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Abstract 

The central aim of this thesis is to establish and explore what this thesis titles, the 

Hoodie Horror cycle. Asserting the cycle began with Kidulthood (2006) and lasted 

for ten years, ending with the 2016 film, Brotherhood, this thesis argues the Hoodie 

Horror cycle is a male-centric collection of films that takes its cue from the 

contemporary figure of the Hoodie, whilst drawing extensively upon the motifs, 

concerns and iconography of the tradition of the social realist film. Central to the 

representations across the films is the abject. Not a psychoanalytical model of the 

abject, but rather a socio-cultural theory of social abjection. There are two main 

tenets to this research. 

First, this thesis determines the Hoodie as what Imogen Tyler would term, a 

natƛƻƴŀƭ ŀōƧŜŎǘΦ 9ƳǇƭƻȅƛƴƎ ¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴΣ ǘƘƛǎ ǘƘŜǎƛǎ ŜȄŀƳƛƴŜǎ 

both media and political rhetoric in the early years of the new millennium, 

establishing the Hoodie as a figure of neoliberal governmentality that seeks to 

demonise the underclass as a mechanism to gain public consensus for punitive 

penal measures and a decrease in welfare support.  

Secondly, an analysis of the films establishes the central iconography of the cycle, 

men, manors and monsters, whilst arguing the filmic strategies exploit the image 

and discourse of both the Hoodie and associative discourse of the council estate as 

ǎǘƛƎƳŀǘƛǎŜŘ ǘŜǊǊƛǘƻǊȅΦ LƴǎǇƛǊŜŘ ōȅ ¢ȅƭŜǊΩǎ ǘƘŜƻǊȅ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴΣ ǘƘŜ ǘƘŜǎƛǎ 

asserts the employment of a socio-cultural model of abjection provides the 

platform for what this thesis conceptualises as the monstrous realism of the cycle. 

In so doing, the Hoodie Horror cycle can be situated in the histories of both the 

social realist text and the British horror film. Indeed, an overarching concern of this 

research is to assert how, in the Hoodie Horror film of the new millennium, horror 

is the new realism.  
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1.1 Representation matters 

The 2016 comedy Grimsby (Louis Leterrier, 2016) opens with a satirical sequence 

ǘƘŀǘ ƳƻŎƪǎ ΨǘƘŜ ŎƘŀǾ ƭƛŦŜǎǘȅƭŜΩ ǘƘŀǘ Ƙŀǎ ŎƻƳŜ ǘƻ ǎƛƎƴƛŦȅ .ǊƛǘŀƛƴΩǎ ǇƻƻǊΦ ¢ƘŜ ŦƛƭƳ 

begins with Nobby (Sacha Baron Cohen) and his girlfriend Dawn (Rebel Wilson) 

fervently having sex to .ǳƳǇ bΩ DǊƛƴŘ by R. Kelly. The scene is shot entirely in close-

ups, but as Nobby finishes, the camera pulls away and we see that the couple are 

not alone in their bedroom, but in a public placeΣ ŀ ŦǳǊƴƛǘǳǊŜ ǎƘƻǇΣ ΨǘŜǎǘ-ŘǊƛǾƛƴƎΩ ǘƘŜ 

ƳŀǘǘǊŜǎǎΦ !ǎ ŀƴ ŜŎǎǘŀǘƛŎ bƻōōȅ ǎŀȅǎ Ψ²ŜΩƭƭ ǘŀƪŜ ƛǘΩΣ ǘƘŜ ŎŀƳŜǊŀ Ŏǳǘǎ ǘƻ ǘƘŜ ǊŜŘ-faced 

and nauseated teenage shop assistant looking away in disgust. Parklife by Blur 

starts up with that instantly recognisable jangly guƛǘŀǊ ƘƻƻƪΣ ǘƘŜ ΨhƛΩΣ ŀƴŘ ǘƘŜ ŦƛǊǎǘ 

ǎǇƻƪŜƴ ƭƛƴŜΣ Ψ/ƻƴŦƛŘŜƴŎŜ ƛǎ ǘƘŜ ǇǊŜŦŜǊŜƴŎŜ ŦƻǊ ǘƘŜ Ƙŀōƛǘǳŀƭ ǾƻȅŜǳǊΧΩ 

It should be of no surprise that characters such as Nobby and Dawn are unabashed 

by a public display of sexual behaviour. As music and image combine, the figurative 

shorthand imbued in Parklife ŀƴŘ bƻōōȅΩǎ aƻŘ ƘŀƛǊŎǳǘ ǇǊƻƳǇǘǎ ƻǳǊ ŎǳƭǘǳǊŀƭ 

memory into contextualising identity and space. The joke of the scene plays on and 

plays up to our perceptual understanding of the underclass as vulgar and lacking in 

taǎǘŜΣ ŎƻƴŦƛƎǳǊŜŘ ƛƴ ǘƘŜ ΨŎƘŀǾΩΣ ŀ ŦƛƎǳǊŜ ǿƘƻ ƛǎ ŜƴŎŀǇǎǳƭŀǘŜŘ ƛƴ ōƻǘƘ bƻōōȅ ŀƴŘ 

5ŀǿƴΦ wΦ YŜƭƭȅΣ ǘƘŜ ŜǇƛǘƻƳŜ ƻŦ ōƭŀŎƪ !ƳŜǊƛŎŀƴ ƳǳǎƛŎ ǘƘŀǘ ŀǇǇŜŀƭǎ ǘƻ ΨŎƘŀǾǎΩ ŦƻǊ ǘƘŜ 

ƳŀǘŜǊƛŀƭƛǎƳ ŀƴŘ ΨōƭƛƴƎΩ ƛǘ ŜƳōƻŘƛŜǎ όwŜȅƴƻƭŘǎΣ нлмнΥ нпύΣ ǇǊƻǾƛŘŜǎ ǘƘŜ ƛŘŜŀƭ ŀƴǘƘŜƳ 

for their impromptu sex session.  

The sequence continues with Nobby, sporting an England top and hair styled as 

[ƛŀƳ DŀƭƭŀƎƘŜǊΩǎΣ ŎŀǊǊȅƛƴƎ ǘƘŜ ƳŀǘǘǊŜǎǎ ƘƻƳŜ ǘƘǊƻǳƎƘ ǘƘŜ ŘŜǊŜƭƛŎǘ ǎǘǊŜŜǘǎ ƻŦ 

Grimsby.  As Nobby journeys home we are introduced to the streets and residents 
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of his home town: teenage smoking mums sporting tracksuits and pushing prams, 

garbage riddled streets, derelict graffitied shops, abandoned cars, couples having 

sex in the street, lard-gutted slappers, wasters drinking in the day on the street, and 

overƭƻƴƎ ǉǳŜǳŜǎ ŦƻǊ ǘƘŜ Wƻō /ŜƴǘǊŜΣ ŀǊŜ ŀƭƭ ƳƻŎƪŜŘ ƘŜǊŜΣ ǎŜǊŜƴŀŘŜŘ ōȅ .ƭǳǊΩǎ 

Parklife. Recognisable stereotypes and representations abound, absorbed into a 

Britpop celebratory new-lad narrative. Nobby oozes the 90s New Lad. The 

Gallagher-esque Mod haircut and England football shirt instantly locate Nobby as 

the retro swaggering underclass male with a love for music, football and a hearty 

national pride. The teenage pram-pushers ς the chav mums ς are recognisable by a 

ΨǘǊŀƛƭ ƻŦ ŦŀƎ ŜƴŘǎ Χ ōŀƎƎȅ ǘǊŀŎƪǎǳƛǘ ǘǊƻǳǎŜǊǎ Χ ƎƻƭŘ-ƘƻƻǇŜŘ ŜŀǊǊƛƴƎǎ ΧΩ ό5ŀǾƛŘǎƻƴΣ 

2004: 14). The squalid streets strewn with litter and lined with neglected buildings, 

speak of the territorial stigma that has configured council estates in the popular 

ƛƳŀƎƛƴŀǊȅ ŀǎ ΨǿŀǊŜƘƻǳǎŜŘ ǇƻǾŜǊǘȅΩΦ ¢ƘŜ ǎŜǉǳŜƴŎŜ is a parody of what Owen Jones 

ǿƻǳƭŘ ŘŜǎŎǊƛōŜ ŀǎ ǘƘŜ ΨǇŀǊŀǎƛǘƛŎŀƭ ŘȅǎŦǳƴŎǘƛƻƴŀƭ ǳƴŘŜǊŎƭŀǎǎ ƻŦ ŦŀƛƭŜŘ ŎƛǘƛȊŜƴǎΩ όWƻƴŜǎΣ 

2012: 81).  

This comic set-piece is an ideal opening sequence for an underclass comedy as it 

rapidly constructs and sets expectations for identity and space specifically by 

ŜȄǇƭƻƛǘƛƴƎ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ ǎǘŜǊŜƻǘȅǇŜǎ ŀƴŘ ǎƛƎƴƛŦƛŜǊǎ ƻŦ ǘƘŜ 

underclass that prevail in contemporary British popular culture.  We recognise a 

ΨŎƘŀǾΩ ǿƘŜƴ ǿŜ ǎŜŜ ƻƴŜΥ ǎƭŀŎƪ-jawed girls in tracksuits, sullen youths in hooded 

tops, adolescents in Burberry caps. As journalist Gina Davidson contemptuously 

ƴƻǘŜŘΣ ƛŦ ȅƻǳ ǘŀƪŜ ǘƘŜ ŎƭƻǘƘŜǎ ŀƴŘΣ Ψ¢ƘǊƻǿ ǘƘŜƳ ǘƻƎŜǘƘŜǊΣ ŀƭƻƴƎ ǿƛǘƘ ŀ ǇŀŎƪ ƻŦ 
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wŜƎŀƭΣ ȅƻǳ ƘŀǾŜ ǘƘŜ ǳƴƛŦƻǊƳ ƻŦ ǿƘŀǘ ƛǎ ōŜƛƴƎ ŘŜǎŎǊƛōŜŘ ŀǎ ǘƘŜ ¦YΩǎ ƴŜǿ ǳƴŘŜǊŎƭŀss 

ς ǘƘŜ ŎƘŀǾΩ ό5ŀǾƛŘǎƻƴΣ нллпΥ мпύΦ  

²Ƙȅ Řƻ ǿŜ ǊŜŎƻƎƴƛǎŜ ŀ ΨŎƘŀǾΩΚ Ψ/ƘŀǾΩΣ ŀ ǘŜǊƳ ŦǊƻƳ ŀ ǇƻǇǳƭŀǊƛǎŜŘ ǾƻŎŀōǳƭŀǊȅ ƻŦ 

class, became widely circulated in in the public arena in the early 2000s. Broadly 

ŀŎƪƴƻǿƭŜŘƎŜŘ ŀǎ ŀƴ ŀŎǊƻƴȅƳ ŦƻǊ Ψ/ƻǳƴŎƛƭ IƻǳǎŜŘ ŀƴŘ ±ƛƻƭŜƴǘΩ ƻǊ Ψ/ƻǳƴŎƛƭ IƻǳǎŜ 

!ǎǎƻŎƛŀǘŜŘ ±ŜǊƳƛƴΩΣ ǘƘŜ ǘŜǊƳ ǉǳƛŎƪƭȅ ŎŀǳƎƘǘ ǘƘŜ ǇǳōƭƛŎ ƛƳŀƎƛƴŀǘƛƻƴ ŀƴŘ ōŜŎŀƳŜ ǘƘŜ 

ǇŜƧƻǊŀǘƛǾŜ ǘŜǊƳ ŦƻǊ .ǊƛǘŀƛƴΩǎ ǇƻƻǊΦ wŜǇŜŀǘŜŘ ŀǎǎƻŎƛŀǘƛƻƴǎ ǿƛǘƘ ƻǘƘŜǊ ōǳȊȊǿƻǊŘǎ ŦƻǊ 

anti-ǎƻŎƛŀƭ ōŜƘŀǾƛƻǳǊΣ ǎǳŎƘ ŀǎ ΨŘƻƭŜ-ǎŎǊƻǳƴƎŜǊΩΣ ΨƘƻƻƭƛƎŀƴƛǎƳΩΣ ŀƴŘ Ψǘeenage-ƳǳƳǎΩΣ 

in cumulative newspaper articles, TV programmes (Little BritainΩǎ ±ƛŎƪȅ tƻƭƭŀǊŘ ŀƴŘ 

