey disheveled hair and pink eyes. The 

creature-subject is laughing in a deep, distorted voice as we see it. As mentioned in the previous 
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scene, we assume Cheryl has started to rot as she became possessed, on account of the crackling 

pale skin and hissing voice, which connotes death. Again we see a window in the background 

revealing it is night. Nighttime, as it is dark, often connotes danger, and is used in horror films in 

general to large extent when creating a horror-like atmosphere. The eyes turning pink imply she 

is not human, which her demonic laughter further suggests. The fact that she is laughing, while 

being locked in the cellar and therefore presumably placed in a vulnerable position, also suggests 

the creature-subject itself does not see this situation as a threat – quite the opposite – as fun. We 

can thus assume the creature-subject knows it is superior to the other characters, which further 

enhances the threat posed to them.  

 

In the first shot of the scene, the cinematography suggests we see the room and the other 

characters from the creature-subjects point of view, as we can see its hands in the bottom of the 

frame. Furthermore, the framing is mobile, making the shot somewhat unsteady as it pans across 

the room. The characters are seen from a low angle, which imply they have the upper hand in 

this part of the film. Tonality is seen due to the white face in the following shot creating a 

contrast with the complete darkness in the cellar. No depth cues are used, as we see Cheryl 

standing next to a stone wall. This shot is a high angle close-up on the face, which as mentioned 

above generate a feeling of being closer to the subject, according to Balazs (2010), and in this 

case we can assume that the impression of being closer to the creature-subject is likely to 

generate horror rather than sympathy.  

 

Despite only consisting of two shots, this scene incorporates interplay of cinematography and 

creature-subject to great extent. The gap Cheryl looks out of, along with the chains used to lock 

her in the cellar, forms a frame around the characters in the room, which along with the mobile 

pan further implies what we see is from the creature-subject’s point of view. This is also 

suggested as the hissing voice is heard continuously in the shot, and as we cannot explicitly see 

the source of the voice, which we can in most shots in the film, we are led to assume that our 

point of view is the source of the voice. Generally this shot also contributes to making the setting 

seem distorted as we see the room from an unusual angle – i.e. from underneath the floor - an 

aspect we also saw in the previous scene and which contributes to creating a horrific atmosphere. 

The creature-subject’s voice is also a factor in generating horror, and as we hear this hissing and 
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dark voice, we do not see the creature-subject but instead we see the other characters reacting to 

it. This results in a similar phenomenon as in the first scene where we see Cheryl from the 

creature-subject’s point of view – their acting implies they see something horrible, which we as 

an audience are left to visualize mentally. In the following shot where we see the creature-subject 

explicitly, it is still hidden in the darkness of the cellar. The tonality of the pale face and the 

details of it is significantly emphasized due to the dark surroundings in the cellar. The high angle 

and lack of depth cues in this shot further punctuates the fact that the viewer is looking down into 

the darkness of a closed space, where an obvious threat is present, which presumably contributes 

to the horror effect of the scene. The shot scale of the scene can be seen as a way of bringing us 

closer to the creature-subject, at the same time as the mise-en-scène depicts it as being inhuman 

and threatening.  

 

6.2 Hellraiser (1987) 

This analysis will look three scenes and parts of Hellraiser: the introduction of the cenobites, 

Kirsty’s encounter with the cenobites in the hospital, and the final scene where she fights them 

and Frank is captured. The cenobites are the creature-subjects of this film. They are human-like 

creatures that has distorted their bodies in different ways, often with nails, hooks and wires 

attached to them. Although their names are never mentioned in the film, using the cenobite’s 

names according to the Hellraiser Wiki will make the distinction between the different cenobites 

in this analysis more straightforward: “Pinhead” is the main antagonist, having nails attached to 

his head. The “Chatterer” is the name of the cenobite with constantly chattering teeth and no skin 

around its mouth, the skin being held back by steel wires and hooks. The larger cenobite, most 

often seen with black googles, is called “Butterball”, and the female cenobite is simply called 

“female cenobite” (Hellraiser Wiki 2016). 

 

The first visual of the creature-subjects is in a scene taking place after Frank has opened the 

puzzle box and summoned the cenobites. We see the female cenobite with pale face, a pin 

through the upper part of the nose, and blue shadows around the eyes, lips and forehead. A part 

of the forehead is bulging. Metal wire coming out of the cheek. She seemingly has no hair. 

Pieces of flesh and red substances cover the floor. As we see Pinhead he walks slowly and 

upright. Rattling, moving, chains hang vertically from the floor, and pieces of flesh is hanging on 



32 

 

hooks attached to the chains. Light comes from windows in a blue shade, with pattern formed by 

small planks in front of the windows as the light lands on the mist. In the foreground we see the 

shape of a hook with an object attached to it. Pinhead has a pale white head and face with nails 

coming out of it, vertical and horizontal scars along the nails forming a grid. He wears a long 

black gown, with long sleeves. It covers the neck and is of a leather-like material. The gown has 

open parts on the chest, revealing large open wounds on the skin beneath it.  

 

The female cenobite’s pale white and blue face can, in the same way as the demon in The Evil 

Dead, connote she is dead and in some extent not human. The bulging part of the forehead 

implies something is hidden under her skin, which along with the wires and pins in her face 

further connotes she is not human. As we in another shot sees that the floor is covered in flesh 

and blood, the horror effect is further enhanced as we understand that the cenobite has been a 

part of the event leading to the large amounts of blood. We can also see by her slow walk and 

neutral facial expression that she is unaffected by her state, the wires and the pins. Pinhead’s 

slow and upright walk creates a solemn effect, which together with his long gown connect the 

impression to a sect or religious community. His skinless chest underneath the gown can be 

assumed to link this impression to horror, as it most likely inhuman to be able to withstand the 

pain of such a wound, yet we see him walking in a calm manner with a neutral facial-expression. 

As such, the mise-en-scène implies the creature-subjects are unable to feel pain to the extent 

humans do, which we can assume puts them in a superior position posing a greater threat to the 

protagonists of the film. 

 

We do not see an establishing shot of the female cenobite, but are instead presented an extreme 

close-up pan, showing the upper part of her face and head. The blood on the floor is shot from a 

medium-long shot pan from a high angle. The pan is not entirely horizontal, but moves up and 

down as it sweeps across the floor, which along with the high angle generate a realistic 

impression as it resembles the point of view of a person standing in the middle of the scene, 

turning his or hers head around to see. This point of view-effect can in this way contribute to the 

horror effect. The medium-long shot of Pinhead is shot from a straight-on perspective. It is 

mobile, however creates a static impression as it is steady and only incorporates a slight pan 

following Pinhead. He walks along the left focal points of the rule of thirds, which according to 
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Mercado (2013) draws the viewer’s gaze towards him. Depth of field is large in most scenes, 

however there are some exceptions where the chains hanging from the ceiling are used as depth 

cues due to the short depth of field, by having the chains in the foreground out of focus and as 

such placing focus on chains further away.  

 

This part exemplifies the overall cinematography of Hellraiser how a most likely rare interplay 

of cinematography and creature-subject functions. The initial pan, following the female cenobite 

as she walks, allows us to follow the calm pace in which she walks and simultaneously watch her 

neutral facial-expression, which she has despite the blood and flesh on the floor, and the wires 

and pins through her face. The high angle medium-long shot showing the floor covered in blood 

also enables us to see the extent of the disorder on the floor, by using a shot scale revealing large 

parts of the mise-en-scène, and also by using a pan that increases the identification with the 

cameras point of view. The shot of Pinhead incorporates large depth of field, however the mist 

around and behind the creature-subject creates the impression of a shorter depth of field, which 

enhances the creature-subject and its solemn walk further. We see how the cinematography 

brings forward a calm, yet frightening impression of the creature-subjects. The blood and gore is 

shot using steady framing, despite it being mobile, leaving the focus to be put on the details in 

the mise-en-scène of the creature-subject. These details, such as the pale faces, wounds, wires 

and nails, connoting that the cenobites are unable to feel pain, presumably plays an important 

role in creating a sense of horror in these shots. The cinematography enhances the creature-

subjects by being as static as possible and using relatively conventional composition. It is an 

interesting interplay as the cinematography takes up little space so to speak, yet can be seen as 

vital in the emphasis of the danger posed by the creature-subjects.  

 

In this next series of shots, Kirsty is at the hospital and opens the puzzle box, thereby 

summoning the cenobites. Before the actual creature-subjects are shown, we see a drip feed filled 

with red liquid, it explodes and the liquid is splashed on the wall. The lighting casts distinct 

shadows of the red splash on the wall. We see light falling on the walls in a lined pattern. A 

lamp, casting shadows on the wall, explodes. We see Kirsty looking around her quickly, 

screaming as she sees the drip feed and lamp blow up. She bangs on the door, screaming for 

help. Her eyes are wide-open and she breathes fast. We see the Chatterer who slowly walks 
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straight towards the camera. He has no lips and the remaining skin around his mouth is held back 

by wires and hooks, creating a striped pattern along the sides of his face. His eyes are stitched 

together, and he clatters his teeth constantly. We also see Pinhead, the female cenobite, and the 

previously unseen Butterball. Butterball is obese, has no hair on his head or face, he wears black 

goggles and a tight leather gown which his neck bulges over. He licks his lips in each shot.  

  

The red liquid in the drip feed connotes blood, and as it breaks and splashes blood on the wall we 

can associate this with getting hurt and starting to bleed, which is further connoted to danger and 

threat. The shadow pattern on the walls, which appear throughout this series of shots, implies 

light coming in from a window with the blinds partially closed. This pattern also connote 

imprisonment, as it resembles the bars of a prison cell. Although these would be vertical rather 

than horizontal, the shadows still imply there is something between Kirsty and the window, 

keeping her from the outside. This, in turn, further contributes to a sense of claustrophobia in 

combination with the empty walls and Kirsty’s failed attempt to reach someone who can open 

the door. The Clatterer’s face is, in the same way as Pinhead’s and the female cenobite’s, fixed in 

a presumably painful position. In contrast to the previously mentioned cenobites however, the 

Clatterer clatters his teeth constantly, which one can assume would generate great pain while 

having the skin around the mouth held back by metal hooks. As such, we can see a similar 

phenomenon to that in the previous sections: if the creature-subject is almost immune to pain 

compared to humans, how can the protagonists overcome it? We also see the cenobite Butterball 

connoting gluttony due to it constantly licking its lips, implying hunger, as well as its large size. 

The impression of gluttony is then combined with that of horror and pain – as imposed by the 

other cenobites – creating an uncanny sense as we may not see a common connection between 

pain and hunger.  

 

Initially, we see shots of objects behaving supernaturally – the blood, the lamp and the fog 

indoors – and we also see mobile close-ups of Kirsty panicking. As Balazs (2010) points out, the 

close-ups can be used to create sympathy for a character, which we can argue is the case in these 

shots as Kirsty’s reactions to the explosions are seen closely, and also from a low angle where 

we clearly see her frightened facial expression. The Clatterer is also seen in extreme close-up, his 

mouth towards Kirsty’s ear being placed in the center of the frame. The Clatterer as well as 
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Pinhead are in two shots symmetrically framed with bright, empty, backgrounds. The bright 

backgrounds which, especially in the shot of Pinhead, create a tonality of the dark character in 

the bright surroundings, puts forward the characters’ costume and makeup as areas of contrast 

engage the viewer’s attention. We also see the medium shots of Butterball and Pinhead pan 

around them in a steady horizontal motion. In this way, we see more detail as the creature-

subjects are rotated.  