Shameless), photographs and online blogs (Chav TownύΣ ƻǊƎŀƴƛǎŜŘ ǘƘŜ Ψ/ƘŀǾΩ ƛƴ ǘƘŜ 

public imagination as slothful, work-shy, uneducated, culturally low and parasites of 

the state ς all by choice ς rather than by being disadvantaged by economic 

circumstances. Concurrently, New Labour redesigned citizenship around the binary 

of work/worklessness, inclusion/exclusion, reconfiguring poverty as a matter of 

choice and thus furthering the naturalisation of poverty and disadvantage (Tyler, 

2013: 161-6нύΦ ¢ƘŜ ΨŎƘŀǾΩ ǿŀǎ ǿƻǾŜƴ ƛƴǘƻ ŀƭƭ ƳŀƴƴŜǊ ƻŦ ǎƻŎƛŀƭ ƛƭƭǎ ŀƴŘ ŎŀƳŜ ǘƻ 

ǎȅƳōƻƭƛǎŜ ŀ ǇŜǊŎŜƛǾŜŘ ƳƻǊŀƭ ŘŜŎƭƛƴŜ ƛƴ ǘƘŜ ƴŀǘƛƻƴΦ Lƴ ǇǳōƭƛŎ ŎǳƭǘǳǊŜ ǘƘŜ ΨŎƘŀǾΩ 

ōŜŎŀƳŜ ŀ ŦƛƎǳǊŜ ƻŦ ΨƳƻŎƪŜry, contempt and disgust (Tyler, 2013: 165) and indicative 

ƻŦ ΨŎƭŀǎǎ ōƛƭŜΩ ό¢ƻȅƴōŜŜΣ нлммύ ŀƴŘ ΨǎƻŎƛŀƭ ǊŀŎƛǎƳΩ ό.ǳǊŎƘƛƭƭΣ нлммύΦ ²Ŝ ǊŜŎƻƎƴƛǎŜ ǘƘŜ 

ΨŎƘŀǾΩ ōŜŎŀǳǎŜ ƻŦ ǊŜǇŜŀǘŜŘ ŦŀōǊƛŎŀǘƛƻƴǎ ǘƘǊƻǳƎƘ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŀƭ ŦƻǊƳǎ όCƛƎ мύΦ 

The film sequence is crafted out of the political ideologies of New Labour and 

ǇŀǊƻŘƛŜǎ .ǊƻƪŜƴ .ǊƛǘŀƛƴΣ ƛƴǾƛǘƛƴƎ ǘƘŜ ŀǳŘƛŜƴŎŜ ǘƻ ŜƴƎŀƎŜ ŦǊŜŜƭȅ ƛƴ ǘƘŜ ΨǇƭŜŀǎǳǊŜǎ ƻŦ 

ƘŀǘǊŜŘΩ ό.ƛƭƭƛƎΣ нллмΥ нстύΦ Lƴ Grimsby, animating the perceptual realities of buzz-
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words, the dole-scroungers, chav mums, chav-scum, teenage pram-pushers, 

congeal into the cinematic fiction and invite us to view those living in poverty 

ǘƘǊƻǳƎƘ ŀ ŎƻƳŜŘƛŎ ǇǊƛǎƳΦ ²Ŝ Ŏŀƴ ƭŀǳƎƘ ōŜŎŀǳǎŜ ǘƘŜ ŦƛƎǳǊŜ ƻŦ ǘƘŜ ΨŎƘŀǾΩ ŀƭƭƻǿǎ ǳǎ 

ǘƻ ŎƻƴǎǘƛǘǳǘŜ ƻǳǊǎŜƭǾŜǎ ΨƻǘƘŜǊ ǘƘŀƴ ǇƻƻǊΩ ŀƴŘ ΨƻǘƘŜǊ ǘƘŀƴ ŎǳƭǘǳǊŀƭƭȅ ƭƻǿΩΦ LŦ ǿŜ 

ŀǊŜƴΩǘ ŀ ΨŎƘŀǾΩ ǘƘŜƴ ǿŜ ƘŀǾŜ ǎǘȅƭŜΦ 9ȄǘŜƴŘƛƴƎ Ǿƛǎƛōƛƭƛǘȅ ǘƻ ƳŀǊƎƛƴŀƭƛǎŜŘ ŎƻƳƳǳƴƛǘƛŜǎ 

in such cultural enterprises as underclass comedies ς here specifically Grimsby ς 

ŘƻŜǎ ƴƻǘ ǇǊƻǇƻǎŜ ǘƻ ŜƴǊƛŎƘ ŎǳƭǘǳǊŀƭ ƪƴƻǿƭŜŘƎŜ ƻǊ ΨƳŀƪŜ ǾƛǎƛōƭŜΩ ƳŀǊƎinalised 

communities.  

The reasoning for beginning with Grimsby is not only because it is an example of 

film explicitly exploiting contemporary British cultural stereotypes, but for how the 

opening sequence resonates with the overarching interests of my research: 

discourse and representation; concerns and themes of class, gender and identity; 

ŀƴŘ ŦƛƭƳΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ŦŀǎƘƛƻƴ ŀƴŘ ƳǳǎƛŎΦ aȅ ǊŜǎŜŀǊŎƘ ŀŘŘǊŜǎǎŜǎ ǘƘŜ IƻƻŘƛŜ 

Horror cycle, a loose-knit collection of films that, as does Grimsby, draws upon 

contemporary visions of a British underclass. Loosely contextualising the films 

within a framework for conceptualising film cycles, and specifically locating the 

cycle within two canons of British cinema history ς horror and social realism ς my 

research succeeds previous scholarship on British cinema by undertaking a 

sociocultural approach to British film. By this I mean not only approaching film as a 

cultural product, but also seeking a wider cultural contextualisation. To distinguish 

the Hoodie Horror, my research involves understanding the impact of a broader 

British culture on the films and untangling the function of fashion, music, media and 

politics, and the interplay between all, in the construction of representation and 
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space. The primary aim is to examine how the abject discourse of the Hoodie is 

cinematically animated, and how the animation engages with film form in the cycle.   

In short, this thesis is on the filmic strategies for representing the underclass in the 

Hoodie Horror cycle. This thesis asserǘǎ ǘƘŜ ŎȅŎƭŜ ōŜƎƛƴǎ ǿƛǘƘ aŜƴƘŀƧ IǳŘŀΩǎ нллс 

film, Kidulthood ŀƴŘ ŎƭƻǎŜǎ ǿƛǘƘ bƻŜƭ /ƭŀǊƪŜΩǎ нлмс ŦƛƭƳΣ Brotherhood, the third film 

in the Hood trilogy. Along with these two texts, the films that formulate the cycle 

are: Adulthood (Noel Clarke, 2008), Eden Lake (James Watkins, 2008), The 

Disappeared (Johnny Kevorkian 2008), Harry Brown (Daniel Barber 2009), 

Heartless (Philip Ridley 2009), Cherry Tree Lane (Paul Andrew Richards 2010), F 

(Johannes Roberts 2010), Citadel (Ciaran Foy 2012), Community (Jason Ford 2012), 

Ill Manors (Ben Drew 2012), Piggy (Kieron Hawkes 2012), and The Selfish Giant (Clio 

Barnard 2013). As you can see, the thesis constructs the cycle on feature length 

films that have received a theatrical release. I have provided a synopsis for each 

film, all of which you can find in the appendix. With a focus on the figure of the 

Hoodie1 and council estates, my research will establish the relationship between 

the media and political discourses of both, and their representations in the films. 

Drawing ǳǇƻƴ LƳƻƎŜƴ ¢ȅƭŜǊΩǎ ǘƛƳŜƭȅ ǿƻǊƪ ƻƴ ŀōƧŜŎǘ ǎǘŀǘŜǎ ƛƴ ŀ ƴŜƻƭƛōŜǊŀƭ 

contemporary Britain, this thesis will situate both Hoodie and council estate within 

¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴ ŀƴŘ ŀǊƎǳŜ ŦƻǊ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ŀƴƛƳŀǘƛƻƴ ƻŦ ǘƘŜ 

abject that fastens the cycle. Exploring the filmic strategies, my research posits 

these abject states are subjected to a process of horrorisation in transferring the 

representations from the public imagination to the screen, a process that furthers 

                                                             
1 Within this thesis when Hoodie is capitalised, it is referring to the symbolic figure; when 
hoodie is in lower case, it is referring to the garment.  
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their abjection. In so doing, I argue the films are inflected with neoliberal ideology 

and are inherently political, despite any perceived absence of design. Furthermore, 

this project will survey how the cycle is influenced by two imposing canons of 

British cinema, the social realist venture and the horror film, and establish it within 

both legacies. Overall, by privileging the abject state, this thesis will propose how 

horror became the new realism in British cinema of the 2000s. This introduction will 

proceed as follows. First, I introduce the films that begin and close the cycle and 

how they engage with neoliberal ideology, specifically in the figure of the Hoodie. 

Here I also introduce a key term, monstrous realism, which this thesis asserts is the 

realism of the films and one formulated from two traditions of British cinema, the 

horror film and the social realist text. Next, I will expand on what the Hoodie Horror 

is. Here, the thesis engages with the challenges of constructing a cycle based on 

differing film forms and in a national cinema context outside of Hollywood. I assert 

how the abject, in the form of social abjection and most notably in the neoliberal 

figure of the Hoodie, provides the cohesive platform that unites the films into the 

Hoodie Horror cycle and expand further on why neoliberal ideology is crucial in 

illuminating the cycle. Furthermore, I will place the cycle within a historical 

trajectory of British cinema and develop the term, monstrous realism. This will then 

be followed by a statement on race and gender. The statement is succeeded by an 

exploration of how the cycle engages with the genre and concept of horror, 

ŦƻƭƭƻǿŜŘ ōȅ ǘƘŜ ƭƛǘŜǊŀǘǳǊŜ ǊŜǾƛŜǿ ƻŦ ǘǿƻ ƪŜȅ ǘŜȄǘǎ ŦƻǊ ǘƘƛǎ ǘƘŜǎƛǎΣ WƻƘƴƴȅ ²ŀƭƪŜǊΩǎ 

research on the Hoodie Horror taken from his 2016 work, Contemporary British 

Horror Cinema: industry, genre and society, ÁÎÄ )ÍÏÇÅÎ 4ÙÌÅÒȭÓ ÔÈÅÏÒÉÚÉÎÇ ÏÆ 

social abjection, a paradigm which underpins this thesis. Lastly, the 
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introduction closes with the Fashion of Fear, which is an analysis of the media 

and political animation ÏÆ ÔÈÅ (ÏÏÄÉÅ ÁÎÄ ÃÏÕÎÃÉÌ ÅÓÔÁÔÅÓ ÅÍÐÌÏÙÉÎÇ 4ÙÌÅÒȭÓ 

theory of social abjection.  