 

At the beginning of this series of shots, the objects which behave supernaturally cast distinct 

shadows on the empty walls behind them. Creating a dramatic effect, this, together with the 

cinematography emphasizing Kirsty’s reaction to these phenomena by mobile close-ups, creates 

a sense of horror. The horror effect is presumably emphasized further as the symmetrically 

framed shots of Pinhead and the Clatterer show them looking into the camera, and in the 

Clatterer’s case also walking towards it, which is combined with a plane bright background. In 

this way, the costume and make-up of the creature-subject is emphasized significantly by the 

cinematography. Costume as well as make-up are in these shots detailed due to the scars, wires 

and wounds on the creature-subjects, while the cinematography - incorporating straight-on 

medium shots and perfectly balanced, static, framing – is quite toned down. We can argue that 

this will allow the details of the mise-en-scène to be observed in more detail. Another aspect of 

the cinematography at work in these shots is the tonality of the bright white background and the 

darker details on the creature-subjects. As this creates a contrast to the creature-subject, we can 

assume our eyes are drawn to recognize it more. In the pans around Butterball and Pinhead, we 

see a similar phenomenon. The creature-subjects are enhanced in the same way as in the 

symmetrical medium shots described above, and by panning around them they are also presented 

almost as products in a commercial, showing more details of the cenobites by seeing them from 

different angles.   

 

In the final scene of this analysis, the character Frank is killed by the cenobites, and Kirsty 

manages to overcome them. The first shot shows Frank’s facial expression changing from a 

smile, to a frown, as there are strong blue lights coming in from outside the gaps in a wall. A 

large amount of the shots uses this light from the gaps in the wall. As in the previous scenes, 

these gaps also create a pattern on the dust in the air. Just before the cenobites appear, the light 
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falling on Frank intensifies. As elaborated in the previous scenes, the creature-subject’s all have 

distorted faces with non-organic parts attached, such as Pinhead’s nails and the Clatterer’s hooks 

and wires. We do however, see more detail on the Clatterer as the first appearance of a cenobite 

is through a close-up on his mouth. More details on mouth is revealed – eight hooks are pulling 

the remaining skin around the mouth backward and the hooks are attached to wire which 

seemingly disappears under the skin. The clattering teeth are brown at the roots. In the first shot 

of Pinhead, the light patterns in the dust are seen in the background, and towards the end of the 

shot more light falls on his face. In general, the movement of the creature-subject is slow, 

however in a few shots appearing consecutively, chains are thrown across the frame at high 

speed. 

 

We first see Frank becoming worried, as he realizes something is happening when he sees the 

strong light coming from outside. The intensifying light on Frank function as a visual indication 

of the presence of the cenobites, and it also allows us to see more detail of Frank’s horrified 

facial-expression as more light lands on his face. A similar lighting element is used on the 

cenobites as they are presented in these shots. As Pinhead moves towards the camera a light 

source falls on his face towards the end of the shot, which creates a contrast towards the dark 

background, enhancing his face and its features further. The Clatterer’s brown teeth could 

presumably be associated with crudeness, further implying he is not human. The notion that the 

wires disappear under his skin can also be connected to the aspect of pain. As the creature-

subject is seemingly neutral to being in, what we can assume is, immense pain, it also poses a 

greater threat due to its lack of vulnerability.  

 

Generally, regarding cinematography, we can see similarities to the first scene described in this 

analysis. The framing is overall static, and steady in the mobile shots such as the pans. 

Continuously there is strong tonality of the light from the gaps in the wall and the darkness of the 

room. Also, the rule of thirds is applied in several cases, for example in a shot of Kirsty as she 

looks around, in a shot of Butterball, and also as the Clatterer pushes Frank towards the center of 

the room, both of them are placed along the left and right focal points. In contrast to the other 

scenes, we can see a stronger emphasis on short depth of field, mainly in the shots where the 

cenobites are shown. In a shot of Pinhead we see chains in the foreground and fog in the 
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background, the fore- and background being out of focus which enhances Pinhead, in focus. The 

shots of Butterball and the female cenobite also contain short depth of field with chains, as well 

as the pillar mentioned in the initial scene, out of focus in the foreground. As can be seen in 

another shot during Kirsty’s escape, the creature-subjects invulnerability is also emphasized 

using low angles, which according to Speidel (2007) connotes superiority. This shot also uses a 

pan to further accentuate this unequal relationship between Kirsty and Pinhead. We initially only 

see Kirsty, but as the camera follows her upwards, we see Pinhead from a low angle standing 

behind her.   

 

An aspect of the interplay is in these shots as well the toned down cinematography which by its 

static framing puts more focus on the actual movement within the diegesis. Overall, the shots are 

quite static, and mobile shots such as pans and tracks move steady and slow. The movement of 

the characters and the setting is generally slow as well, although there are elements of surprise, 

such as the chains being thrown past the camera. The shot of the chains is static, which further 

motivates the assumption that static framing is an important element in enhancing motion within 

the film. A short depth of field, in combination with lighting on the cenobites’ faces becoming 

more intense during the shot, can also be seen as putting further attention on the creature-subject. 

The pan revealing Pinhead behind Kirsty shows how cinematography can be used to surprise the 

viewer by hiding the creature-subject behind the protagonist and revealing it from a low angle, 

we are simultaneously surprised and overwhelmed due to the sudden and superior impression of 

the creature-subject.  

 

6.3 Stephen King’s IT (1990) 

The analysis of IT will focus on three scenes in the mini-series; the introduction of Pennywise, 

and two following attacks on the main characters. These scenes have been chosen as I believe 

they all incorporate an interplay of cinematography and mise-en-scène which will contribute 

significantly to investigating the research question. The first part of the opening scene is where 

we are introduced to Pennywise. We follow Laurie, a young girl who rides her tricycle home to 

her mother, and encounters Pennywise as she stays to pick up a doll. Laurie wears brightly 

colored clothes and has a red tricycle with her. The sky is grey and the environment is shown in 

saturated colors. Laurie stays to pick up the doll lying on the ground by her house. She hears a 
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voice coming from a drying rack where linen is hanging, and as she turns towards it nothing is 

there. In a following shot we see the drying rack and the linen moving in the wind, revealing 

what appears to be a person in a colorful suit and make-up. It wears thick blue and black make-

up around the eyes, white-painted face, sharp black eyebrows, dark red make-up on the mouth, 

red hair on the sides of its head, a red nose which appear to be its actual nose, and a baggy, 

colorful outfit in different colors and patterns.  

 

On a connotive level we can thus assume we see what appears to be a person in a clown suit. 

What differs in the mise-en-scène however is the nose; a clown costume usually includes a fake 

red nose, however the nose we see on the creature-subject appears to be made out of flesh, i.e. 

not a fake nose. This is bound to affect the impression of the creature-subject as this raises 

suspicion of what the clown actually is. This suspicion is further enhanced by the setting; the 

clown appearing in the drying rack where it is partially hidden by the linen. The young age and 

female gender of Laurie would according to Gillian Dyer’s list of semiotic signs convey 

innocence, which further connotes that she is posed to danger facing a supernatural being.  

 

In general, the scene incorporates static shots to large extent, rarely using a small depth of field. 

The composition is frequently balanced, giving the mobile shots where pans or tracks are used a 

sense of motionlessness. The balanced composition is emphasized in the shots where we see 

Pennywise, using a symmetrical balance in both shots where the creature-subject is apparent 

The scene rarely incorporates unbalanced composition. The exceptions are the introductory shots 

of the movie theatre and the house, where the canted, unbalanced, low angle shots can give a 

sense of uneasiness. The scene opens with establishing shots of houses, shot from a low angle 

pointing towards the sky, in most cases canted. We see linen hanging from an outdoor drying 

rack in another low angle shot, also canted. The establishing shots are static with little use of 

tonality. A tracking shot is used as Laurie hears the clown’s laughter and looks up towards it, we 

again se the drying rack from a canted perspective in a low angle, followed by a close up on 

Pennywise, framed by the moving linen. A majority of the shots are filmed using a large depth of 

field, the exception being the shots where Laurie is attacked. A Speidel (2007) suggested, angles 

affect the presentation of characters, and we see this at work in this scene as well. The shots 

where we see Laurie are filmed from a high angle, making her look vulnerable and more 
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childlike. The drying rack, as well as the houses and the sky, are filmed from a low angle and a 

canted perspective, depicting these as ominous and threatening. The lack of sharp shadows in the 

scene can be a way of enhancing the spread light due to the cloudy weather. Sharper shadows are 

however used in some cases, as we see in a canted shot of a house how underlighting, as 

described by Bordwell and Thompson (2013), is applied. As Bordwell and Thompson has stated, 

we can see how this gives the house an ominous, horrific impression, leading us to believe 

something bad is about to happen.  

 

An interesting aspect of the interplay between cinematography and the creature-subject’s mise-

en-scène in this scene is the recurring shot scales. By showing a canted low angle shot of the 

drying rack, after Laurie has heard Pennywise, the cinematography – a low angle long shot –

reveals there is nothing there and also manage to make the drying rack look distorted and 

uncanny. In the succeeding shot, a close-up on the creature-subject’s face, the creature-subject is 

framed by linen, i.e. we know it is present in the drying rack. Using the same low angle long shot 

as before, we see that the creature-subject is not there. I believe that the cinematography is able 

to emphasize the creature-subject’s mysterious appearing and disappearing by using the same 

framing and angles before and after a close-up on the creature-subject standing at that same 

place. Pennywise’s supernatural abilities are as such emphasized. As described above, a low 

angle canted perspective is used in several shots, where a similar effect of a distorted and 

uncanny setting is achieved due to the cinematography. Furthermore, we can see how the moving 

linen are incorporated with the cinematographic framing. The mise-en-scène in the two shots of 

Pennywise mainly consist of large white linen hanging from the drying rack, with the creature-

subject appearing behind them as they move past it. These shots are symmetrically framed, with 

the creature-subject centered. The colorful costume and make-up are emphasized due to its plain 

white surroundings and perfectly balanced framing. As Bordwell and Thompson (2013) points 

out, it is rare to use symmetrical framing and balanced framing is usually obtained in other ways. 

As symmetrical framing, with the creature-subject looking directly into the camera, is rather 

unconventional as Bordwell and Thompson points out, we can assume that this affects the 

impression of the creature-subject further, presumably by breaking the fourth wall and as such 

letting us see Pennywise from Laurie’s point of view. 
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In the scene where the boy Georgie plays with his paper boat in the rain, we can see even more 

aspects of mise-en-scène at work on the character Pennywise. In general, the setting is pictured 

in saturated colors, with the exception of the characters’ costume and make-up. It is raining and 

we see a young boy running along the sidewalk, following his paper boat which travels along a 

water-filled ditch in the road. He wears a bright yellow rain coat and runs along the sidewalk. 

Twigs and fallen leaves are lying on the ground. A highlight brightens up the rain and Georgie’s 

coat from the side. We see a construction sign, and Georgie running past a road construction. His 

boat flows down a drain in the sidewalk, and he encounters the creature-subject Pennywise who 

emerges in the sewers. The sewers are dark and the rain water is flowing down the drain. The 

costume and make-up of the creature-subject are the same as in the previous scene; the creature-

subject has red fluffy hair, white painted face, and thick eyeliner around its eyes, painted sharp 

black eyebrows, red lips, yellow teeth, and a big red nose. As it emerges from the sewers, his 

face is top lit, and as it attacks Georgie it is under lit. The voice of the creature-subject turns 

darker in the shot before the attack. In the shot where the creature-subject drags Georgie down 

the sewers, the background is dark, its teeth are sharp, yellow and uneven, and its eyes are red 

and yellow eyes highlight on face. This visual impression is combined with frowning and 

growling with a dark voice. 

 

On a connotive level we can see Georgie’s colorful costume implying childishness, and along 

with the acting, i.e. running along with the boat, this is further implied as we can assume Georgie 

is playing. The combined impression is an innocent environment, however this is accompanied 

by the horizontal highlight, emphasized by the rain’s reflection, which creates an impression of 

the sun setting, and that it is soon to be dark outside. This is also implied with the leaves on the 

ground, as this suggests it is fall, a season often associated with dark nights. Georgie runs 

through a road construction, connoting an unsafe environment for an alone child. The sunset and 

the road construction both connote threats to Georgie; darkness and danger. Still, we see him 

playing and laughing, unaware of these threats. We realize Pennywise is a clown due to his 

costume and make-up. As mentioned earlier, clowns connote playfulness and happiness, and are 

often associated with being child-friendly. The top lighting emphasizes his white painted face 

and red nose, and creates a contrast to the dark sewers. This contrast can be seen as a factor in 

further emphasizing the uncanny of a presumably child-friendly clown suddenly showing up in 
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the sewers, a place which connotes a cold, wet and closed environment not safe for children. The 

top- and underlighting at work on the creature-subject can be seen as an important factor in 

creating a horrific impression of it, as was also argued by Bordwell and Thompson (2013). The 

creature-subjects voice turning darker is likely to connote it being sinister and spiteful. In the 

final shot the lighting is casting sharp shadows, generating a dramatic horror effect. Its teeth 

turns sharp and uneven, connoting a flesh eating animal, thus leading us to believe that Georgie 

will be eaten alive. The darkness of its mouth also creates a contrast to the yellow teeth, drawing 

attention to these. Its eye color changes into red and yellow, which implies the creature-subject is 

supernatural. What further emphasizes the creature-subject’s malice is its dark growling voice, 

also giving it animal-like connotations.  

 

In general, the cinematography incorporates a static look although several shots are pans. As in 

the previous scene where Pennywise is introduced, composition is generally balanced, a majority 

of the shots are mobile however they obtain a static look due to the balanced composition. The 

balanced composition is due to the character in a shot being centered in the frame. A use of high- 

and low angles is also seen in Georgie’s encounter with Pennywise, as will be more thoroughly 

described later. In the beginning of the scene, shot scales are conventional, varying straight-on 

shots of different scales. The shot scales also reveal increasingly more of the mise-en-scène, e.g. 

we see more effects of the lighting as the shot scales go from a close-up on the boat, to a long-

shot of Georgie. As we could see in the previous scene with Pennywise, a shot from the creature-

subject’s point of view is seen before the actual creature-subject. In a low angle shot from inside 

the sewers the bright environment outside creates a strong tonality in relation to the dark sewers. 

During the dialogue between the creature-subject and Georgie we see a majority of close-ups, 

which, according to Balazs (2010), will contribute to a stronger connection with the characters 

we see. As such, we can argue that the use of close-ups towards the end of the scene increases 

our sympathy with Georgie, and our fear of Pennywise. During the encounter with the creature-

subject we can also see an interesting use of high- and low angles. According to Speidel (2007) 

high angles can be used to depict helplessness, and low angles can depict superiority. What we 

see in this scene however, is an opposite phenomena as the creature-subject is shown from a high 

angle, and Georgie is shown from a low angle. There is an exception of this when Georgie sits 

down by the drain at first, as he in this shot is shown from a high angle, but in the majority of 
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shots this is not the case. Depth of field is in most cases large, with a few exceptions in the close-

ups on the creature-subject where we see Georgie out of focus in the foreground. In the long 

shots we can see some use of depth cues, although the deep focus contributes to a flat picture 

look nonetheless. From the look of the scene it seems that a normal lens has been used, with the 

exception of the final shot, when the creature-subject attacks Georgie, as this has a wide-angle 

look which enhances the appeared closeness of the creature-subject. 

 

We can see how cinematography, e.g. by varying shot scales, reveal an increasing amount of the 

mise-en-scène, as can be seen in the introductory three shots of the scene. In a long-shot pan we 

follow Georgie, see him playing with the boat while he runs through a road construction. 

Because of the long-shot following Georgie as he runs along the sidewalk we can simultaneously 

see Georgie playing with his boat and running through a construction site, while the lighting 

suggests it is also nearly dark outside. As such, the cinematography enables us to get several 

impressions; the impression of a happy child playing, and the impression of a dangerous, 

although to many viewers recognizable, environment. Furthermore, using steady pans in a scene 

before the creature-subject emerges allows an effective overview of the, often recognizable, 

everyday environment that is to be disrupted. The shot from the creature-subject’s point of view 

suggests that something is present down in the sewers before we, or Georgie, have actually seen 

it. In this way, by using an angle opposite to the direction of Georgie’s gaze, we become aware 

of the creature-subject without having seen it. In the first shot where we see the creature-subject 

explicitly in this scene, it is top lit in front of a dark environment in the sewers. As mentioned 

above, seeing a clown in the sewers is an uncanny image as the connotations of the clown and 

the connotations of sewers are contradictory. The top- and underlighting contributes to a horror 

effect as described above. In these shots where we see the creature-subject in the sewers, the 

implications of cinematography can be seen as contradicting the meanings of the mise-en-scène, 

mainly due to the high angle from which we see the creature-subject. The high-angles used 

connote helplessness as mentioned above, however a clown in the dark sewers raise suspicion 

and seem uncanny. The high-angles are used in order to create a shocking effect as the final shot 

of the creature-subject uses a different angle, and, presumably, high-angles also emphasize the 

lurking of the creature-subject in the dark sewers. As mentioned, we see a close-up on 

Pennywise from a different angle in the final shot where Georgie is attacked. The image is tilted 
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and zooms in on the creature-subject’s sharp teeth. As the creature-subject previously has been 

shown from a high angle, which according to Speidel (2007) depicts it as helpless or inferior, 

changing to a straight-on shot with a wide-angle look will presumably have a shocking effect. 

The mise-en-scène of the creature-subject, in this shot specifically its red and yellow eyes and 

sharp, uneven, teeth, is emphasized significantly by zooming in on the mouth and teeth. The 

moving tilt distorts the creature-subject’s face and make-up and further contributes to a chaotic 

shot. An interesting note is that the chaotic impression is achieved with a relatively balanced 

composition, as the creature-subject is centered in the frame. The scene generally incorporate 

balanced composition, although not always completely symmetrical.  

 

Another scene which incorporates an interesting cinematographic interplay with the creature-

subject is where the boy Eddie is forced to shower after gym class, and, knowing about the threat 

of Pennywise, is frightened. We see Eddie quickly walking to the showers wearing a towel. 

Strong top lighting cast shadows of Eddie and the shower faucets along the walls. It is a tiled 

room with white walls, and the floors are wet. Eddie frowns. As Eddie starts to shower the rest of 

the faucets start gushing out water, and the faucets extend from the walls towards him. 

Pennywise voice is heard, and we see how its hands reach up from the drain, pulling the drain to 

become a large hole in the tiles from which it emerges. The creature-subject has the same 

costume and make-up as in the previous scenes, i.e. white painted face, red nose and red hair, 

with thick make-up around the eyes and mouth. When the creature-subject attacks, its 

appearance changes as well, its teeth becoming sharp and uneven, as well as its eyes becoming 

yellow and red.  

 

In the opening shot the top lighting creates strong shadows on the walls, which according to 

Bordwell and Thompson (2013) can contribute with making a character look sinister, and in this 

case we can presume the same argument is applicable to the setting. The shadows reach towards 

Eddie as he walks to the shower. He looks vulnerable due to his nakedness, and looks irritated 

due to his hasty walk and frown. The wet floor may also connote a risk of slipping, which further 

puts Eddie in a vulnerable position in case something were to happen. We can however deduce 

that he is in danger when all faucets turns on without anyone entering the room, and he hears the 

voice of Pennywise. As described in the previous scenes, the meanings of different aspects of 
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mise-en-scène are contradictory. We see what appears to be a happy clown, which connotes 

childishness and playfulness, however this clown intrudes on the privacy of the showers and 

ultimately attacks Eddie, creating a contrast with the playful impression.  

 

The opening shot is an extreme high angle, canted shot. Eddie becomes the focal point as he is 

placed according to the rule of thirds, walking from the top right to the bottom left focal point. 

The shot is, however, rather chaotic due to the canted and wide-angle look of the image. The 

faucets are shown from a low angle perspective, presumably simulating Eddie’s point of view. 

The low angles can also imply that there is in fact a threat as the faucets turn on, since, according 

to Speidel (2007), low angles are often associated with superiority. As Eddie takes his towel in 

order to leave the showers, we again see a shot from an extreme high angle with unbalanced 

composition, with the shower drain placed at a focal point according to the rule of thirds. Here 

we see an example of how composition can be used to emphasize important aspects of the mise-

en-scène; the drain, which Pennywise will soon emerge from, is placed on a focal point which 

draws our attention to it before we know that this is going to happen. As Pennywise emerges 

from the floor, Eddie is depicted from a high angle and Pennywise from a straight-on perspective 

looking directly into the camera. The shots of the creature-subject are symmetrically framed, 

with Pennywise being placed in the center of the frame, with walls surrounding him on both 

sides. This is the case for the medium shot, from which we first see the creature-subject, and also 

for the later close-up on its face.  

This scene, as well as the previous two in this section, begins with introducing the setting and 

character as posed to danger. This effect is achieved by the extreme long shot opening the scene. 

The canted high angle along with the strong shadows and Eddie’s irritated steps towards the 

shower exemplifies how the cinematography can be used to enhance the meanings of the mise-

en-scène, in this case Eddie’s vulnerability due to him being alone and naked in the shower. The 

creature-subject is depicted with symmetrical framing, which according to Bordwell and 

Thompson (2013) contributes to a balanced composition. Presumably this composition, in 

combination with the almost plain white background, puts more emphasize on the colorful 

costume and make-up of the creature-subject.  
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These analyses have shown that cinematography is indeed a large part of affecting the 

impression of the creature-subject. The results, which will be further elaborated in the following 

sections, show that most aspects of cinematography contributes to creating a sense of horror, 

however the most central aspects are likely to be framing and movement (or the lack of it) in 

shots depicting the creature-subject. We can see that there are several common aspects of a 

cinematographic interplay with the creature-subjects between these films. Mainly, framing and 

composition can be seen as central. There are also, however, differences in the use of mobile 

framing, as we see in the quite mobile shots in The Evil Dead. In general Hellraiser incorporates 

rather conventional cinematography, applying the rule of thirds and mainly straight-on 

perspectives, although high and low angle shots are used on occasion. IT may be seen as the 

most static of the three, and also incorporates symmetrical framing to large extent. The following 

section will discuss the findings within these three analyses in relation to the research question 

and place the results in further relation to theory and previous research.  