As introduced earlier, the Hoodie Horror cycle is a loose-knit collection of films 

straddling the breadth of British cinematic genres and film-making practices. The 

first filƳǎ ƻŦ ǘƘŜ ŎȅŎƭŜ ǿŜǊŜ aŜƴƘŀƧ IǳŘŀΩǎ ǇǊƻǾƻŎŀǘƛǾŜΣ ƛŦ ŀǘ ǘƛƳŜǎ ǎŜƴǎŀǘƛƻƴŀƭΣ 

teenage drama Kidulthood όaŜƴƘŀƧ IǳŘŀΣ нллсύΣ ƛǘǎ Ŧƻƭƭƻǿ ǳǇΣ bƻŜƭ /ƭŀǊƪŜΩǎ ōǊǳǘŀƭ 

tale of redemption and hope on a council estate in Adulthood (Noel Clarke, 2008), 

ŀƴŘ WŀƳŜǎ ²ŀǘƪƛƴǎΩ generic tour de force, Eden Lake (James Watkins, 2008). The 

cycle comes to a close quite appropriately with the final film of what has come to 

ōŜ ƪƴƻǿƴ ŀǎ bƻŜƭ /ƭŀǊƪŜΩǎ ΨHood ǘǊƛƭƻƎȅΩΣ Brotherhood (Noel Clarke, 2016), a film 

criticized in many reviews as uneven, predictable and misogynist: the film credits 

ŜƭŜǾŜƴ ǿƻƳŜƴ ŀǎ ΨǎŜƳƛ-ƴǳŘŜ ǿƻƳŀƴΩ ƻǊ ΨǎŜȄ-ǎƭŀǾŜΩ ό.ǊŀȅΣ нлмсύΦ ¢ƘŜ ŘƻǿƴǿŀǊŘ 

trajectory of the Hood trilogy from creative film-making to genre fodder coincides 

with the ascension of the hoodie as fashion item from signifier of the neoliberal 

other to consumerist acceptance in the popular cultural arena. The hoodie was 

brought into the public imagination when the Bluewater shopping centre in Kent 

banned those wearing the fashion item from its premises in 2005. By 2017, the 

fashion pages of the weekend edition of The Guardian were providing advice on 

ΨCƛǾŜ ²ŀȅǎ ǘƻ ǿŜŀǊ ŀ IƻƻŘƛŜΩ όAnon, 2017). The repositioning of the hoodie from 

othered to mainstream mirrors the tiredness of the abject discourse of the Hoodie 

ŜǇƛǘƻƳƛǎŜŘ ōȅ bƻŜƭ /ƭŀǊƪŜΩǎ BrotherhoodΦ .ȅ ǘƘŜ ŦƛƭƳΩǎ ǊŜƭŜŀǎŜΣ ǘƘŜ IƻƻŘƛŜ ƘŀŘ ƭƻǎǘ 

its potency, as more imperative discourses ς Brexit, immigration, terrorism in the 

name of Islam ς had replaced ƛǘ ƛƴ ǘƘŜ ƳŀŎƘƛƴŜǊȅ ƻŦ ƴŜƻƭƛōŜǊŀƭ ƎƻǾŜǊƴŀƴŎŜΦ /ƭŀǊƪŜΩǎ 
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Brotherhood highlights how exhausted the Hoodie discourse had become, as it is a 

highly generic piece that stews the already essentialist discourse into a derivative 

flat-packed gangster film too reliant on recycled narratives of what has already 

been said before. The technical proficiency polishes the film of any of the pulse and 

potency of Kidulthood.  

The films in the cycle either explicitly draw upon the abject discourse of the Hoodie, 

monstering the Hoodies in the process (Citadel, Ciaran Foy, 2012; Heartless, Philip 

Ridley, 2009; F,  Johannes Roberts, 2010); centralise the pathologization of council 

estates that coalesce with the discourses of the Hoodie (Community, Jason Ford, 

2012; Citadel; Harry Brown, Daniel Barber, 2009); or find synthesis with the 

contemporaneous discourses (The Selfish Giant, Clio Barnard, 2013; Piggy,  Kieron 

Hawkes, 2012). The films privilege an urban, underclass male experience ς the 

neoliberal other ς as a state of abjection; an experience that involves mental illness, 

violence and death (not necessarily all three simultaneously in all films). Drawing 

their subject or subtext from the problems of social-economic exile, the films 

centralise the abject experience as a consequence, not of broader governmental, 

ǇƻƭƛǘƛŎŀƭ ƻǊ ŜŎƻƴƻƳƛŎ ǎǘǊŀǘŜƎƛŜǎΣ ōǳǘ ƻŦ ǘƘŜ ƴŜƻƭƛōŜǊŀƭ ΨŦŀƛƭŜŘ ŎƛǘƛȊŜƴΩ ƻǊ ǘƘŜ 

intergenerational culture of parasitical and dysfunctional behaviour, so much so, 

that the cinematic worlds of these abject figures and communities are decoupled 

from wider society.  

The cycle is marked by a meeting of class politics and film style, in which the 

comprehension of the underclass ς reconfigured here into the abject state of the 

Hoodie ς collides with a stylised treatment of realism. Indeed, the Hoodie Horror 
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cycle is a reformulation of two stalwarts of British cinema, social realism and 

horror, two canons that have characterised, in many respects, the history of British 

cinema. The every-day lives of the abject figures of the films are represented in 

ǿƘŀǘ L ǘŜǊƳ ŀǎ ΨƳƻƴǎǘǊƻǳǎ ǊŜŀƭƛǎƳΩΣ ŀƴ ŀŜǎǘƘŜǘƛŎ ǿƘƛŎƘ ŀƭƭƻǿǎ ǘƘƛǎ ǘƘŜǎƛǎ ǘƻ ŜȄŀƳƛƴŜ 

ƛƴ ŘŜǘŀƛƭ ŎƘŀƴƎƛƴƎ ŎƻƴŎŜǇǘƛƻƴǎ ƻŦ ΨǎƻŎƛŀƭ ŎƭŀǎǎΩΣ ƳƻǾƛƴƎ ǘƻ ŀ ōǊƻŀŘŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ 

ƻŦ ΨǎƻŎƛŀƭ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴΩ ǳƴŘŜǊ ǘƘŜ ƳŀŎƘƛƴŜǊȅ ƻŦ ƴŜƻƭƛōŜǊŀƭ ƎƻǾŜǊƴŀƴŎŜΦ YŜȅ ǘƻ ǘƘƛǎ 

aesthetic is how both social realism and horror dissolve into a form that establishes 

ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ ǳƴŘŜǊ ǘƘŜ ǳƳōǊŜƭƭŀ ǘŜǊƳΣ ΨǎƻŎƛŀƭ ƘƻǊǊƻǊΩΣ ǿƘƛƭǎǘ ŘŜǎǘŀōƛƭƛǎƛƴƎ 

these two canons in redefining the parameters of both. This approach 

acknowledges the tension between the two cinematic heritages in British film 

culture (Pirie, 2009; Rigby, 2000), which has led to the identification of realism with 

ΨǉǳŀƭƛǘȅΩ ŀƴŘ ΨǊŜǎǇƻƴǎƛōƭŜ ŜƴƎŀƎŜŘ ŎƛƴŜƳŀΩ ŀƴŘ ƘƻǊǊƻǊ ŀǎ ƻƴŜ ƻŦ ǘƘŜ ŦƻǊƳǎ ΨƭƻƻƪŜŘ 

Řƻǿƴ ǳǇƻƴ ŀǎ ŀƴ ƛǊǊŜǎǇƻƴǎƛōƭŜ ǇǊƻƧŜŎǘΩ όIƛƎǎƻƴΣ мфуоύΦ ¸Ŝǘ ǿƘƛƭŜ ǘƘŜ ŀƛƳ ƛǎ ƴƻǘ ǘƻ 

resolve the friction between the two, this thesis seeks to scrutinize the engagement 

between the two forms, exploring how the cycle mirrors the development of the 

.ǊƛǘƛǎƘ ƘƻǊǊƻǊ ŦƛƭƳ ŀǎ ŀ ŦƻǊƳ Ψƴƻ ƭƻƴƎŜǊ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ƎŀǳŘȅΣ ōƭƻƻŘ-red spectacle 

ōǳǘ ǿƛǘƘ ǘƘŜ ǾŜǊȅ ŦǊƛƎƘǘŜƴƛƴƎ ǇƻǎǎƛōƛƭƛǘƛŜǎ ŀƭǊŜŀŘȅ ǿƛǘƘƛƴ ƻǳǊ ŜǾŜǊȅŘŀȅ ƭƛǾŜǎΩ όwƻǎŜΣ 

2007). Indeed, this thesis will examine how in the Hoodie Horror, horror became 

the new realism.  

1.2: What is Hoodie Horror? 

Academic work on the Hoodie Horror is still in its infancy and while my intervention 

may not be the first, it is the first extensive investigation into this unconventional 

ŎȅŎƭŜΦ aŀǊƪ CŜŀǘƘŜǊǎǘƻƴŜ ƛƴ Ƙƛǎ ŀǊǘƛŎƭŜΣ ΨάIƻƻŘƛŜ IƻǊǊƻǊέΥ ¢ƘŜ /ŀǇƛǘŀƭƛǎǘ hǘƘŜǊ ƛƴ 
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tƻǎǘƳƻŘŜǊƴ {ƻŎƛŜǘȅΩ ǳƴŘŜǊǘŀƪŜǎ ŀ ŎǳƭǘǳǊŀƭ ƘƛǎǘƻǊȅ ƻŦ ǘƘŜ ƻǘƘŜǊ ǊŀǘƘŜǊ ǘƘŀƴ ŀ ǎǘǊƛŎǘ 

cinematic study, configuring the Hoodie as the contemporary, violent incarnation of 

ǘƘŜ ΨŎŀǇƛǘŀƭƛǎǘ ƻǘƘŜǊΩΣ ǘƘŜ ƭŀǘǘŜǊ ōŜƛƴƎ ŀ ŎƻƴŎŜǇǘ ǘƘŀǘ ƛǘǎŜƭŦ Ƙŀǎ ǳƴŘŜǊǘŀƪŜƴ ǾŀǊƛƻǳǎ 

guises, but persisted, in history (proletariat, lumpenproletariat and so on) 

(Featherstone, 2013). Contextualising the demonising discourse of the Hoodie in 

the media, notably the August riots, as Hoodie Horror itself, Featherstone argues 

ǘƘŀǘ ǘƘŜ ƳŜŘƛŀǘŜŘ ŦƛƎǳǊŜ ƻŦ ǘƘŜ IƻƻŘƛŜ ŀǎ ŎŀǇƛǘŀƭƛǎǘ ƻǘƘŜǊ ƛǎ ƛŘŜŀǘƛƻƴŀƭΣ ƻǊ ŀ ΨƘȅǇŜǊ-

ǊŜŀƭƛǘȅΩ ǘƘŀǘ ƛǎ ŀƎŀƛƴΣ ǿƘŜƴ ǊŜŎƻƴŦƛƎǳǊŜŘ ƛƴ ŦƛƭƳǎ ǎǳŎƘ ŀǎ Eden Lake and Heartless 

(Philip Ridley, 2009), perpetuates the mythological representation as authentic 

(Featherstone, 2013). The films, for Featherstone, offer opportunities to critically 

examine the iniquitous nature of capitalist normativity, and can be approached as 

ΨǇǊƻƧŜŎǘƛƻƴώǎϐ ƻŦ ǘƘŜ ŜǾƛƭ ǎƻŎƛƻ-economic system that scapegoats others to hide its 

own monstrosity (193). Johnny Walker, like Featherstone, establishes connections 

between the films and the media incarnations of the Hoodie. However, Walker 

challenges any leaning towards realism or authenticity by arguing that both culture 

and film are reliant on constructions of stereotypes, both of which are founded in 

excessive representations. The excessiveness of journalistic constructions 

configures the Hoodie as an urban Folk Devil for the twenty-first century, a 

representation, for Walker, that finds a natural home in the monsters of horror 

(Walker, 2016).    