 

7. Discussion 

The aim of this essay has been to investigate the interplay of cinematography and creature-

subject in horror films, investigating the research question “How does the interplay between 

cinematography and creature-subject create a sense of horror in The Evil 

Dead (1981), Hellraiser (1987), and Stephen King’s IT (1990)?”. 

 

By using a semiotic method adapted to film, looking at the denotative and connotative elements 

of mise-en-scène, and putting these in relation to aspects cinematography, this interplay has been 

studied and the results both confirm and question theory. The results do indeed point towards 

cinematography being a key factor in affecting the creature-subject and its mise-en-scène. This is 

achieved by emphasizing details of the creature-subject’s mise-en-scène, often by incorporating 

the rule of thirds, movement or tonality to draw attention to the detail. Close-ups are often 

occurring and create an impression of being closer to the creature-subject, thus creating a sense 

of horror. One of the most common aspects of cinematography is the use of static, symmetrical 

framing (in many cases from a straight-on perspective) which was found to emphasize details of 

the creature-subject as well as movement within the diegesis as well. We could see this most 

clearly in IT, but also in Hellraiser, where the creature-subjects colorful costume and make-up 
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often was placed in the center of the frame, e.g. in the first scene and the scene where Eddie is 

attacked. As such, it is mainly the color and detail of the creature-subject that is enhanced in IT.  

In The Evil Dead, it was more apparent that the movements within the diegesis was accentuated. 

The film generally incorporates a large fraction of mobile shots, however we do see static 

framing of the creature-subject. In these shots, mainly the one where Cheryl is hovering in the 

air, the static framing along with the symmetrical balance in the image makes us pay more 

attention to Cheryl’s twitching movements, as nothing else in the frame is seeking out attention.  

 

Hellraiser, in conformity with The Evil Dead, incorporates a large amount of mobile shots, 

however those in Hellraiser are significantly steadier than those of The Evil Dead, which creates 

a continuously static look of the framing. In The Evil Dead, we can for example see the tracking 

shot of Cheryl walking towards the camera, in which there is a relatively symmetrical framing, 

and in Hellraiser we can recall the shot of Pinhead in the hospital. The horror effect of the 

creature-subject can as such be seen to be largely emphasized by a static, symmetrical framing, 

as this emphasizes the detail and movements within the diegesis. An interesting note is that many 

of the static, symmetrically framed shots depict the creature-subject as relatively still, and we can 

argue that this would further put focus on the visual contrast in the shot, rather than the contrasts 

created by movement, and as such placing our focus on the horror-effects within the mise-en-

scène. It is possible that this type of framing also can create a sense of horror as the lack of 

camera movements can reduce the impression of watching a film, and as such create an 

identification with the camera. To my knowledge this has not been proven by theory. 

Nonetheless we can argue that a static, symmetrical framing - often with the creature-subject 

looking into the camera – may resemble looking at a photograph where we are only concerned 

with the actual subject in the picture rather than the composition and angles of it. Thus it would 

be a relevant notion that a static, symmetrical shot can indeed create a strong identification with 

the camera, as the camera is a seemingly invisible element between the viewer and the creature-

subject. As Bordwell and Thompson (2013) has noted, a symmetrical and static framing is rarely 

used, and it is more usual to obtain balance by showing two character’s on each side of the 

frame, which is seen in the shot of the Clatterer pushing Frank in Hellraiser, or by centering a 

character in the frame, which is not necessarily synonymous to a symmetrical composition. As 
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such, we can consider if the unconventional symmetrical framing is a factor in creating a sense 

of horror, a notion which may be interesting to study further in the future. 

 

As mentioned, camera movements can also be a factor in creating a realistic impression. The Evil 

Dead incorporates a significant amount of tracks and pans. We see how this generates a sense of 

realism due to the documentary-like camera movements. This is most apparent in the first scene 

where Cheryl runs in the woods, and also in the tracking shots inside the cabin. The hand-held 

look of the camera creates a realistic environment where elements of horror are placed, creating a 

sense of horror. An aspect connected to a sense of realism is that of breaking the fourth wall. In 

all three films we see the creature-subject looking directly into the camera at some point. In The 

Evil Dead we see a tracking shot where Cheryl walks towards the camera, looking into it. As 

such we can see two aspects of realism: a tracking shot creating a documentary impression, and 

“eye-contact” with the creature-subject, which presumably would increase the viewer’s 

identification with the camera, and thus contribute to a sense of horror in the film.  

 

IT incorporates several scenes of this type, although significantly more static than in The Evil 

Dead. In the scenes analyzed in this study, Pennywise looked directly into the camera in most 

shots. We see how static versus mobile framing, as well as other camera movements, can affect 

the impression of the creature-subject’s gaze in the scene where Pennywise attacks Georgie, and 

in a following attack on Eddie. In the first scene, the shot of the attack is a tilted close-up which 

zoom in on Pennywise’s face as he has uneven, sharp teeth and wide-open mouth, as well as red 

and yellow eyes. We see these horror elements of the creature-subject simultaneously as the 

camera zooms in on it from a close-up. As Balazs (2010) has noted, a close-up allows us to get 

closer to what we see in a film, and as mentioned in the analysis, being closer to the creature-

subject would presumably increase the sense of horror due to the horror elements of its mise-en-

scène. The shot also zooms in, with Pennywise centered in the frame, presumably increasing the 

function of the close-up further, contributing to a horror effect increasing during the shot. In the 

shots of Pennywise as he attacks Eddie, we see long- and medium shots of it looking into the 

camera, these shots are however symmetrically balanced and static. Comparing these shots, we 

see that the attack of Eddie creates a sense of horror which is uncanny rather than frightening, 

while the attack on Georgie would be more of the latter. In this way, depending on the 
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cinematography of the shot, eye-contact with the creature-subject can have different effects and 

different ways of generating a sense of horror. 

 

The result was also found that by creating a contrast, either by lighting within the mise-en-scène, 

or by the tonality of the cinematography, a horror effect could also be created. In most shots of 

the creature-subjects, we see them being placed in front of a dark or bright background. When 

being placed in front of a dark background, such as Pennywise in the sewers or Cheryl in the 

cellar, light falls on the creature-subjects pale white faces which are emphasized due to their 

contrast to the background. The same function can be seen with bright backgrounds, as this 

brings forward the dark detail in the costume and make-up of the creature-subjects. In the scene 

in IT where Eddie is attacked, Pennywise is depicted in front of the white tiles of the showers, 

enhancing his colorful hair, clothes and make-up. A bright background is also seen when Kristy 

encounters the cenobites in the hospital. We see the Clatterer in one shot, as well as Pinhead in 

another, placed in front of the bright hospital wall and the white blinds on the window 

respectively. As such, the dark areas in their costume and make-up are enhanced due to the 

contrast, drawing attention to the elements of mise-en-scène connoting horror.  

 

A large depth of field is most frequently used, although there are occurrences of short depth of 

field as well. This is most apparent in The Evil Dead and IT, as Hellraiser was found to 

incorporate a shorter depth of field on several occasions. Depth of field can, according to Speidel 

(2007), be used to limit or emphasize the mise-en-scène, which the results of this study also 

points towards. The large depth of field generally reveals much of the mise-en-scène, and in the 

case of the films studied in this essay this allows a shot to present more potential threats to the 

protagonists early in a scene. As such, depth of field can be seen as an element in contributing to 

the horror atmosphere of a scene, as more dangers can be presented in each shot. An example of 

this is the scene where Georgie is attacked. In a long shot pan, with large depth of field, we 

follow him as he runs through a road construction, a place connoting danger before we have seen 

the creature-subject. We can also argue that a large depth of field is connected to the realist 

impression of many of the shots, as we are allowed to explore a larger part of the environment 

presented to us, which is not the case in shorter depths of field as these according to Speidel 

(2007) would limit our field of view. As mentioned above, a sense of realism can also further the 
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horror effect of the scenes. A specific element of The Evil Dead is also the frequently canted 

shots, making the setting seem distorted and as such creating an uncanny atmosphere. 

 

We see a recurring use of the rule of thirds, mainly in Hellraiser but this is also apparent in IT 

and The Evil Dead to some extent. The rule of thirds is according to Mercado (2013) a way of 

ensuring that the composition of a shot conveys a certain idea, in this case conveying a sense of 

horror. As we can see in the initial shot of Pinhead, the creature-subject is placed on the left focal 

points, his face being placed on the top left. In this way, our attention is lead to the creature-

subject despite the other elements in the frame that seek attention, such as the silhouette of a 

hook enhanced by a strong light source. It is interesting how IT and The Evil Dead, and 

Hellraiser to some extent also, although incorporating the rule of thirds at some points, mainly 

use other ways of directing our attention, such as the symmetrical framing and tonalities 

mentioned above, and also the element of breaking the fourth wall. Mercado further noted 

balance as an aspect of allocating focal points. Mercado’s notions has been supported by the 

results of this study, however we can also see it as equally important to note the focal points 

created by tonality, lighting and the characters’ movement. 

 

An interesting phenomenon, which was present in both IT and The Evil Dead was the low angle 

shots on protagonists. According to Speidel (2007), low angles are mainly used to place a 

character in a superior position, while high angles connote helplessness. It would, following 

Speidel’s note, therefore be logical to do the opposite, and show the protagonists from a high 

angle as they are posed to the danger of the creature-subject. We can however, also see that a low 

angle also depict fright more effectively than a low- or straight-on shot. An example of this is the 

low angle shot of Kirsty in Hellraiser as she screams while being approached by the cenobites. 

The low angle in this case allows us to see more of her facial-expressions which imply fear 

(wide-open eyes, mouth breathing fast) which might not have been as apparent from another 

angle. We also see, in IT, as the young boy Georgie has a dialogue with Pennywise, the creature-

subject being shown from a high angle. As such, we can assume that high and low angles has 

more functions besides the conventional ones noted by Speidel (2007). A possible alternate 

interpretation of high angles is the aspect of vertigo. Although this has not been noted by 

theorists to my knowledge, it is interesting to consider that high angles – especially on creature-
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subjects (or objects in general) placed in front of a dark background – can be a way of simulating 

fear of heights, however on a smaller scale than by, for example, looking down from a tall 

building.  

 

Speidel’s notion was however also proven on several occasions. The most distinct example being 

the shot in Hellraiser where we see a low angle pan following Kirsty upwards, revealing Pinhead 

is standing behind her. The pan stops on a low angle frame of Pinhead, letting us see Kirsty as 

she turns around and discovers his presence. In this shot, we get a threatening impression of 

Pinhead due to the low angle, and simultaneously see Kirsty’s reactions to Pinhead’s appearance. 

We can note the cinematographic function of revealing the creature-subject without neither the 

characters nor the objects in a shot moving around. This is likely one of the most prominent ways 

of creating a horror effect by letting the cinematography work around the creature-subject’s 

mise-en-scène. A similar, however not identical, phenomenon is present in the introductory 

scene of IT. Here we can note how the shot scales emphasize the sudden appearances and 

disappearances of Pennywise, showing him partially hidden in the drying rack from close-ups 

and medium shots, looking into the camera, and in between these shots also showing the drying 

rack from a long shot low angle, revealing Pennywise is not there. We can also note that the use 

of a low angle in this case is used to the effect described by Speidel (2007). Due to the 

cinematography in these shots, the sudden and uncanny appearance and disappearance 

accentuates Pennywise’s supernatural, seemingly omnipotent nature.  

 

A case where the character does move to reveal a hidden danger, is in the scene from The Evil 

Dead where Cheryl runs towards the cabin. In one shot where Cheryl has fallen, she turns away 

from the camera and looks along the road behind her, making the end of the road visible in the 

frame. We see the focus shifting from Cheryl to the end of the road, revealing trees falling down 

on the road, which is seemingly caused by an invisible force moving towards her. As such, we 

can also see that the characters’ movement reveal further horror elements as well, however the 

fact that cinematography alone is able to do this is of more interest in relation to the aim of this 

study.  
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It is quite remarkable that the appearing “lack of cinematography” is a substantial factor in 

creating the horror-effect, as we can see in IT and Hellraiser. Both films, as elaborated in this 

section, incorporate a static, rather neutral, cinematography: symmetrical framing (although this 

is also unconventional according to Bordwell and Thompson (2013)) as well as placing the 

creature-subject along the rule of thirds, add steady pans and tracks. As such, these aspects of 

cinematography is rather toned down, allowing the creature-subject’s mise-en-scène to be given 

more focus, thereby enhancing the connotive aspects of its appearance. Quite mobile 

cinematography can also be used to create a sense of horror, as we can see in the shot of 

Pennywise attacking Georgie, and also in the point of view-shots in The Evil Dead. In these 

shots, the vivid movements of the camera presents the creature-subject in a fast-moving and 

unpredictable manner, which presumably further implies the creature-subject poses a threat to 

the other characters.  

 

We can see a difference in the toned down and the mobile cinematography regarding what sort of 

horror effect is achieved. One could, on account of the findings of this study, argue that the vivid 

cinematography can have the effect of instant shock by a sudden horrific appearance, while, in 

comparison, the toned down cinematography creates an uncanny, unpleasant horror effect. A 

rather simplified simile which may emphasize this point further, is contrasting a “Boo!”-scare to 

that of seeing horrid footage on the news. News footage, besides the important fact that it 

actually shows real horrors, makes us feel scared in a different way than when we are instantly 

shocked by an encounter, and the fear we experience is presumably of an uneasy and 

uncomfortable nature rather than a more physical jump-scare. I believe this is an important 

aspect of the results as it puts forward the contrast between what we may call the jump-scare 

cinematography and the uncanny cinematography. As such, we see that the cinematography 

almost alone can play a substantial role in creating different types of horror effects.  

 

The results of this study are in line with the results of Nicholson’s study (2010), as he concluded 

that falloff, an aspect of lighting within the mise-en-scène referring to a quick change from bright 

to dark, along with the cameras movements and framing, are the key factors in affecting 

character depiction. It is interesting to note that falloff is present in horror films as well, although 

Nicholson’s relatively brief study did not take genre into major consideration. This study has 
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concerned the interplay of cinematography and the mise-en-scène of the creature-subject. The 

general conclusion is that there are two main ways the cinematography functions in relation to 

the creature-subject, i.e. with a physical or psychological effect depending on the nature of the 

cinematography. With these results in mind we can draw a parallel to Phillips study, as this 

further looks into the relationship of mise-en-scène creating a psychological effect on the viewer.  

 

Brophy’s notion of the significant change and increasing self-reflexivity of the genre in the early 

1980’s points towards an interesting aspect. As has been elaborated above, the films incorporate 

conventional use of cinematography, e.g. the low angle on Pinhead, but also challenge these 

conventions by placing a low angle on the victim. We can note the aspect of self-reflexivity in 

this case. Also taking into account the recurring use of static, symmetrical framing in these films, 

which according to Bordwell and Thompson (2013) is unconventional, we see the self-reflexive 

element Brophy (1983) is emphasizing due to the converted use of high and low angles. We can 

also see a connection to Hanich’s (2014) notion of dread as a feeling preceding that of fear. We 

see this occurring in, for example, the scene where Georgie is attacked by Pennywise, as the 

interplay of cinematography and mise-en-scène creates a threatening environment. As such, we 

see that the cinematography is also a factor in creating a sense of dread.  

 

Lamb’s article regarding action film camera movements have several similarities to the results of 

this essay. Lamb (2012) points out how a hand-held shaky camera can be used to increase the 

sense of action, an aspect we can see in the mobile shots of The Evil Dead as well, contributing 

to the shocking impression rather than the uncanny, as discussed previously in this section. He 

also notes that the low angle on a protagonist can be used to depict it as heroic, a notion which 

would extend Speidel’s (2007) ideas of the low angle effect to be more connected to the findings 

in this study. An interesting idea in Lamb’s article which we also can apply to this study, is that 

of the effects of an orbital camera movement around a character. He notes that the movement 

creates a sense of instability. We see this type of movement in the shots of the cenobites in 

Hellraiser as they are encountered by Kirsty in the hospital, and the camera slowly circulates 

around them one by one. Taking Lamb’s notion into consideration, we see the instability 

generated by the moving camera as creating an unpredictable effect, further enhancing the sense 

of horror. As such, we can see that the results can be put in relation to previous research and in 
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many cases correspond to it. Discussing previous studies in relation to this essay is rather 

interesting as the overlapping of the different topics become apparent: a stylistic aspect, in the 

mise-en-scène, is linked to the psychological aspect, which in turn has connections to the 

cinematography.  

 

8. Conclusion 
 

8.1 Conclusions 

The research question investigated in this study been focusing on how the interplay between 

cinematography and creature-subject create a sense of horror in The Evil Dead, Hellraiser, and 

Stephen King’s IT. By conducting a careful analysis of the meanings within the creature-

subject’s mise-en-scène and looking at the cinematographic aspect of the shots in which these 

meanings are presented, the results of the study shows several interesting aspects of 

cinematographic interplay with mise-en-scène. It was found that cinematography, mainly by the 

use of high and low angles (conventionally as well as unconventionally), static and symmetrical 

framing, large depth of field and close-ups is able to emphasize details within the mise-en-scène 

which make the setting or creature-subject appear threatening and dangerous. This study has 

thereby shown that cinematography is indeed a major factor in creating a sense of horror in the 

1980’s horror films studied in this essay.  

 

The main way cinematography interplays with the creature-subject is by clearly emphasizing, 

and drawing the viewer’s attention to, certain elements within the mise-en-scène which connote 

horror. How this is achieved can be seen as dependent on the type of horror the film wants to 

convey in a specific shot. An important note is that the mise-en-scène alone plays a large role in 

depicting horror. However from the results of this essay we can argue that the sense of horror, 

the experience of being frightened as audience, is largely due to the cinematography. 

Cinematography in the American and British horror films studied in this essay is in some cases 

toned down to put focus on the horror elements and movements within the creature-subject’s 

mise-en-scène. It is also mobile and moving in some cases, creating a sense of identification with 

the characters and also showing a larger part of the mise-en-scène, thereby being able to reveal 

other threats and dangers that might be present. The cinematography of Hellraiser accentuates 
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the way a relatively toned down cinematography can be used to great effect, by incorporating a 

static look in the mobile shots, putting emphasis on the mise-en-scène of the creature-subject. IT 

and The Evil Dead has exemplified that vivid camera movements also contributes to a sense of 

horror, however to a different kind of horror effect than in the toned down parts.  

 

Balazs (2010) notion of the close-up as a magnifying glass allowing us to get closer to what we 

see in a film, is supported by the results obtained in this study. This function has been found in 

shots of the protagonists as well as the creature-subjects. Balazs theory can be applied directly on 

the shots of the protagonists, however when looking at the creature-subject this study has shown 

that the effect of the close-up has a further dimension. In showing a close-up of, e.g., the clown 

Pennywise we get the impression of being closer to it, however, this also increases the horror 

effect of the shot. Speidel’s (2007) notion of the conventional effects of high and low angles can 

also be questioned in relation to the results of the analysis, as we see an opposite use of these 

angles. The creature-subject is in some cases seen from a high angle, which according to Speidel 

would make it look helpless and vulnerable. The discussion did, however, speculate on 

alternative effects of this high angle, and a possible connotation might be that of fear of heights, 

as we in both high angle shots of the creature-subjects see them in quite dark depths. This notion 

will however require further study, as the selection implying it is rather small.  

 

The results have also applied the concepts defined by Mercado, Bordwell and Thompson to the 

analysis, and these have contributed with a clearer definition of the different aspects of 

cinematography as well as their contribution to creating impressions of the creature-subject. The 

rule of thirds, as it is described by Mercado (2013) as a way of allocating focal points, was 

applicable to several of the scenes in the films, mainly the ones in Hellraiser. The results do 

show, however, that the rule of thirds as well as centering an object in the frame are not the only 

ways of allocating focal points in the films. Tonality, lighting and movement are equally 

relevant, the results show. This is in line with theory and is not contradictive, it is however 

relevant to note the possibility of the rule of thirds not being a major function within the horror 

genre compared to other genres more prone to use conventional cinematography, a notion which, 

however, also will require further study. We see how all the aspects of cinematography function 

together in creating a sense of horror. A close-up which also zooms in on Pennywise emphasizes 
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the close-up effect described by Balazs (2010), a low angle pan upwards creates – as Speidel also 

suggested – a impression of a superior creature-subject, and the initial shot of Pinhead is further 

emphasized due to the rule of thirds, the lighting and movement of the creature-subject. 

 

As mentioned in the discussion, what we do not see can be equally, if not more, frightening than 

what we see explicitly. For example the point of view shots in The Evil Dead: we see Cheryl’s 

horrified reactions to what is following her, but we as viewers does not know what she sees, and 

are instead allowed to use our imagination to guess what could be so frightening. This same 

phenomena can be seen in the first scene of IT, as elaborated in the discussion, where we only 

see two shots of Pennywise, but several other shots of the place it is supposedly standing. The 

interplay between cinematography and creature-subject can in this way create a horror effect by 

varying shot scales, and in the case of the low angle pan on Pinhead, also by moving around a 

relatively static environment. Static, symmetrical framing, but also vivid movements, is one of 

the main ways the cinematography can create a sense of horror in The Evil Dead, Hellraiser and 

IT. This is in most cases combined with the creature-subject looking into the camera, which can 

be a way of further creating a sense of horror due to the creature-subject being able to “see” 

outside of the diegesis, and as such creating a stronger bond to the viewer.  

 

Balance, which is related to the symmetrical framing, thus emphasizes the creature-subject and 

its mise-en-scène. The results have also shown how several other aspects of cinematography 

interact with the elements of mise-en-scène in order to create a sense of horror. Close-ups of the 

creature-subject generally enhances the sense of horror as we get the impression of being closer 

to it. This has been found to be further enhanced by camera movements towards it. Pans and 

tracks can, as in the case of The Evil Dead contribute to a documentary impression, thereby using 

a realistic look to create a sense of horror. As mentioned above, tonality, lighting and movements 

have been found to be used to almost larger extent than the rule of thirds.  

 

As such, there are several cinematographic aspects which are applied in creating a sense of 

horror. A general conclusion to this study is therefore that cinematography, mainly by varying 

the speed of camera movements: pans, tracks and tilts, as well as by incorporating a static, 

symmetrical framing to some extent, can affect the sense of horror in different directions. These 
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directions can according to the results and discussion be defined as the physical and the 

psychological direction. More specifically, a film can by the use of vivid cinematography and 

sudden camera movements present the creature-subject in a sudden manner, creating what we 

most closely (within the scope of this study) can describe as an shock, leading to a sense of 

horror instantly. The sense of horror created by vivid cinematography can thus be seen as 

somewhat physical, as it creates a shock within the viewer. In incorporating a static look in a 

horror film, the creature-subject is presented in a more lingering and uncanny fashion, allowing 

the viewer time to reflect upon the elements of mise-en-scène which in various ways connote 

horror. In relation to the shock obtained by vivid cinematography, this can rather be described as 

a psychological direction in creating a sense of horror, as it allows for a feeling, rather than 

reaction, to take place in the viewer.  