My intervention seeks to develop and expand upon the initial work of both 

Featherstone and Walker; thŜ ƭŀǘǘŜǊΩǎ ǿƻǊƪ L ǿƛƭƭ ǊŜǘǳǊƴ ǘƻ ƛƴ ƳƻǊŜ ŘŜǇǘƘ ŀǘ ŀ ƭŀǘŜǊ 

point. While I too contextualise the films against the demonising discourses of the 
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Hoodie, here I depart in a significant but nuanced degree from Featherstone, for I 

will argue for the construction of the Hoodie as a national abject drawing upon 

LƳƻƎŜƴ ¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴ ŀǎ ŀ ǎǘǊŀǘŜƎȅ ƻŦ ƴŜƻƭƛōŜǊŀƭ ƎƻǾŜǊƴŀƴŎŜ 

as outlined in her book, in Revolting Subjects (Tyler, 2013). It is arguable that the 

differences between my scrutiny and FeŀǘƘŜǊǎǘƻƴŜΩǎ ǿƛƭƭ ōŜ ŦƻǊ ǎƻƳŜ ŀ ƳŀǘǘŜǊ ƻŦ 

ǘŜǊƳƛƴƻƭƻƎȅ ŀƴŘ Ƨǳǎǘ ŀ ǾŀǊƛŀƴŎŜ ōŜǘǿŜŜƴ ΨŎŀǇƛǘŀƭƛǎǘΩ ŀƴŘ ΨƴŜƻƭƛōŜǊŀƭΩΣ ŦƻǊ ōƻǘƘ ŀǊŜ 

economic and social ideologies that valorise free markets and minimal state 

intervention. Though this thesis does not have the scope to discuss this much 

further, there is an important distinction to make here. In configuring the Hoodie as 

ŀ ΨƴŜƻƭƛōŜǊŀƭ ƻǘƘŜǊΩ ŀǎ ƻǇǇƻǎŜŘ ǘƻ CŜŀǘƘŜǊǎǘƻƴŜΩǎ ΨŎŀǇƛǘŀƭƛǎǘ ƻǘƘŜǊΩΣ Ƴȅ ŀƴŀƭȅǎƛǎ 

acknowledges the specific strategies neoliberal governmentality employs in 

creating national abjects. It also underpins the topicality of the cycle by exposing 

how pejorative name-making (chav, hoodie) has become the perceptual framework 

for class formation and creating states of alterity in a neo-liberal state.  

Undertaking a social and cultural analysis of empirical materials (news media 

reports, political speeches, policy documents) that tracks the repetitive fabrication 

of the Hoodie across media accounts, and political strategies and discourse, I will 

establish the IƻƻŘƛŜ ŀǎ ǘƘŜ ƴŜƻƭƛōŜǊŀƭ ΨƻǘƘŜǊΩΣ ƻǊ ŦŀƛƭŜŘ ŎƛǘƛȊŜƴΤ ŀ ǊŜŎƻƴŦƛƎǳǊŀǘƛƻƴ ƻŦ 

the underclass discourses as ideological conductor of neoliberal governmentality. I 

expand the parameters of the discourses to incorporate the territorial 

stigmatization of council estates ς spaces inhabited by Hoodies ς as a conceptual 

ŎŀǘŜƎƻǊƛȊŀǘƛƻƴ ƻŦ ŀ ΨƴŜǿ Ŏƭŀǎǎ ƻŦ ǇǊƻōƭŜƳ ǇŜƻǇƭŜΩΦ  ¢Ƙƛǎ ŎǳƭǘǳǊŀƭ ŜǾŀƭǳŀǘƛƻƴ ǇǊƻǾƛŘŜǎ 

the foundation of my thesis, a groundwork utilised as a springboard from which I 
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approach a study of the cycle. At this point, I would like to take some time to 

explore concerns as to why the Hoodie Horror is deserving of such focus.  

A potential charge that could be levelled at the Hoodie Horror as a cycle, is its 

unimportance to the study of British cinema, a charge this thesis aims to contest. It 

is not an aim of this research to argue for the films as works of art; rather when we 

consider the commonalities between the films, in how we organize the films into a 

cycle, we can begin to understand the significance of the films in what they express 

about British culture and society in the 2000s, and more specifically what the films 

say of how the British underclass is culturally and publicly imagined. Furthermore, 

tracking the commonality between the films challenges our assumptions as to how 

national films outside of Hollywood should be organised and hence contributes to 

our understanding of how to approach non-Hollywood film cycles. Moreover, this 

thesis proposes that the cycle destabilises the two canons of British cinema, horror 

and social realism, by redefining the parameters of both. My approach nudges 

against the dominant mode of analysing horror films and proposes a differing 

ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǿƘŀǘ Ŏŀƴ ōŜ ǳƴŘŜǊǎǘƻƻŘ ǿƘŜƴ ǿŜ ŀǊǘƛŎǳƭŀǘŜ ǘƘŜ ǘŜǊƳ ΨƘƻǊǊƻǊΩΣ ǿƘƛƭǎǘ 

exerting how British realism became synonymous with the abject, not only in the 

films, but also within the popular cultural discourses of the underclass during this 

period. In the Hoodie Horror, social realism and horror dissolve into a form that 

resides under the broad umbrella term, social horror. It is a cycle where two 

cinematic heritages coalesce and inform aesthetics, narrative and representation.  

In the 1970s, film scholars Margery Rosen and Molly Haskell asserted that film 

acted as a cultural product, mirroring the everyday (Rosen, 1973; Haskell, 1973). In 
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establishing a history of film that seeks to construct a relationship between cinema 

and the social, Peter Stanfield challenges the accepted idea that film is a 

ΨōŀǊƻƳŜǘŜǊ ƻŦ ǘƘŜ ǘƛƳŜǎΩ ŀƴŘ ǘƘŜ ƭŀȊȅ ŎǊƛǘƛques that measure films in their ability to 

mirror or reflect back society, which can often lead to a high level of selectivity. 

Stanfield understands that such an approach can result in a biased selectivity of 

ŦƛƭƳǎΣ ŜƭŜǾŀǘƛƴƎ ǎƻƳŜ ǘƻ ōŜ ǘƘŜ ŜǇƛǘƻƳŜΣ ƻǊ ΨŎƭŀǎǎƛŎǎΩΣ ƻŦ ǘƘŜ ƎŜƴǊŜ ƻǊ ŎȅŎƭŜ 

(Stanfield, 2015: 2-5), a pitfall Walker falls foul of in his assessment of the Hoodie 

Horror. The elevation of certain Hoodie Horrors established by film criticism and 

already present before academic enquiry arguably positions Eden Lake and The 

Selfish Giant ŀǎ ŜǇƛǘƻƳŜǎΣ ƴƻǘ ƻŦ ǘƘŜ ŎȅŎƭŜΣ ōǳǘ ǿƛǘƘƛƴ ǘƘŜ ŦƛƭƳǎΩ ƛƴŘƛǾƛŘǳŀƭ ŎƛƴŜƳŀǘƛŎ 

canons. However, while I will not specifically argue against this stance, my research 

seeks the resonance of conceptualised abject states between the films rather than 

grouping them through traditional modes of association, such as narrative. 

Individual films may retain their par excellence status, but this will be due to the 

hierarchy of national film-making practices (The Selfish Giant as a social realist 

drama), over effective genre pieces (Eden Lake as a rural horror), not for how they 

epitomise the Hoodie Horror. While individual films retain their celebrated status, 

and individual generic markers, it is how each film participates in the group that this 

thesis seeks to illuminate. !ǎ 5ŜǊǊƛŘŀ ǎŀȅǎ ƻŦ ƎŜƴǊŜΣ ƛǘ ƛǎ Ψŀ ǎƻǊǘ ƻŦ ǇŀǊǘƛŎƛǇŀǘƛƻƴ 

without belonging ς taking part without being part of, without having membership 

ƛƴ ŀ ǎŜǘΩ ό5ŜǊǊƛŘŀΣ мфулΥ нлсύΦ Lǘ ƛǎ Ƙƻǿ ŀƴŘ ǿƘŜǊŜ ŜŀŎƘ ŦƛƭƳ ŀƴƛƳŀǘŜǎ ǘƘŜ ǎƻŎƛŀƭ 

abject that allows us to approach each film as a Hoodie Horror. Eden Lake, then, 

can remain a rural horror and Selfish Giant be an example of social realism, but to 

approach the films in how they partake in the Hoodie Horror cycle provides 
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opportunities to unpack and understand both films in ways traditional and 

accepted enquiries into genre and canon affiliations do not allow.   

Looking beyond the weary approach of films as cultural reflections, Stanfield 

develops an alternative method in finding synergy between films and their social 

and cultural significance, by constructing an industrial thread to his approach to 

ŦƛƭƳ ŎȅŎƭŜǎΦ {ǘŀƴŦƛŜƭŘ ǘƘŜƻǊƛȊŜǎ ŎȅŎƭŜǎ ŀǎ ōŜƛƴƎ ΨǊƻƻǘŜŘ ƛƴ ǘƘŜ ǇǊŀŎǘƛŎŜ ƻŦ ƳŀƪƛƴƎ ŀƴŘ 

ŜȄƘƛōƛǘƛƴƎ ŦƛƭƳǎΩ ό{ǘŀƴŦƛŜƭŘΣ нлмрΥ рύΦ 9ȄŀƳƛƴƛƴƎ ƛƴŘǳǎǘǊƛŀƭ ǇǊŀŎǘƛŎŜǎ ƛǎ ƴƻǘ ŀ ƳŀƧƻǊ 

strategy of this thesis. That is not to say that commercial reasoning is irrelevant, but 

rather that the Hoodie Horror requires a differing mode of investigation due to the 

divergent national industrial structures of film production. The Hoodie Horror cycle 

cannot be categorized by a series of runs. Neither is this an investigation of 

production or reception of films. This is not to deny lack of economic positioning 

behind the exploitation of the Hoodie in these films. The prevalence of hoodies in 

marketing mateǊƛŀƭǎ ŀƴŘ ǘƘŜƛǊ ǳǘƛƭƛǎŀǘƛƻƴ ƛƴ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ ŦƛƭƳǎΩ ΨƳƻƴǎǘŜǊǎΩ 

suggest a strategy of utilising the contemporary currency of the image and 

discourse in some form. Rather, this thesis focuses on, and advocates for a 

cohesion in much the same vein aǎ ǘƘŜ ŦƛƭƳǎ ƻŦ .ŀǊōŀǊŀ /ǊŜŜŘΩǎ ǎŜƳƛƴŀƭ ǿƻǊƪΣ The 

Monstrous Feminine. Proceeding through celebrated horror films such as Aliens 

(James Cameron, 1986) and Carrie (Brian de Palma, 1976), Creed considers 

representations of female monstrosity in line with Julia YǊƛǎǘŜǾŀΩǎ ƭŜȄƛŎƻƴ ƻŦ ŀōƧŜŎǘ 

symbolism, asserting that these films construct the female and often the maternal 

female as the abject personified (Creed, 1997). As with Creed, this thesis seeks to 

locate the abject in the films, specifically, here social abjection as hypothesised by 
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Imogen Tyler, in the underclass male and the cinematic spaces he inhabits. But 

while Creed seeks to track the reconfigurations and representations of the female 

as monstrous in eclectic films such as Carrie, Aliens, and The Brood (David 

Cronenberg, 1979), this thesis aims to elucidate the mutual representations of 

social abjection in the films which establishes the connections between the films, in 

order to establish the cycle.  

Establishing film cycles in national models whose output is not as industrious as 

that of the largescale operation of Hollywood is problematic and as Gary Needham 

asserts in his approach to Italian Giallo, a different approach in cycle formation is 

required. Needham argues the Giallo resists generic definition in the conventional 

!ƳŜǊƛŎŀƴ ŎƛƴŜƳŀκIƻƭƭȅǿƻƻŘ ǎŜƴǎŜΣ ōǳǘ ǊŀǘƘŜǊ ƛǎ Ψŀ ŎƻƴŎŜǇǘǳŀƭ ŎŀǘŜƎƻǊȅ ǿƛǘƘ ƘƛƎƘƭȅ 

ƳƻǾŜŀōƭŜ ŀƴŘ ǇŜǊƳŜŀōƭŜ ōƻǳƴŘŀǊƛŜǎΩ ǘƘŀǘ ǊŜǉǳƛǊŜǎ ŀƴ ŀƭǘŜǊƴŀǘƛǾŜ ŀǇǇǊƻŀŎƘ ōŜȅƻƴŘ 

solely taxonomic securing (2002). Looking beyond generic markers to construct 

cycles, Hoodie Horror has a precedent in scholarship on British cinema. Clare 

aƻƴƪΩǎ ǿƻǊƪ ƻƴ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ŎȅŎƭŜ ƻŦ ǘƘŜ мффлǎΣ ƛŘŜƴǘƛŦƛŜǎ Ŏƭŀǎǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ 

and national ideology across a range of genres in films such as, The Full Monty 

(Peter Catanneo, 1997), Brassed Off (Mark Herman, 1996) and Trainspotting (Danny 

Boyle, 1996) at a time when Britpop and Cool Britannia aided a resurgence and re-

branding of Britishness on the global platform of popular culture (Monk, 2002a). As 

ǿƛǘƘ bŜŜŘƘŀƳΩǎ ƛƴǘroduction to Giallo, I will posit that despite a certain resistance, 

there are identifiable conventions such as iconography, settings, characters and 

themes in which social abjection can be found, that constitute a Hoodie Horror. The 

ǘƛǘƭŜ ƻŦ Ƴȅ ǘƘŜǎƛǎΣ ΨaŀƴΣ aŀƴƻǊǎ ŀƴŘ aƻƴǎǘŜǊǎΩ ǇǊƻǾƛŘŜǎ ǘƘŜ ƻǾŜǊŀƭƭ ŀǊŎ ǘƻ ǘƘŜ Ƴŀƛƴ 
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body of my research, and are the structures through which I track and assemble 

common configurations of social abjection found in the cycle.  