 

8.2 Further research 

Although it is not within the scope of this study, it is quite difficult to completely separate a 

viewer’s reactions and interpretations from psychological studies when concluding the results. A 

further study may therefore look more closely into the relation between cinematography and 

psychology, seeing what psychological effect different uses of cinematography can have. A 

possible relevant study in doing so can be Sigmund Freud’s The Uncanny (Das Unheimliche), 

which is likely to give further insight regarding the unpleasant emotions evoked by static 

composition. Furthermore, as the editing aspect was left out of this study, further research may 

find it interesting to look at the role of Eisenstein’s montage theory in relation to modern horror 

films. Alternative interpretations of high- and low angles in horror films is also an interesting 

topic for further studies, as this essay has implied that the conventional interpretations are not 

always applied in horror films, such a study is likely to make a relevant contribution to the area 

of cinematography in general. This study briefly touched in the “breaking the fourth wall”-

phenomena, and as this element can be seen as disrupting the diegesis, a study of the voyeuristic 

aspect of breaking the fourth wall in horror films would be rather interesting.  
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9. Summary  

This essay is made with a purpose of investigating the interplay between cinematography and the 

creature-subject in three films produced 1980-1990: The Evil Dead, Hellraiser, and Stephen 

King’s IT. The aim of the study is to offer some new insights into how horror films manage to 

generate fear. Previous research has showed that focus is rarely placed on horror film 

cinematography, but rather on more thematic aspects such as gender or culture. Therefore it is 

also the intention that this study make a small contribution to a more comprehensive field of 

research. The films analyzed in this study all made an impact on popular culture at the time of 

their premiere, and continue to inspire our culture today. A combination of a textual, 

neoformalistic and semiotic approach is used in studying the topic. Mainly, however, a textual 

approach is used as this, according to Philip Brophy in his article Horrality: The Textuality of 

Contemporary Horror Films (1983), is the approach most applicable to 1980’s horror films. The 

neoformalistic approach is used as it is rather adaptable in relation to this topic, and the semiotic 

approach is used as methodology. In looking at the interplay of cinematography and mise-en-

scène of the creature-subject, the semiotic approach is thereby applied. This is appropriate as it 

enables a detailed method for looking at the meaning carried by the “signs”, i.e. the small details 

of the creature-subject’s costume, make-up and mise-en-scène in general. The analyses was 

conducted by looking at the denotative and connotative aspects of the creature-subject and its 

mise-en-scène, i.e. describing the signifiers and signifieds within the signs (although this 

terminology is not applied in the analysis). The results of these analyses implies that the most 

prevalent aspects of cinematography affecting the sense of horror was framing and camera 

movements. The results point towards two different directions of cinematography regarding the 

depiction of the creature-subject: a physical and a psychological direction. The physical direction 

is the shock-effect of a mobile and vivid cinematography, and the psychological is the lingering 

and uneasy feeling generated by a static and in some cases symmetrically framed creature-

subject. 
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11. Appendix 
 

For all scene outlines, the following abbreviations are used: 

C: Cinematography 

M: Mise-en-scène 

#: Reference to cinematography of previous shot.  

BG/FG: Background / Foreground 

CU: Close-up 

MS: Medium shot 

LS/XLS: Long shot / Extreme long shot 

LA/SO/HA: Low-angle / Straight-on / High-angle 

DOF: Depth of field 

 

Appendix 1: The Evil Dead (1981) Scene outlines 

Scene (part of longer sequence): Cheryl runs away after attack in the woods  

1: MS, LA. Cheryl falls down while running. Short DOF, focus changing from Cheryl to the 

path behind her.  

M: Tree falls down on path, highlight on tree. 

2: LS pan, mobile, following Cheryl as she runs. Shallow DOF, focus on Cheryl.  

3: XLS Cheryl, mobile tracking shot. Cheryl mainly centered in the frame. Camera tilts 

back and forth and change angle continuously  

M: Fog on the ground is highlighted. Tall trees, bushes and branches on the ground.  

4: #2 

5: #3. Top lighting on trees – moonlight effect.  

6: #2. CU face. Runs past light source. 

7: #2. CU legs. Light source on legs.  

8: #2. CU legs, angle from behind Cheryl. 

9: #3.  

10: MS, SO. Runs towards camera.  

M: Shirt has been ripped apart and she doesn’t wear pants. Cheryl falls, and crawls along 



 

11: the ground (C: high angle, pan following her). Light source becoming stronger, Cheryl as 

well as the grass is highlighted.  

12: Static shot, the cabin centered. Shallow DOF. Cheryl runs towards it, out of focus, in FG. 

Focus shifts to Cheryl as she runs and falls. Dynamic composition as Cheryl runs along 

the left focal points (rule of thirds).  

M: Strong light source to the left of the house, creating a silhouette of Cheryl as she runs 

past. 

13: LA. MS/LS Cheryl tries to open door. Large DOF.  

M: Strong light source – Cheryl’s shadow is distinct on the door. 

14: Forest, mobile tracking shot. Tracks a tree upwards (XLA), then back to ground level as 

tree falls (SO). 

15: #12 MS.  

16: XHA. Large DOF. Unbalanced composition, Cheryl moves along horizontal center, keys 

to the bottom right in the frame.  

M: Top lighting on keys above the door. Cheryl reaches for keys.  

17: LA mobile tracking shot past car, towards the cabin. Tilts.  

18: #15. Grabs keys.  

19: #14. Tries to open door with keys. 

20: #16, cabin in center of frame. Symmetrical framing. 

21: CU hand trying to open door with keys. 

M: #12 

22: #12 CU face, screaming. 

23: #19. 

24: HA #20 

25: LA XCU #21. 

26: #19, towards Cheryl. 

27: XCU #20 

28: #19, from the side towards Cheryl. 

29: MS keys falls on porch.  

M: Cheryl’s foot dirty and bloody. Strong light source on keys. As Cheryl reaches for the 

keys, an arm grabs her arm.  



 

30: LA LS, Ash and Cheryl.  

M: #12. Ash and Cheryl go inside. Cheryl panicking.  

31: #19, towards door as door closes. Tracks backwards away from cabin.  

 

Scene (part of longer sequence): Cheryl becomes obsessed.  

1: C: MS Static. Dynamic composition, Linda to the left. Depth cues: Shelly FG out of 

focus, Linda in focus MG, background out of focus. SO, levelled. Tonality due to Linda’s 

bright jumper, rest of image is darker (Shelly’s hair and shadows in background). 

Medium DOF. 

M: Acting / props - Shelly holds up card from deck of cards. Costume – white jumper, 

pink lipstick, rouge and blue eye shadow. Lighting – highlight from the left, strong 

shadows on Linda’s face. Acting – smiles when guessing the right card. 

2: C: MS static. Dynamic composition with Ash to the left in the frame. Depth cues: Ash 

FG, fireplace in background. SO shot, levelled. Medium DOF. Tonality with dark 

background.  

M: Lighting – light source on Ash.  

3: C#1. 

4: C: Reverse #1: Shelly to the right.  

5: C: MS Linda and Shelly, POV from the side with them looking at each other. Balanced 

composition with respect to Linda and Shelly, except Cheryl who sits by the side of the 

window. DOF large. 

M: Acting – Linda and Shelly sitting on the sides of the frame, they are laughing. They 

form a frame around Cheryl who is sitting by the window in the background by herself, 

silent, looking out the window. Setting – Walls are rough and somewhat dirty.  

6: C: CU mobile, POV hand holding queen of hearts. 

M: Cheryl stars reciting the drawn cards without looking at them, in a distorted nasal 

voice.  

7: #5. 

8: #6. Taking up different cards, Cheryl reciting them despite not seeing them.  

9: C: #4.  



 

10: C: LA CU Cheryl. Mobile – whip-pan as she turns around as demon.  

M: Underlighting. Makeup – completely white eyes, dark purple shadows along neck and 

face, purple lips. Cuts from attack still there. The gum is black.  

11: Mobile MS/LS, SO. Canted to the right. Ash, Shelly and Linda gasps. DOF large. 

12: MS Cheryl. Slight LA. Symmetrical framing. Medium-large DOF.  

M: #10. 

13: #11, canted to the left. Static. 

14: C: LS Cheryl, LA. Static. Symmetrical framing with four objects in the background, each 

placed in a corner, and Cheryl floating in the center of the frame, also framed by the 

window. Large DOF. 

M: Lighting – underlighting from the left, lighting up wall and Cheryl. Acting – Cheryl 

twitches in the air.  

15: #13. 

16: #12. Tonality to window (dark outside) revealed behind Cheryl.  

M: Acting – falls to the ground.  

17: #13 

18: C: HA MS/LS, Cheryl lying on the floor. Unbalanced with Cheryl to the bottom right of 

the image. Large DOF. Slightly mobile framing although steady. 

M: Top lighting on Cheryl. Props – pencils centered in frame.  

19: #13. Mobile, but steady, following characters as they move. LA.  

20: #18. Linda and Ash moving towards Cheryl. 

21: Tracking shot, HA, over the shoulder of Ash, towards Cheryl. 

22: CU/MS Ash, LA. Mobile framing following him. 

23: CU decayed hand grabbing pencil. Mobile following hand.  

M: Twitching movements, shaking. Pink nail polish and grey, yellow and uneven skin on 

hand. 

24: #22. CU. 

25: #21. Cheryl wakes up. 

26: LA MS. Canted. Tonality to window in BG – dark outside.  

M: Cheryl rises, than reaches down towards a character’s foot. 

27: CU hand stabbing foot with pencil. 



 

28: XCU Linda’s face, screaming.  

29: #27, jamming pencil in heel.  

M: Blood pouring out of foot. Linda screaming.  

30: #28. 

31: #27 

32: CU hand holding pencil, LA. Pencil is broken. Other hand grabbing wrist of rotten hand.  

33: MS Cheryl, hitting Shelly who falls down. Unbalanced and static, with Cheryl to the 

right. 

34: LS Shelly hits wall and falls. 

35: MS LA Ash and Cheryl. 

M: Cheryl grabbing Ash’s face and throwing him away. 

36: LS LA ash hits wall. 

37: MS. Tracking shot following Cheryl who walks towards camera.  

M: Head leaning to the side. Grinning.  

38: LS tracking shot towards Ash who is on floor under bookshelf. Cheryl’s hand holding 

bloody pencil in FG = depth cues.  

M: Window in top left of frame, dark outside. Tonalities. Lighting on Ash and the 

bookshelf.  

39: #37. 

40: MS. Scott thrown in wall. Pan, following him as he falls. SO  LA. 

41: #37 

42: #38 MS. 

43: #40, HA, Scott picks up axe and runs out of frame. 

44: #42. 

45: MS LA, Scott punches Cheryl with axe. Static.  

46: XHA static, MS Cheryl falls. Underlighting on Cheryl. Tonality – door to cellar (in the 

floor) open, dark inside.  