This thesis theorizes a cycle rooted in a textual exploration of the associations 

between film and its social contexts, between film and representation, and in how 

film exploits contemporary and topical discourses. On a broad level, both horror 

and social realist films are approached in academic enquiry as to what they reveal 

about society. The continuing popular psychoanalytical approach to the 

contemporary American horror film invites a revelatory reading of films as 

ŎƻƭƭŜŎǘƛǾŜ ƴƛƎƘǘƳŀǊŜǎΦ wƻōƛƴ ²ƻƻŘΩǎ 1986 pioneering work on 1970s American 

horror filƳ ΨThe American Nightmare: Horror in the 1970sΩ theorizes the figure of 

ǘƘŜ ƳƻƴǎǘŜǊ ŀǎ ŀ ŘǊŀƳŀǘƛȊŀǘƛƻƴ ƻŦ ǎƻŎƛŜǘȅΩǎ ŀƴȄƛŜǘƛŜǎ ŀƴŘ ŀ ǘƘǊŜŀǘ ǘƻ ǎƻŎƛŀƭ ǎǘŀōƛƭƛǘȅΣ 

characterising the films of this period as nihilistic and portraying traumatic events 

or societal fears through the framework of a horror narrative (Wood, 1986).  Adam 

[ƻǿŜƴǎǘŜƛƴΩǎ Shocking Representations ŘƛǎŎǳǎǎŜǎ ŦƛƭƳΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ƻǇŀǉǳŜƭȅ 

ŀƭƭŜƎƻǊƛǎŜ ŀ ƴŀǘƛƻƴΩǎ ƘƛǎǘƻǊȅ ŀǎ ŀ ŎƻƭƭŜŎǘƛǾŜ ǘǊŀǳƳŀ ό[ƻǿŜƴǎǘŜƛƴΣ нллрύΦ !ǘ ŀ 

contrasting end of cinema practice, social realism is perceived as a reaction to 

mainstream practices that seeks to comment on, or break away from, traditional 

conventions in order to redress inequalities in representations and to make visible 

ΨǿƻǊƪƛƴƎ-Ŏƭŀǎǎ ƭƛŦŜΩΦ ¢ƘŜ .ǊƛǘƛǎƘ bŜǿ ²ŀǾŜ ƛǎ ŀpproached as portraying anxieties 

over the demise of the working class in a society facing economic and social change 

(Hill, 1986). As John Hill later notes of the British New Wave, it was not just the case 

of films providing social extension by simply representing, or opening up the 

working class in popular culture, but rather, portraying the working-class at a 
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critical time of societal change ς the transition to a post-industrial nation ς and how 

this change impacted on working-class lives, resulting in a sympathetic view of the 

working-class male (Hill, 2000a). 

While there is the potential for this thesis to resort to the dangers Stanfield warns 

of, providing a simplistic reflectionist or symptomatic reading of the Hoodie Horror, 

it is the qualification and nuance of my approach that avoids such a trap and moves 

beyond contextualising the films as mere social commentary. Rather, my interest in 

the films is how in subsuming the abject discourses, they conceptualise the Hoodie 

and the underclass this abject figure symbolises, from a particular perspective. As 

this thesis will demonstrate, the cinematic animation of the Hoodie and all the 

attached discourses is a two-fold process, concerning firstly, how the films transfer 

ΨǾŜǊōŀǘƛƳΩ ǘƘŜ ŘƛǎŎƻǳǊǎŜǎ ŀǎ ŀ ǎƻǳǊŎŜ for narrative and aesthetics, and secondly, 

how the filmic animate the figure of the Hoodie and the geographies the Hoodie 

inhabits onscreen.  The films, I will argue, are not concerned with a perceived social 

reality for the Hoodie, but rather with how the Hoodie is conceptualised and 

imagined as a social abject in the public domain. The Hoodie is what Imogen Tyler 

argues to be a national abject, both a fetishized figure and a function mobilised by 

the mechanisms of neoliberal governmentality to legitimize and procure public 

consent for government policies (Tyler, 2013: 8-10). In essential terms and with a 

focus on this thesis and the films, the Hoodie symbolizes identity and class 

formation in the public arena by those with power as a subjugating process. The 

IƻƻŘƛŜ IƻǊǊƻǊΣ ǘƘŜƴΣ ƛǎ ƛƴŦƻǊƳŜŘ ōȅ ƴŜƻƭƛōŜǊŀƭƛǎǘ ƛŘŜƻƭƻƎȅ ƻŦ ΨƻǘƘŜǊƛƴƎΩ ŀƴŘ ƴŀǘƛƻƴ-

crafting. The representations of the underclass in the films, to return to 
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CŜŀǘƘŜǊǎǘƻƴŜΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ IƻƻŘƛŜ ŀƴŘ ŘƛǎŎƻǳǊǎŜΣ ƛǎ ǘƘŜ ŀǳǘƘŜƴǘƛŎŀǘƛƻƴ ƻŦ 

myth-making (Featherstone, 2013). The configuration of the Hoodie in the public 

arena conceptualises the Hoodie as abject, with poverty, death and violence 

popularised as normative and authentic. The repetition of representations and 

ŘƛǎŎƻǳǊǎŜǎ ǊŜǎǳƭǘ ƛƴ ŀ ΨǊŜŀƭƛǘȅ ŜŦŦŜŎǘΩ ǿƘŜǊŜ ƘƻǊǊƻǊ ƛǎ ƛƳŀƎƛƴŜŘ ŀǎ ŀ ǘǊǳǘƘΦ ²ƘŜƴ ǎǳŎƘ 

discourses and representations are traced over into the Hoodie Horror, the 

perceived authenticity is recycled into these cinematic fictions perpetuating the 

mythology of the Hoodie as abject other and housing estates as monstrous 

geographies. The films form part of what Stuart Hall and colleagues posits to be the 

ŦƻǊƳǳƭŀǘƛƻƴ ƻŦ ǇǳōƭƛŎ ƻǇƛƴƛƻƴ ƛƴǘƻ ŎƻƴǎŜƴǘ ǘƘǊƻǳƎƘ ΨŎƻƴǾŜǊǎŀǘƛƻƴǎ ōŜǘǿŜŜƴ 

neighbours, discussion at street-ŎƻǊƴŜǊǎ ΧΩ όIŀƭƭ et al, 1978: 129). But, just as Tyler 

ǊŜǾƛǎŜǎ ΨǎǘǊŜŜǘ-ŎƻǊƴŜǊǎΩ ǘƻ ŜƴŎƻƳǇŀǎǎ ǎƻŎƛŀƭ ƳŜŘƛŀΣ ǎƻ ǘƘƛǎ ǘƘŜǎƛǎ ǊŜǾƛǎŜǎ ǇǳōƭƛŎ 

opinion again to incorporate the films. While I am not arguing this is the overt 

project of the films, their conservative ideology yet perpetuates the abject 

discourse. The iconography of the Hoodie Horror already resides in the cultural 

memory as sites and figures associated with the tradition of social realism. When 

informed here with the demonising discourses, the Hoodie Horror reinforces the 

popular perceptions and further perpetuates the monstrous discourse as authentic, 

ŎǊŜŀǘƛƴƎ ŀ ŎƛƴŜƳŀǘƛŎ ǳƴƛǾŜǊǎŜ ǘƘŀǘ ΨƘƻǊǊƛŦƛŜǎ ǘƘŜ ǊŜŀƭΩΦ ¢Ƙƛǎ ƘƻǊǊƛŦƛŎ ǊŜŀƭƛǘȅ ƻŦ ǘƘŜ 

Hoodie Horror is where the British horror film and social realist venture find 

congruence.   

While I will return and expand on the monstrous realism of the Hoodie Horror 

shortly, I want to briefly highlight the significance of horror and the cultural 
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moment to the cycle. The recent impassioned discussion taking place on social 

media over the announcemeƴǘ ǘƘŀǘ WƻǊŘŀƴ tŜŜƭŜΩǎ нлмт ŦƛƭƳΣ Get Out ς a horror 

about the theft of black lives by white people ς would be competing in the comedy 

and musical category in the 2018 Golden Globes, resonates somewhat with the 

concerns of horror taking on a cultural role in representation: albeit a converse one 

ǘƻ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ ŎȅŎƭŜΦ aƛŎƘŀŜƭ 5ŀƴƎƻΩǎ ŀǊǘƛŎƭŜ ƻƴ Get Out proposes it is a 

critical necessity that the film is approached as a horror, for this is the sole genre 

that can animate and express the horrifying experience of black lives under a white 

ǎǳǇǊŜƳŀŎƛǎǘ ǇŀǘǊƛŀǊŎƘȅΣ ǿƘŀǘ 5ŀƴƎƻ ƴŀƳŜǎ ŀǎ ŀ ΨƳƻƴǎǘǊƻǳǎ ǎƻŎƛŀƭ ǎǘǊǳŎǘǳǊŜΩΦ Lƴ 

order for audiences to engage with political anxieties and contemporary fears, 

Dango asserts that horror is the genre to deliver, since its ability to tap into a 

palpable reality equates it with the documentary (Dango, 2018).  

While it would be straightforward and plausible to discuss the Hoodie Horror in 

terms of its ability to provide social commentary in expressing contemporary 

anxieties and fears of the British urban underclass, this would be somewhat 

misguided and mistaken analysis. Film crƛǘƛŎ /ƘǊƛǎ ¢ƻƻƪŜȅΩǎ ŀǎǎŜǎǎƳŜƴǘ ƻŦ Eden Lake 

ŀǎ ŀ ŦƛƭƳ ǘƘŀǘ ǘŀǇǎ ƛƴǘƻ ǘƘŜǎŜ ŦŜŀǊǎ ŀƴŘ ŀƴȄƛŜǘƛŜǎ ŀǎ ŀ ŦƛƭƳ ΨǿƛƭƭƛƴƎ ǘƻ ǎŀȅ ǿƘŀǘ ƻǘƘŜǊ 

films have been too scared or politically correct to mention: the true horrors we 

ŦŜŀǊ Řŀȅ ǘƻ Řŀȅ ŀǊŜ Χ ƻǳǊ ƻǿƴ ȅƻǳǘƘΩ ό¢ƻƻƪey, 2008a), is one such example that 

applies this sluggish and derivative reading, but one that fails to acknowledge the 

origin of such tales of terror. The anxiety Eden Lake and films in the cycle expose 

are political ones over the body politic and nation-state; discourses constructed 

from political strategies and a wider culturization of social conflict that depoliticises 
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ŀƴŘ ƛƎƴƻǊŜǎ ǘƘŜ ǎǘǊǳƎƎƭŜǎ ƻŦ ƳŀǊƎƛƴŀƭƛǎŜŘ ŎƻƳƳǳƴƛǘƛŜǎ ό.ǳŘŜƴΣ нллтύΦ IŜǊŜΣ ΨǘƘŜ 

ƳŀƪƛƴƎ ǾƛǎƛōƭŜΩ ǎƻ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ ƛƴǘŜƴǘƛƻƴǎ ƻŦ ǎƻcial realism, serve to populate 

cultural spaces with neoliberalist visions of an underclass that threaten the stability, 

and borders of nation. It is not societal fears the films express, but the extension of 

the policing of identity as neoliberal governance in cinematic form. The cycle as 

cultural moment here reveals not that we fear our youths, or the lower classes, but 

the historically and politically contingent construction of identities such as the 

Hoodie in the continued history of governmentality and class struggles.   

This class formation as horror is realised in the Hoodie Horror in the term I 

introduced earlier, the horrifying of the real, or monstrous realism. This 

conceptualisation falls in with the wider contemporary scholarly approaches that 

arŜ ǊŜǾƛǎƛǘƛƴƎ ǘƘŜ ŦƻǊƳ ƻŦ .ǊƛǘƛǎƘ ǎƻŎƛŀƭ ǊŜŀƭƛǎƳΦ 5ŀǾƛŘ CƻǊǊŜǎǘΩǎ Art, Nationhood and 

Politics challenges the traditional approach to comprehending social realism by 

repositioning contemporary texts within the framework of authorship and art 

cinema in an endeavour to reclaim the films as a movement of film style, rather 

ǘƘŀƴ ŀ ŦƻŎǳǎ ƻƴ ŎƻƴǘŜƴǘ ŀƭƻƴŜ όCƻǊǊŜǎǘΣ нлмоύΦ /ƻƴŎǳǊǊŜƴǘƭȅΣ {ǘŜƭƭŀ IƻŎƪŜƴƘǳƭƭΩǎ 

work also seeks to initiate further reconsideration of recent social realist output 

through the parameters of style. For Hockenhull, traditional theoretical approaches 

to the form are too restrictive and do not lend themselves to satisfactory readings. 

In its place, Hockenhull proposes to relook at the films afresh through the lens of 

aesthetic theory, an approach that she argues unlocks the emotional aspects as 

ŀǊǘƛŎǳƭŀǘŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ŦƛƭƳǎΩ Ǿƛǎǳŀƭǎ όIƻŎƪŜƴƘǳƭƭΣ нллфύΦ Lǘ ƛǎ ǿƛǘƘƛƴ ǘƘƛǎ ǊŜǘƘƛƴƪƛƴƎ 

of the realist form that this thesis situates the Hoodie Horror. The framework of the 



 22 

monstrous realism of the films tŀƪŜǎ ƛǘǎ ŎǳŜ ŦǊƻƳ WƻƘƴ IƛƭƭΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ǊŜŀƭƛǎƳ ƛǎ 

ŀ ƳƻŘŜ ǘƘŀǘ ŀǊǘƛŎǳƭŀǘŜǎ ŀ ΨǇŜǊŎŜƛǾŜŘ ǎƻŎƛŀƭ ǊŜŀƭƛǘȅΩΣ ōǳǘ ƻƴŜ ǘƘŀǘ ƛǎ ƴƻǘ ΨŦƛȄŜŘΩΣ ōǳǘ 

rather contingent on historical flux and shifts (Hill, 2000a).  The realism of the 

Hoodie Horror draws upon the authentic myths of the discourses of the Hoodie and 

underclass in contemporary culture, and the explicit renderings of iconography, 

characterisation and settings, associated with the tradition of social realism. This 

thesis will illuminate this monstrous realism with discussions on the formal and 

stylistic features of the cycle, and its content. The over-arching position of this work 

is to establish the cycle within the progression of social realism as conceptualising 

Ŏƭŀǎǎ ƛŘŜƴǘƛǘȅ Ǿƛŀ ǘƘŜ ǘǊŀƴǎƛǘƛƻƴ ŦǊƻƳ ΨǘƘŜ ǇǳōƭƛŎ ǘƻ ǇǊƛǾŀǘŜΩΣ ŀƴŘ ΨǇƻƭƛǘƛŎŀƭ ŀƴŘ ǘƘŜ 

ǇŜǊǎƻƴŀƭΩ όIƛƎǎƻƴΣ мфусύ ŀƴŘ ƛƴ ƭƛƴŜ ǿƛǘƘ IƛƭƭΩǎ ǘǊŀŎƪƛƴƎ ƻŦ ǘƘŜ ŘŜŎƭƛƴŜ ƻŦ ǘƘŜ 

working-class representation to underclass identities (Hill, 2000b). It is within the 

Hoodie Horror that horror meets realism as reciprocal content and form.  

As James Leggott observes in his excellent overview of contemporary British 

cinema, films such as Urban Ghost Story (Geneviève Joliffe, 1998), 5ŜŀŘ aŀƴΩǎ 

Shoes (Shane Meadows, 2004) and The Last Great Wilderness (David McKenzie, 

нллнύ ƘŀǾŜ ōŜŜƴ ǇǳƴŎǘǳŀǘŜŘ ǿƛǘƘ ǘƘŜ ΨƪƛǘŎƘŜƴ-ǎƛƴƪ ƭŜƎŀŎȅΩ ƻŦ ǎƻŎƛŀƭ ǊŜŀƭƛǎƳΦ Lƴ 

addition, horror films such as My Little Eye (Marc Evans, 2002) and Freeze-Frame 

(John Simpson, 2004) provide a form of social commentary (Leggott, 2008: 59). This 

pull towards realism for more recent British horror films is matched, I will argue, by 

a gravitation of more contemporary British social realist ventures (in all its guises, 

Brit-ƎǊƛǘ ŜǘŎΦύ ǘƻǿŀǊŘǎ ƘƻǊǊƻǊΦ DǊŀƘŀƳ CǳƭƭŜǊΩǎ ǎǳǊǾŜȅ ƻŦ ǘƘŜ .ǊƛǘƛǎƘ ǘǊŀŘƛǘion of 

ǎƻŎƛŀƭ ǊŜŀƭƛǎƳ ŀǎ ŀ ΨŎƛƴŜƳŀ ƻŦ ƳƛǎŜǊȅΩ ŎƘŀǊǘǎ Ƙƻǿ ǘƘŜ ǎƻŎƛŀƭƭȅ ŎƻƴǎŎƛƻǳǎ ŘǊŀƳŀǎΣ ǘƘŜ 
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ΨǘƻǊŎƘƭƛƎƘǘΩ ƻŦ .ǊƛǘƛǎƘ ŎƛƴŜƳŀΣ ƘŀǾŜ ōŜŜƴ ŜǘŎƘŜŘ ǎƛƴŎŜ ǘƘŜ CǊŜŜ /ƛƴŜƳŀ ƳƻǾŜƳŜƴǘΣ 

with the agonizing suffering of individuals who are blighted by a milieu of emotional 

and spiritual impoverishment, traumatic events and economic deprivation (Fuller, 

нлммύΦ 5ŜǎŎǊƛǇǘƛƻƴǎ ǎǳŎƘ ŀǎ ΨƎǊƛƳΩΣ ΨŘŜǇǊŜǎǎƛƴƎΩΣ ΨƳŀƭƛƎƴŀƴǘΩ ŀƴŘ ΨǎǳŦŦŜǊƛƴƎΩ ŀǊŜ 

mournfully tailor-ƳŀŘŜ ŜƴŎŀǇǎǳƭŀǘƛƻƴǎ ƻŦ ŀ ŎƛƴŜƳŀ ƻōǎŜǎǎŜŘ ǿƛǘƘ ΨǘƘƻǎŜ ǿƘƻ 

appear doomed tƻ ƭƛǾŜǎ ƻŦ ǇŀƛƴΩ όосύΦ CǳƭƭŜǊ ōǊƛŜŦƭȅ ƻōǎŜǊǾŜǎ Ƙƻǿ ǘƘŜ ŜƴŘƛƴƎ ƻŦ 

{ƘŀƴŜ aŜŀŘƻǿΩǎ This is England ό{ƘŀƴŜ aŜŀŘƻǿǎΣ нллсύ ƛǎ ΨƘƻǊǊƛŦƛŎΩ όоуύΣ ŀ 

conceptualisation of realism I would like to extend here. Nil by Mouth (Gary 

Oldman, 1997), Tyrannosaur (Paddy Considine, 2011), Ill Manors όΨtƭŀƴ .ΩΣ нлмнύ 

and The Selfish Giant, are all examples of the development of the British social 

realist drama from miserablism to horrific realism.2 By this I do not argue for the 

films to be reclassified as horror texts, but rather, to acknowledge the 

excessiveness of depictions of the underclass in these films as abject states in both 

representation, and within the narrative trajectories. This horrific realism witnesses 

the passing of the working-class in popular cultural forms, and animates individuals 

and communities that have replaced the working-class: the underclass. The image 

of the charred, taut body of Swifty (The Selfish Giant), Joseph drunkenly kicking his 

dog, Bluey, to death (Tyrannosaur), and Michelle offered for sex to employees of a 

string of fast-food shops to pay back the money she owes for losing a phone (Ill 

Manors), construct a monstrous reality for those who reside on the margins of 

society. Social realism conjoins with horror in the strategy of othering abject forms 

                                                             
2 !Ô ÔÈÅ ÃÏÎÆÅÒÅÎÃÅ Ȭ#ÏÎÔÅÍÐÏÒÁÒÙ (ÏÒÒÏÒÓȟ $ÅÓÔÁÂÉÌÉÓÉÎÇ Á #ÉÎÅÍÁÔÉÃ 'ÅÎÒÅȭȟ ÈÅÌÄ ÁÔ ÔÈÅ 
University of Chicago, April 2014, Adam Lowenstein responded to my paper on Hoodie Horror 
that he has always seen horror in British social realism and provided the example of the brutal 
assault of Joe Lampton in Room at the Top (Jack Clayton, 1959). I agree with Lowenstein on this 
point and am always reminded of the closing scene of Kes (Ken Loach, 1969). My point here is 
the pronounced centrality of abject states in realist texts.  
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ǘƘŀǘ ŎƛƴŜƳŀǘƛŎŀƭƭȅ ŀƴƛƳŀǘŜ ǿƘŀǘ hǿŜƴ WƻƴŜǎ ǘŜǊƳǎ ΨǎƻŎƛŀƭ ŘƛǎǘŀƴŎƛƴƎΩ όWƻƴŜǎΣ нлмнΥ  

xii) and what Tyler expresses as a disgust consensus (Tyler, 2013: 23-24). Revolting 

aesthetics and narratives widen the imagined space between audience and the 

confƛƎǳǊŀǘƛƻƴǎ ƻŦ ƳŀǊƎƛƴŀƭƛǎŜŘ ŎƻƳƳǳƴƛǘƛŜǎΦ ¢Ƙƛǎ ΨŘƛǎǘŀƴŎƛƴƎΩ ƻŎŎǳǊǎ ƛƴ ōƻǘƘ ǘƘŜ 

film structures (narratives that place protagonists in extremely difficult events) and 

aesthetics (configurations of housing estates). The more abject the figure, the more 

excessive the plot and the more revolting and extreme the aesthetics. The horrific 

realism of these films allows the audience to experience marginalised existences at 

ŀ ΨǎŀŦŜΩ ŘƛǎǘŀƴŎŜΣ ǊŜƛƴŦƻǊŎƛƴƎ ǘƘŜ ŀƭǘŜǊƛǘȅ ƻŦ ŀ ƳƻƴǎǘǊƻǳǎ ǳƴŘŜǊŎƭŀǎǎΦ CƻǊ ǿƘŀǘ ōŜǘǘŜǊ 

way to spacialize otherness than through the strategies of horror?  