47: LA MS Cheryl, Scott kicks her and she falls down to the cellar. Mobile. Scott tries to 

close door. 

48: XHA LS Scott, from inside cellar. Scott punches Cheryl with axe. POV Cheryl as we see 

her hands in FG. Mobile. 



 

49: LA CU mobile. Cheryl’s face, now white and uneven skin, grey hair, white eyes.  

50: #48. 

51: #49. 

52: #48. 

53: #49. 

54: #48, hands grab Scotty’s leg.  

55: #49. 

56: #48. Scotty closes door.  

Scene: Looking out of the cellar 

1: C: Mobile LS, LA floor. Hands seen in FG, rocking chair MG, Scott, Shelly and Ash BG 

in focus. Somewhat short DOF, hands not in focus. Pan across room.  

M: Costume – hands are grey, yellow and white, with crackling skin. Cellar is very dark 

with no light source. Light source from outside the cellar brightens up hands. Acting – 

creature has grating dark voice and is breathing loudly. Dark outside windows, only light 

source is from within the room.  

2: C: HA CU creature-subject’s face. Strong tonality due to white face and black 

surroundings. 

M: Skin on face and hands is crackling and white. Black lips and pink eyes.  

 

 

Appendix 2: Hellraiser (1987) Scene outlines 

Scene: Introducing the Cenobites 

1: XCU Female cenobite, upper part of face. Pan following her as she walks. Short DOF 

with chains hanging in the FG. 

M: Pale face, pin through upper part of nose, blue shadows around the eyes, lips and 

forehead. A part of the forehead is bulging out as if something is underneath the skin. 

Metal wire going out from the cheek and out of the frame. No hair.  

2: HA MS pan across room, chains, hooks, flesh and large amounts of blood on the floor. 

Hooks hanging in chains from the ceiling with flesh on it.  



 

3: CU SO chains hanging vertically from the ceiling. Light bulb oscillating back and forth. 

Shallow DOF with chains in MG in focus.  

4: LS/MS SO. Mobile but very steady, slight pan following Pinhead. He walks along the left 

focal points (ROT). Large DOF, however mist created impression of shorter DOF.  

M: Pinhead walks slowly. Chains hang vertically from the floor, pieces of flesh hanging 

on hooks. Light comes from windows in a blue shade, with pattern formed by small 

planks in front of the windows as the light lands on the mist. He has a pale white face 

with nails coming out of it, vertical and horizontal scars on his face forming a grid of 

scars. Long black gown, long sleeves, covering the neck, leather-like material. The gown 

has open parts on the chest, revealing large open soars on the skin.  

5: CU hand, HA. Mobile following the hands movements.  

M: Hand reaches towards blood and pieces of flesh lying with chains on the floor.  

6: CU pillar, mobile. Pan upwards an unstable pillar which is spinning around. Wire, hooks 

and nails are attached to the pillar together with pieces of flesh and blood.  

7: #2. Picks up a piece of a face. 

8: CU skin of face scattered on floor. HA static shot. 

M: Hooks are holding parts of the face. There is blood on the skin parts. Hand places the 

missing piece of the face.  

9: MS Pinhead, following him as he stands up. Rather short DOF, chains hanging in the 

room (#1) and those closest to camera are out of focus. Pinhead placed on the right center 

of the frame.  

M: Windows casting shadows as in #1.  

 

Part of scene: Cenobites in the Hospital 

1: MS drip feed filled with red liquid, it explodes and the liquid is splashed on the wall.  

M: Lighting – casting distinct shadows of the red splash. 

2: CU Kirsty’s face. Mobile SO shot. 

3: XCU wall – red liquid running along the wall.  

4: CU lamp on wall – explodes. Patterns on wall (due to blinders by the windows), as well 

as sharp shadows of the lamp. 

5: #2, LA. Fog blows past her, covering the frame. 



 

6: MS/CU Static, the Chatterer almost centered in the frame, moving towards the camera.  

M: BG wall is white. Costume – no lips, skin around mouth being held back by wires. No 

skin at the back of his head with an extension of his collar pushing towards the scull. 

Wears a black gown, leather. . Distinct shadows due to top lighting. Chattering teeth and 

walking slowly. 

7: #2, Kirsty moving away from the camera. She is visible through fog. 

8: Mobile CU/MS following Chatterer. SO.  

9: HA MS Kristy, Chatterer in FG, slightly short DOF with Kirsty in focus. 

M: Chatterer walking slowly, Kirsty stuck in corner, Chatterer puts his fingers in her 

mouth as she screams.  

10: MS Pinhead. Symmetrically balanced.  

M: blinds on windows in BG, very bright BG.  

11: XCU Kirsty and Chatterer. Chatterer has mouth to Kirsty’s ear – we see him in profile, 

his mouth at the center of the frame, revealing much detail simultaneously as we see 

Kirsty’s reaction.  

12: CU Butterball, licking his mouth. Mobile, pan around him. SO. 

M: Butterball is rather overweight with no hair. Wears googles, skin hanging over the 

goggles and his collar.  

13: #11. Static.  

14: #10. Mobile, steady pan around him.  

 

Scene: Cenobites vs. Frank and Kirsty (Selected parts from the final scene) 

 Part: Frank is caught.  

1: Static MS LA Frank. Composition – ROT. Tonality – white shirt, dark shadows in 

background. Depth cues - shallow DOF as wall in BG is out of focus.  

M: Holding knife. Blood in hair and on shirt. Acting – facial expression changes from 

pleased to worried. 

2: SO Static CU gap in brick wall, placed in bottom center of frame. Depth cues – part of 

brick wall in FG out of focus, gap in focus.  

M: Blue light coming in from outside, moving upwards, falling on dust in the air. Small 

planks cover parts of the gap, creating a pattern of shadows on the dust.  



 

3: #1. Acting – Frank, worried, deep voice: “What the hell is that?”. 

4: Static LA CU another gap in the brick wall. Gap in left part of frame, lights creating a 

reflection of the gap on an opposite wall, creating symmetrical framing.  

M: #2.  

5: Static LA CU two gaps in the wall; one placed top left, and one placed bottom right – 

along focal points of ROT. 

M: #2 on both gaps simultaneously.  

6: HA Kirsty, slow pan following her as she stands up.  

M: Light from gaps in wall (#2) in background, and on Kirsty.  

7: MS/CU Frank, centered.  

M: BG – a gap with light coming through, the light falling on Frank and getting more 

intense. 

8: #6. Slow horizontal pan as Kirsty looks around. Kirsty placed along left focal points – 

ROT.  

M: Light moving in background, creating patterns on the walls (#2).  

9: Static MS SO, Pinhead centered, balanced composition. Tonality – strong light from gaps 

in wall (upper right, and upper left focal point – ROT) in contrast to darkness inside the 

room. Large DOF. 

M: Underlighting on Pinhead – distinct shadows from nails in his face. Light from gaps 

casting shadows creating patterns in the dust. Costume and make-up: as in previous 

scenes.  

10: Static MS female cenobite, tonality to outside light as in #9. Unbalanced composition as 

it is placed between top left focal point (ROT) and center. 

M: Costume: as in previous scenes. Lighting –patterns in dust as in #2, same patterns 

falls on cenobite, as light moves more of the character falls under it, becoming visible.  

11: Static MS, slight LA Cenobite with black goggles. Placed to the left according to ROT.  

M: Light falls in from the windows, pattern falls on cenobite and walls (#2). As cenobite 

slowly turns towards camera, more light falls on it revealing its face. Costume as in 

previous scenes.  

12: Mobile CU Frank face.  

M: #1. 



 

13: CU/MS Static. Chains thrown past the frame, being placed in the top and bottom center 

of the frame. Tonality – contrast between light from window and darkness in room. 

M: Completely dark in room apart from light falling on chains. Blue light on chains 

making them look cold. 

14: #13, different angle. More blue light on chains in this shot. 

15: #13, same angle, more chains. 

16: CU pillar, canted shot.  

M: dark (black) BG. Hooks, wire and nails on pillar with skin, blood and pieces of flesh 

hanging on them. 

17:  #12. 

18: #16, stable tracking shot towards and past pillar, revealing more blood on the nails and 

wire. Light source from the side.  

19:  #6. 

20: CU mouth of the Chatterer  

M: costume as in previous scenes, more details on mouth revealed – eight hooks are 

pulling the remaining skin around the mouth backwards, the hooks are attached to wire 

which seemingly disappears under the skin. Teeth are brown at the roots. Teeth are 

chattering.  

21: Mobile, pan following characters. SO. MS Chatterer and Frank. They are placed on the 

left and right focal points respectively (ROT). Pan moving past the pillar which is out of 

focus in FG. Short DOF with pillar FG, characters MG (in focus), and wall BG (out of 

focus).  

M: Cenobite pushes Frank (towards the center of the room). Light from windows falling 

on walls and the characters (#2). 

22: CU Mobile. SO. Pinhead face. Short DOF with chains in FG and fog in BG. 

M: Lighting – on fog, dark in general with light falling on his face towards the end of the 

shot. 

23: Mobile CU female cenobite. SO. Short DOF with pillar and chains in BG. 

M: costume as previous scenes. Few hairs are still on head. Top lighting.   

24: Mobile CU SO. Butterball, short DOF with chains in FG. 

M: costume as previous scenes.  



 

25: CU/MS mobile. SO. Pinhead centered symmetrically, short DOF with pillar in FG. 

M: light from windows as in #2. Pinhead walks towards camera, light falling on his face 

(underlighting) at the end of the shot.  

Part: Kirsty running from Cenobite. 

1: LS/MS Static, female cenobite. Door-frame FG, handrail of staircase MG and cenobite 

BG (in focus). Short DOF. Cenobite placed in center of frame, however hidden partially 

by door-frame.  

M: Acting – looking into camera, walking towards it.  

2: Mobile CU Kristy’s face. 

M: Acting – scared. Blood around mouth.  

3: MS Mobile, zooms in. HA Julia’s corpse on bed, holding puzzle box.  

M: Skin on face has been ripped off, hooks are stuck to the face. 

4: #2. 

5: #3. 

6: #1. MS, closer to camera.  

7: #2. 

Part: Kirsty facing Pinhead 

1: LA Kirsty. Mobile shot, following her upwards as Pinhead is revealed.  

M: lighting from the side, light only on Pinheads face and body. 

2: SO shot, Kirsty looking upwards, frightened. Light from the side. 

3: CU Pinhead face. Slight LA. Completely black BG – contrast to pale white face.  

4: #2.  

Appendix 3: IT (1990) Scene outlines 

Scene: Introducing Pennywise 

1: C: Mobile framing. Unbalanced composition. Depth cues – houses in BG right, movie 

theatre in FG left. CU movie theatre logo (paramount). Deep focus. Low angle movie 

theatre, pan upwards towards sky – lightning/thunder. 

2: C: Static shot. Unbalanced (house FG right, houses BG left). CU house. Canted framing, 

low angle looking towards sky. Deep focus.  

M: Underlighting on house.  



 

3: C: LA+ CU outdoor drying rack. Static shot. Tree BG, outdoor drying rack FG. Slightly 

canted. Short DOF. Balanced with drying rack centered.  

4: C: CU straight-on washing line, towel and shirt. Static. 

M: Colorful shirt and towel.  

5: C: CU chinaware, HA. Rain has filled the tea cups and tray. Static. Balanced, 

incorporates depth cues with large DOF.  

M: Blue pattern on chinaware, with bright red object in background.  

6: C: CU HA tricycle. Mobile shot. Pan tracing the bike. Child singing and riding tricycle. 

LA house, bike goes by. Balanced, house to the right, tricycle centered and other bikers 

to the left.  

M: suburban houses, family friendly place. Brightly colored houses.  

7: C: SO LS, pan upwards following mother up the stairs. Short DOF, BG in focus. 

Balanced.  

8: C: XLS, HA child tricycle. Larger DOP; FG out of focus (house), middle ground child in 

focus.  

9: Mobile Mom, MS LA.  

M: Mom wearing brightly colored clothes, smiling. Clothes on washing line also bright.  

10: C: Mobile #8. Laurie takes her tricycle towards the house. Pan following L, outdoor 

drying rack enters FG in focus. 

M: Rain and cloudy environment.  

11: C: CU  

M: Setting - doll on ground, Laurie stays to pick it up. 

12: Mobile shot, pan following Laurie. MS looks at doll. Profile (SO). Turns to look behind 

camera (laughter) 

M: voice, laughter. Lighting, no sharp shadows.  

13: Static LA drying rack. 

M: props, flowers on linen 

14: Tracking shot SO Laurie who looks upwards.  

15: #13 ominous music 

16: SO shot L, looks into camera = POV Pennywise. L framed by hanging linen. Balanced 

and levelled.  



 

17: CU pennywise. Balanced. Shallow DOF (linen FG out of focus)  enhancing P. 

M: white surroundings enhancing make-up. Costume/makeup: Clown make-up (white 

painted face, thick black and blue eyeliner, large red nose, red hair, thin sharp eyebrows 

in black paint. Teeth yellow. Voice, P says “hi”. 

18: CU L smiling.  

19: LA MS L looking towards drying rack. Static. Angle from behind L. Shallow DOF. 

Slightly unbalanced.  

M: Linen moving in the wind revealing Pennywise is not there anymore. Cloudy 

surroundings.  

20: Mobile #16 

M: L next to tricycle holding doll. Clothes, bright blue and pink. Changes from smiling 

to worried. 

21: Static. MS pennywise framed by linen, balanced and symmetrical composition. Large 

DOF, linen FG out of focus.  

M: Pennywise wears loose-fitting clown outfit. Purple, orange, yellow, green, pink – 

colorful costume. Looking angry.  

22: Mobile #16, tracking shot towards L terrified.  

Fade to black. 

 

Scene: The sewers 

1: C: CU paper boat, slight HA, paper boat. Pan following boat. 

M: Prop: paper boat going along the sidewalk on rain water. 

2: C: Mobile framing. MS Charlie. SO pan following Charlie. Levelled. Balanced 

composition with Charlie centered. Shallow DOF with Charlie in focus in FG.  

M: Costume - bright yellow rain coat. Acting – running along with the boat, playing. 

Lighting – highlight brightens up the rain and Charlie’s coat. 

3: C: Mobile framing. LS Charlie. SO pan following him. Balanced with C centered. Depth 

cues: Charlie with boat in FG, tree in MG and car in BG. Levelled. Large depth of field.  

M: #2. Setting – construction signs along the sidewalk, same bright yellow as Charlie’s 

coat.  



 

4: C: Static framing until pan starts. XLS. SO. Pan following Charlie. Balanced with C 

centered.  

M: #2. Setting – fallen twigs and leafs.. 

5: C: CU boat. HA pan following boat.  

M: #2. 

6: C: Mobile framing – pan / tracking shot following Charlie. XLS. Balanced with Charlie 

centered until he jumps down from the sidewalk placing him to the left in the frame.  

M: #2. 

7: C: Mobile framing. CU boat. HA. Pan following boat towards the drain. 

M: #1. 

8: C: Mobile framing, pan following Charlie. CU. 

M: Lighting – highlight from the right. Costume – bright yellow rain hat. Acting - 

Charlie screaming “No!”, looking frightened.  

9: C: #1. 

M: Boat goes down the drain.  

10: C: POV from inside sewers. LA.  

M: Lighting – bright outside of sewers, dark inside. Setting – boat as prop, goes down 

drain. 

11: C: Mobile framing, pan following Charlie. MS Charlie. SO becoming HA.  

M: Setting – sunset, raining. Costume – bright yellow rain coat. Acting –devastated, 

looking down the drain.  

12: C: POV from inside sewers. LA. LS Charlie.  

M: #10. Costume – Georgie’s bright clothes. 

13: C: Static framing, HA. CU drain. Balanced with drain centered. Levelled. Shallow DOF 

with Georgie in FG out of focus, drain in focus.  

M: Acting – Georgie looks down the empty drain. Costume: bright yellow.  

14: C: Static framing. POV from inside drain. MS Georgie smiling outside. 

M: #13. 

15: C: #13. 

M: Acting – Pennywise emerges in the sewers, smiling. Costume: red fluffy hair, white 

painted face, thick eyeliner around eyes, painted sharp black eyebrows, red mouth, 



 

yellow teeth, big red nose. Lighting – top lighting emphasizes his white painted face and 

red nose, and creates a contrast to the dark sewers.  

16: C: #12, MS Georgie. 

17: C: CU Pennywise face. 

M: #15. Lighting – light reflected in sewer water creates a flickering light on Pennywise. 

Acting / Props – takes up a yellow balloon and asks if Georgie wants it.  

18: C: #16. 

M: #13. 

19: #17. 

20: #16 

21: C: #13.  

M: Acting – Pennywise in sewers asking if Georgie is going to leave without his boat. 

Props – Pennywise takes up Georgie’s boat.  

22: #16. CU. 

23: C: #21 

M: Acting / Props – Pennywise waves with boat.  

24: C: #16. CU. 

M: Acting – Georgie hesitates and frowns. 

25: C: #21, slightly different angle. CU Pennywise. Short DOF, Pennywise in focus.  

26: #16. CU.  

27: #25.  

M: Pennywise smiling, keeps trying to convince Georgie to come down to the sewers. 

28: #16 

29: #25. 

M: Lighting – underlighting. 

30: #16. 

M: Acting - Georgie carefully reaches down the drain, frowning. 

31: #25 

M: Acting – Pennywise’s voice becomes darker. 



 

32: C: Mobile shot. CU hand, pan following hand. 

M: Setting – water flowing down the drain to the dark sewers. Acting – Georgie’s hand 

reaching down the sewer, gets a hold of boat.  

33:  C: #25.  

M: Acting – Pennywise raises voice, looks angry. 

34: C: #32.  

M: Pennywise’s hand grabs Georgie’s hand. 

35: #16 

M: Acting – Georgie screaming. #16. 

36: C: Mobile framing – tilt and zoom. CU Pennnywise face.  

M: Setting – dark/black background. Costume – #15, sharp yellow uneven teeth, red and 

yellow eyes. Lighting – underlighting / extreme highlight on face casting sharp shadows. 

Acting – frowning and screaming (looking angry), growling with dark voice. 

 

Scene: Shower 

1: C: XLS. XHA. Canted. 

M: Setting – showers in locker room. Costume – Towel only. Lighting – highlights on 

walls and floors, resembling spotlights, casting strong shadows of the shower faucets. 

Acting – walking quickly.  

2: C: MS SO Eddie. Short DOF with Eddie in focus. 

M: Acting – hangs towel next to shower, frowns. Costume – naked. 

3: C: MS Eddie reverse angle #2. Levelled, balanced with Eddie centered.  

M: Lighting – strong shadows from faucets and Eddie.  

4: C: CU LA faucet. 

M: Setting – water from faucet, steam. 

5: C: #2 

M: Acting – Eddie washes.  

6: C: CU faucets. SO. Shallow DOF, depth cues (focus on faucet farthest from camera).  

M: Setting – shiny tiles reflecting the walls and faucets, faucets starting to gush out 

water. Lighting – top lighting, shadows from faucets.  



 

7: C: #2. 

M: Acting – Eddie turns to look at the faucets. Setting – water gushing out from all 

faucets in the background.  

8: C: CU LA faucet. Mobile. Pan from one faucet to another.   

M: Setting – more faucets gushing out water.  

9: C: #2.  

M: Acting – Eddie frowns and hesitates. 

10: C: XHA, canted, XLS. Unbalanced composition, the drain placed on focal point.  

M: #1. 

11: C: Balanced and levelled. CU SO Shower tap. 

M: Lighting – top lighting casting shadow. Setting – shower tap turning around by itself. 

12: C: CU Eddie. SO. Shallow DOF. Mobile, following his face. Balanced composition with 

Eddie centered. 

M: Acting – frowns, surprised, steps away.  

13: #11. Mobile, pan.  

14: #12. 

15: C: CU faucet 

M: Hot water gushes out. 

16: C: CU Eddie’s feet. 

M: Acting – steps away from the hot water.  

17: #12. 

18: C: #11. Pan following faucet. 

M: Setting – faucet moving out from wall. 

19: #12. CU. 

20: C: LA, pan following faucets. 

M: Setting – faucets gushing out water and extending out of the wall.  

21: C: #10. Pan following Eddie. 

M: Acting – Eddie moves away, the extended faucets follow him. 

22: C: CU SO LA Eddie’s face. Mobile framing, following Eddie. Short DOF. 

M: Lighting – water from faucets are lit up, top lighting on Eddie’s face.  



 

23: C: HA MS Eddie. 

M: Setting – faucets block his way out of the shower. 

24: C: LS Eddie. SO.  

M: Lighting – highlights on walls casting shadows, water from faucets lit up. Costume – 

Eddie in towel.  

25: C: MS Eddie. 

M: #24. 

26: C: XCU faucet. 

M: Setting – faucet turning around. 

27: C: LS HA . Mobile pan following Eddie. 

M: Acting – Eddie avoiding the faucets that follow him. Setting – drain.  

28: #24.  

29: C: CU Eddie. 

M: Acting – Eddie looking down as he hears the voice of Pennywise.  

30: C: CU drain. 

M: Setting – drain cover spins around. 

31: #29. Eddie jumps away from drain. 

32: C: #30 

M: Acting – Pennywise hand removing drain cover and reaching up.  

33: C: LA CU Eddie scared. Shallow DOF. Balanced with Eddie centered.  

34: C: XCU drain.  

M: Acting – Pennywise hands grabbing the floor. 

35: #33. 

36: C: #23. Mobile following Eddie. 

M: Acting – Eddie runs past faucets. 

37: C: HA Eddie. LS.  

M: Lighting – top lighting, strong shadows. Acting – Eddie falls down in a corner.  

38: C: CU faucet/Pennywise. Shallow DOF. Symmetrical balance.  

M: Acting/Setting – Pennywise pushes apart the drain, creating a hole in the tiles. 

39: C: #37 CU.  

M: Acting – Eddie gasps. 



 

40: C: #38, MS. Symmetrical balance with Pennywise centered.  

M: Acting – Pennywise emerges from the hole. Costume – as described previously. 

41: #39 

42: #40 

43: #39 

44: C: CU Pennywise face. SO looking into camera.  

M: Costume - #40. 

45: #39 

46: #44. Pennywise turns his head down. 

47: #39. 

48: C: CU Pennywise, pan following his face upwards.  

M: Costume – sharp teeth, red and yellow eyes. Acting – open mouth revealing sharp 

teeth, bending his head backwards, and then forwards looking straight into the camera.  

Cross-fade to next scene. 

 