The final area this thesis seeks to address is the paradoxical presence of the 

monstrous realism in the cycle. While I historicise the films by fastening them to 

contemporaneous discourses, I perceƛǾŜ ǘƘŜƳ ŀǎ ƘŀǳƴǘŜŘ ƴƻǘ ƻƴƭȅ ōȅ ǘƘŜ ΨǇŀǎǎƛƴƎΩ 

of the working-class, but also by the cinematic heritages of both horror and social 

realism. The contention is the films are marked by a certain anachronism where a 

ΨƧǳƳōƭƛƴƎ ǳǇ ƻŦ ǘƛƳŜΩ ƳŀǘŜǊƛŀƭƛǎŜǎ ƛƴ ǊŜǇǊŜǎŜntations and film form. The monstrous 

hoodies of Heartless, Citadel and F are conjured as monsters from a horror heritage 

ς demons, zombies and gesichtslosgeists (faceless ghosts) ς that are reliant on the 

gothic structure of concealment and unveiling of identity, a structure most readily 

associated in classic gothic texts such as Dracula (Stoker, 1897/2004) and Dr Jekyll 

and Mr Hyde (Stevenson, 1886/1993), and celebrated in Hammer horror films 

ǇǊƻŘǳŎǘƛƻƴǎΦ LŦ ǿŜ ǊǳƳƛƴŀǘŜ ƻƴ {ǿƛŦǘȅΩǎ ǇŀǊŜƴǘǎ ƛƴ The Selfish Giant ς put upon 

mother and drunken father ς would these characters be incongruent if placed in 
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kitchen sink dramas and films of the British New Wave? Indeed, if we think of the 

landscapes of The Selfish Giant, are we not put in mind of the techniques and 

formulas of the social realist films of the 1960s? Are we not pricked to return to the 

ŎƻƴŎŜǇǘǳŀƭ ŦǊŀƳŜǿƻǊƪ ƻŦ Ψ¢Ƙŀǘ [ƻƴƎ {Ƙƻǘ ƻŦ hǳǊ ¢ƻǿƴ ŦǊƻƳ ¢Ƙŀǘ IƛƭƭΩ όIƛƎǎƻn, 

1996: 134)? While the form may be relevant as a means to communicate the 

persistence of an underclass discourse through history, are such evocations of the 

past appropriate to articulate the present?  Council estates are conceptualised as 

dystopian waste grounds, abandoned by residents (Citadel), or as haunted houses, 

troubled by loss, grief and violence (The Disappeared (Johnny Kevorkian, 2008) and 

Heartless), visions which imply a retreat from modernism and a failure of a belief 

and hope in the future, of new beginnings that the construction of council housing 

promised.  

In his book, After the FutureΣ CǊŀƴŎƻ .ŜǊŀǊŘƛ ǘƻǳŎƘŜǎ ǳǇƻƴ ΨǘƘŜ ǎƭƻǿ ŎŀƴŎŜƭƭŀǘƛƻƴ ƻŦ 

ǘƘŜ ŦǳǘǳǊŜΩ ƴƻǘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ŘƛǊŜŎǘƛƻƴ ƻŦ ǘƛƳŜΣ ōǳǘ ǊŀǘƘŜǊ ŀ ΨǇǎȅŎƘƻƭƻƎƛŎŀƭ 

ǇŜǊŎŜǇǘƛƻƴΩ ǘƘŀǘ ǎƘŀǇed a belief in a temporalization that witnessed a culture ever 

progressing (Berardi, 2011: 18-19). ¢ƘŜ ƛŘŜŀ ƻŦ Ψŀ ŦǳǘǳǊŜ ŎŀƴŎŜƭƭŜŘΩ ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ 

work by Mark Fisher and Simon Reynolds. Fisher, in his penetrating book Ghosts Of 

My Life, approaches popular cultural forms as being haunted by a persistence of 

previous incarnations; he suggests that the comfort of the already known is 

ǊŜŎȅŎƭŜŘ ǊŜǎǳƭǘƛƴƎ ƛƴ ŀƴŀŎƘǊƻƴƛǎǘƛŎ ǘŜȄǘǎ ΨǎŀǘǳǊŀǘŜŘ ǿƛǘƘ ŀ ǾŀƎǳŜ ōǳǘ ǇŜǊǎƛǎǘŜƴǘ 

ŦŜŜƭƛƴƎ ƻŦ ǘƘŜ ǇŀǎǘΩ όCƛǎƘŜǊΣ нлмоΥ мпύΦ ReynoƭŘǎΩ ǿƻǊƪ ƻƴ ƳǳǎƛŎ ŎǳƭǘǳǊŜΣ Retromania, 

views the obsession with, and the recycling of, past forms and feels that the 

temptation of the pastiche, homage and retrospection, produces what he terms 
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ΨŘǎȅŎƘǊƻƴƛŀΩΣ ŀ ǘŜƳǇƻǊŀƭ ŘƛǎƧǳƴŎǘǳǊŜΦ .ǳǘ ǊŀǘƘŜǊ ǘƘŀƴ ŜŦŦŜŎǘƛng a feeling of the 

uncanny, such ahistorical forms are naturalised as a normative expectation 

(Reynolds, 2012). It is within this recycling, this persistence of identifiable forms, 

the safety of the known, that I wish to place the Hoodie Horror. This thesis will 

argue that in a desire to exploit and expose the contemporaneous, the films suffer 

from a retreat from the experimental and the innovative to embrace the 

recognisable, resulting in a paradoxical form that is both antiquated and current. Is 

it that the films are unable to articulate the now, or is that there is no sense of a 

present to communicate?  

1.3: Race and gender statement 

Before I proceed further, I would like to make a qualification concerning the 

research. This thesis is predominately concerned with class and with how the 

discourse of the hoodie flattens intersectional identity into a representation 

contingent on class identity. While at certain junctures my work engages with 

issues that specific representations present, my thesis does not explicitly address 

race or female representation, and I would like to outline the reasoning behind this 

decision.  

One film that might ƻǎǘŜƴǎƛōƭȅ ǎŜŜƳ ǘƻ Ŧƛǘ ǿƛǘƘ Ƴȅ ǇǊƻƧŜŎǘ ƛǎ !ƴŘǊŜŀ !ǊƴƻƭŘΩǎ нллф 

feature, Fish Tank (Andrea Arnold, 2009). Much of the marketing for the film 

featured the central character, Mia, in a hoodie, and it thus a potentially prime text 

for this research. While the gender focus would also place it outside the 

predominantly male-ŎŜƴǘǊƛŎ ǳƴƛǾŜǊǎŜ ƻŦ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊΣ ƛǘ ƛǎ !ǊƴƻƭŘΩǎ ŘƛǊŜŎǘƛƻƴ 

ŀƴŘ ƘŀƴŘƭƛƴƎ ƻŦ ƘŜǊ ǎǳōƧŜŎǘ ƳŀǘǘŜǊ ǘƘŀǘ ǳƭǘƛƳŀǘŜƭȅ ŘǊƛǾŜǎ ǘƘŜ ŦƛƭƳΩǎ ƻƳƛǎǎƛƻƴΦ !ǎ 
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much as the film is centred on a teenage girl growing up on a council estate, it 

endeavours to decrease attention from a class discourse in favour of illuminating a 

story of an individual teenage girl navigating the passage from adolescence to 

ǿƻƳŀƴƘƻƻŘΦ ¢Ƙƛǎ ƛǎ ƛƴ ǇŀǊǘ ŘǳŜ ǘƻ !ǊƴƻƭŘΩǎ ŘƛǊŜŎǘƛƻƴ ǘƘŀǘ refuses to make 

judgements, despite the gravity of plot. The camera closely envelops Mia, drawing 

attention to her relationship with space through sensory channels. The film can be 

directly compared to The Selfish Giant, ƛƴ Ƙƻǿ /ƭƛƻ .ŀǊƴŀǊŘΩǎ ŦǊŀƳƛƴƎ ƻŦ !Ǌbor and 

the housing estate spectacularises poverty that unlike Fish Tank, corroborates 

associative underclass discourses and invites an emotional engagement from the 

ǎǇŜŎǘŀǘƻǊ ŀƪƛƴ ǘƻ ΨǇƛǘȅ-ǇƻǊƴΩΦ Fish Tank engages with the personal, rather than 

making an explicit engagement with overriding social and cultural concerns. Female 

representation has a continuing history of being secondary to a male focus in British 

social realism (not discounting other film forms). Here Arnold, in her exploration of 

female girlhood, endeavours to find a different cinematic language to animate the 

difference in female experience.  

With regard to race, films such as Attack the Block (Joe Cornish, 2011) and the Hood 

trilogy can be placed within a contemporary history of television and film that takes 

in narratives of racial identity and landscape, Bullet Boy (Saul Dibb, 2004) and Top 

Boy (Ronan Bennett, 2011-2013) being some of the other most recognisable 

ŜȄŀƳǇƭŜǎΦ IƻǿŜǾŜǊΣ ǿƘŜƴ ŀǇǇǊƻŀŎƘŜŘ Ǿƛŀ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ ŎȅŎƭŜΣ ǘƘŜ ŦƛƭƳǎΩ 

treatment of their black protagonists finds synergy with the white, male underclass 

characters in Harry Brown, The Selfish Giant and Eden Lake. In essence this thesis is 

a study of a class discourse onscreen, specifically the underclass, and how this 
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homogenises different working class identities into a single framework. Films such 

as Attack the Block do not necessarily address a unique black experience in the way 

such texts as Pressure (Horace Ove, 1976) or Handsworth Songs (John Akomfrah, 

1986) do. This research engages with the stereotypical and fetishized character 

ŎƻƴǎǘǊǳŎǘƛƻƴǎ ǘƘǊƻǳƎƘ ŎƭŀǎǎŜŘ ŎƻƴǎǘǊǳŎǘƛƻƴǎ ƻŦ ƳŀǊƎƛƴŀƭƛǘȅ ŀƴŘ ΨƻǘƘŜǊƴŜǎǎΩΣ ǊŀǘƘŜǊ 

than within representations of ethnicity.   

This is not to deny the presence of specific instances in films that do emphasise the 

question of race. The rape of Christine by Rian in Cherry Tree Lane (Paul Andrew 

wƛŎƘŀǊŘǎΣ нлмлύ ŀƴŘ tŜǎǘΩǎ ƛŘŜƴǘƛǘȅ ƛƴ Attack the Block are two instances that invite 

further enquiry. While I will touch upon these examples in the specific chapters, an 

extensive examination of race together with class remains outside the scope of this 

research. The argument here is that in the essentialist discourse of the Hoodie, as a 

configuration of class, and its animation and assimilation into the films, is a 

discourse where class supersedes race and gender, or, rather, a class reading levels 

both into a homogenous construction in the figure of the Hoodie.  

мΦпΥ ¢ƘŜ ǇǊƻōƭŜƳ ǿƛǘƘ ƘƻǊǊƻǊ ƛǎ Χ 

  Always changing. Always in process.  

(Peter Hutchings, 2004)  

¢ƘŜ ǘŜǊƳ ΨƘƻƻŘƛŜ ƘƻǊǊƻǊΩ ŦƛǊǎǘ ōŜƎŀƴ ŀǇǇŜŀǊƛƴƎ ƛƴ ŎƻƴƴŜŎǘƛƻƴ ǘƻ ŦƛƭƳ ƛƴ нллуΣ ƛƴ 

reviews of Eden Lake. But the term had already been in circulation prior to this in 

media reports of assaults and violent acts allegedly perpetrated by Hoodies (Kelly, 

2006a: 11). The eye-catching convenience of alliteration for newspaper headlines 

aside, while the term had initially served to denote adolescent deviancy in varying 
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forms, when applied to film the term was initially exercised as a descriptive 

categorisation to set expectations and firmly plant the films in the horror genre. 

However, for this thesis, I expand the reach of the term to encompass films such as 

The Selfish Giant, Ill Manors and Adulthood. The reasoning behind this is that the 

corresponding representations of identity, space and place across these films are 

beyond superficial images of adolescents in hoodies and sullied council estates, but 

rather are congruent with representations of poverty and violence. Despite the high 

walls of genre and sensibilities, there are comparable narratives, aesthetics and 

representations that are at play here and puncture each film structure. However, 

the question of horror requires resolving.  

Despite the wealth of scholarship on cinematic horror ς including anthologies 

(Jancovich 1992; Gelder, 2000), psychoanalytical analysis (Creed, 1997; Clover, 

1992), historical accounts (Skal, 1994; Tudor, 1973), reception studies (Hills, 2005) 

and cultural analyses (Crane, 1994) ς horror remains a nebulous term. It is often 

charged wƛǘƘ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ŎŀǇǘǳǊŜ ΨǘƘŜ ŎǳƭǘǳǊŀƭ ƳƻƳŜƴǘΩΣ ŀƴŘ ǾƛŜǿŜŘ ŀǎ ŀ ŦƻǊƳ 

sensitive to the political, adept at adapting to social and cultural anxieties. As Paul 

²Ŝƭƭǎ ǎǘŀǘŜǎ ΨǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǘƘŜ ƘƻǊǊƻǊ ŦƛƭƳ ƛǎ ŜǎǎŜƴǘƛŀƭƭȅ ŀ ƘƛǎǘƻǊȅ ƻŦ ŀƴȄƛŜǘȅ ƛƴ ǘƘŜ 

twentieth ŎŜƴǘǳǊȅΩ ό²ŜƭƭǎΣ нлллΥ оύΦ !ǎ ŀ ƎŜƴǊŜ ƛǘ ƛǎ ƳŀǊƪŜŘ ōȅ ŀƴ ŜŎƭŜŎǘƛŎ ǊŀƴƎŜ ƻŦ 

ŎƻƴǾŜƴǘƛƻƴǎΣ ƴŀǊǊŀǘƛǾŜǎ ŀƴŘ ŀŜǎǘƘŜǘƛŎǎ ŀƴŘ ŀǎ .ǊƛƎƛŘ /ƘŜǊǊȅ ŀǊƎǳŜǎ Ƙŀǎ ΨŦǊŀƎƳŜƴǘŜŘ 

into an extremely diverse set of sub-ƎŜƴǊŜǎΩ ŀƴŘ ŀǎ ǘƘƻǎŜ ƎǊƻǳǇƛƴƎǎ ŀƴŘ ǎƳŀƭƭŜǊ 

communities modify and adjust, so the boundaries of the entire genre shift and 

transforms (Cherry, 2009: 2). While it may be relatively easy to recognise a horror 

film ς a stranded group of friends approaches a derelict house, a couple slashed to 
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death after having sex, or a group of decaying corpses hammering at the windows 

of a shopping mall (Worland, 2006; Cherry, 2009) ς there is still disparity and 

wrangling over what constitutes one, despite a focus on questions of genre 

boundaries. The overall genre has no distinctive iconography that binds all films, is 

not limited to specific geographies or historical periods and reacts to shifting social 

and cultural concerns (Hutchings, 2004). Even within the transitory nature of horror 

as a genre, there are other considerations tƘŀǘ ŀŦŦŜŎǘǎ ǘƘŜ ƎŜƴǊŜΩǎ ŎƻƳǇƻǎƛǘƛƻƴΥ 

industrial and economic models of genre, genre hybridity and questions of 

authorship are some such considerations. Recent movements such as the New 

French Extreme films and the glut of Japanese horror from the 1990s and early 

2000s challenge the more totalising theories. as questions are raised as to how 

national horror intercalates with the more universal conventions and concerns of 

the genre. With Hollywood remakes of the products of both these national horrors, 

the function of transnationalism in the formation and development of the genre 

becomes an increased mode of enquiry, furthering our understanding of horror 

cinema.  

{ǘŜǾŜƴ {ŎƘƴŜƛŘŜǊΩǎ ǇǊŜƭƛƳƛƴŀǊȅ ǎŎƘƻƭŀǊǎƘƛǇ ƻƴ ŎƛƴŜƳŀǘƛŎ ƘƻǊǊƻǊ ǎŜŜƪǎ ǘƻ ŀƴǎǿŜǊ ǘƘŜ 

question as to why some horror films are successful in eliciting the desired 

emotional response in viewers whilst others fail. In brief, what makes a horror film 

ƘƻǊǊƛŦȅƛƴƎΚ /ǊƛǘƛŎŀƭ ƻŦ bƻšƭ /ŀǊǊƻƭƭΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ƘƻǊǊƻǊ ŎƘǊƛǎǘŜƴŜŘ ΨŀǊǘ-ƘƻǊǊƻǊΩ ŦƻǊ 

being too narrow in its consideration of horror as a genre-specific emotion, 

{ŎƘƴŜƛŘŜǊ ƎǊŀǾƛǘŀǘŜǎ ǘƻǿŀǊŘǎ wƻōŜǊǘ {ƻƭƻƳƻƴΩǎ ŎƻƴǘŜƴǘƛƻƴ ǘƘŀǘ ƘƻǊǊƻǊ Ŏŀƴ ōŜ 

experienced in isolation, separate from narrative and strategies of the genre 
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ό{ŎƘƴŜƛŘŜǊΣ нллпύΦ ¢Ƙƛǎ ƛŘŜŀ ƻŦ Ψƴƻƴ-generic hoǊǊƻǊΩ ƛǎ ƛƴŦƻǊƳŀǘƛǾŜ ǿƘŜƴ ŎƻƴǎƛŘŜǊƛƴƎ 

disputes over generic mappings of films, differences of opinion which as Mark 

Jancovich has noted, can be divisive. When it was claimed The Silence of the Lambs 

(Jonathan Demme, 1991) was an example of a horror film winning a mainstream 

ŀǿŀǊŘΣ ƻƴŜ Ŧŀƴ ǊŜƳƻƴǎǘǊŀǘŜŘΣ ΨSilence of the Lambs ƛǎ ŀ ǘƘǊƛƭƭŜǊ ȅƻǳ ŘƛŎƪƘŜŀŘǎΗΩ 

(Jancovich, 2002: 15). At the opposing end, as Schneider argues, there are horror 

films that do not succeed in their reason for being, to horrify, or, even in 

ŜƴŘŜŀǾƻǳǊƛƴƎ ǘƻ ǇǊƻŘǳŎŜ ΨōƻǳƴŘŜŘ ŜȄǇŜǊƛŜƴŎŜώǎϐ ƻŦ ŦŜŀǊΩ (Pinedo, 1997: 41). Some, 

such as films critics Mark Kermode and Nigel Floyd regarding James ²ŀƴΩǎ ŦƛƭƳ 

series, Insidious (James Wan, 2010) and The Conjuring όWŀƳŜǎ ²ŀƴΣ нлмоύ ŀǎ ΨŎŀǘǘƭŜ-

ǇǊƻŘΩ ŎƛƴŜma, claim that even films highly versed in the mechanisms of horror are 

not horror films, because in essentialist terms, the films are not designed to invoke 

ǘŜǊǊƻǊ ƻǊ ƘƻǊǊƻǊΣ ōǳǘ ǊŀǘƘŜǊ ŀǊŜ ŘŜǎƛƎƴŜŘ ƻƴƭȅ ǘƻ ƛƴŘǳŎŜ ŀ ǊŜŀŎǘƛǾŜ ΨƧǳƳǇΩ ƛƴ ǘƘŜ 

spectator.3 Alternatively, if, as Stephen Prince argues, we watch horror films for the 

ǎŜƴǎŀǘƛƻƴǎΣ ǘƘŜ ǘƘǊƛƭƭǎ ŀƴŘ ǘƘŜ ǎǇŜŎǘŀŎƭŜ ƻŦ ǾƛƻƭŜƴŎŜΣ ƛǘ Ƴŀȅ ōŜ ǘƘŀǘ ǿŜ ŀǊŜ ΨŘǊŀǿƴ ǘƻ 

the films for their ability to visualise wounding and violent death in novel and 

ƛƳŀƎƛƴŀǘƛǾŜ ǿŀȅǎΩ (Prince, 2004: 244) ς ǿƘŀǘ LǎŀōŜƭ tƛƴŜŘƻ ŦǊŀƳŜǎ ŀǎ ΨǊŜŎǊŜŀǘƛƻƴŀƭ 

ǘŜǊǊƻǊΩ όtƛƴŜŘƻΣ мффтύ ς not because we wish to be horrified or scared.  

Whether we come to understand horror through generic structures, as an emotive 

sensibility or as an expression of history, the horror genre has an enduring appeal. 

tǊƛƴŎŜ ŀǊƎǳŜǎ ǘƘŀǘ ƛǘǎ ŀǇǇŜŀƭ ƭƛŜǎ ƴƻǘ ǿƛǘƘƛƴ ǘƘŜ ƎŜƴǊŜΩǎ ŀōƛƭƛǘȅ ǘƻ ǊŜǎƻƴŀǘŜ ǿƛǘƘ 

ŎǳƭǘǳǊŀƭ ƻǊ ǎƻŎƛŀƭ ŎƻƴŎŜǊƴǎ ŀƴŘ ƛǎǎǳŜǎΣ ƴƻǊ ŦƻǊ ǘƘŜ ƎŜƴǊŜΩǎ ŀōƛƭƛǘȅ ǘƻ ƛƴǾƛƎƻǊŀǘŜ ŀƴŘ 

                                                             
3 A more detailed discussion by Nigel FloÙÄ ÁÎÄ -ÁÒË +ÅÒÍÏÄÅ ÏÎ ȬÃÁÔÔÌÅ-ÐÒÏÄȭ ÃÉÎÅÍÁ ÃÁÎ ÂÅ 
found here: https://www.youtube.com/watch?v=Ab8oi4ThVS0. 
 

https://www.youtube.com/watch?v=Ab8oi4ThVS0
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transform, while yet replaying repetitivŜ Ǉƭƻǘ ǎǘǊǳŎǘǳǊŜǎ ŦƻǊ ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ǇƭŜŀǎǳǊŜΦ 

wŀǘƘŜǊΣ ǘƘŜ ƘƻǊǊƻǊ ƎŜƴǊŜΩǎ ŘƛǎǘƛƴŎǘƛǾŜ ǉǳŀƭƛǘȅ ƛǎ ƛƴ Ƙƻǿ ƛǘ ǇǳǎƘŜǎ ōŜȅƻƴŘ ǘƘŜ ŎǳƭǘǳǊŀƭ 

moment to explore more profound concerns that extend beyond culture and 

society: the fundamental questions of human existence. In essence, Prince argues 

ǘƘŀǘ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ƘƻǊǊƻǊΣ ǘƘŜ ΨŀƴȄƛŜǘȅΩ ƻŦ ǘƘŜ ƎŜƴǊŜΣ ƛǎ ΨǘƘŜ ƴŀǘǳǊŜ ƻŦ ƘǳƳŀƴ ōŜƛƴƎΩ 

(Prince, 2004: 2). As he further argues, the human form in the horror genre is 

always under threat from defilement or destruction. When a ǇŜǊǎƻƴΩǎ ōƻŘȅ ƛǎ 

violated and polluted, its very ontology is contaminated and metamorphoses into 

an anomalous entity. In horror, people transfigure into ghosts, zombies, all manner 

of the undead, werewolves and vampires. The boundaries on which our social 

existence are constructed are breached, threatening the social order (2). 

Anthropologist Margaret Mead posits that the fundamental anxiety that human 

beings share is the integrity of self and community and therefore we erect rituals 

and customs to maintain identity and guard against violation. Fears endure that 

some are unable to maintain integrity of self and therefore threaten the social 

order, resulting in the observance of customs and obedience to taboos (Mead, 

1949).  

It is within these margins of horror as concerned with self, identity and community 

that I situate the Hoodie Horror. For clarity, I am not constructing a case to 

ǊŜŎƻƎƴƛǎŜ ǘƘŜ ŦƛƭƳǎ ŀǎ ƘƻǊǊƻǊ ŦƛƭƳǎ ŀǎ ²ŀƭƪŜǊΩǎ ǿƻǊƪ ǎŜŜƪǎ ǘƻ ŘƻΦ !ŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜ 

presence of generic horror films in the cycle presupposes this thesis does not 

ǊŜǉǳƛǊŜ ǘƻ ŘŜŦŜƴŘ ǘƘƻǎŜ ŦƛƭƳǎΩ ƎŜƴǊŜ ŎǊŜŘŜƴǘƛŀƭǎΦ bƻǊ ǿƛƭƭ ǘƘƛǎ ǘƘŜǎƛǎ ǳƴŘŜǊǘŀƪŜ ŀ 

revisionist approach to British social realism to claim previous examples such as Kes 
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(Ken Loach, 1969), Ladybird Ladybird (Ken Loach, 1994), or Nil by Mouth as horror 

ǘŜȄǘǎΣ ŘŜǎǇƛǘŜ ǘƘŜǊŜ ōŜƛƴƎ ŜŀǊƭȅ ǎƛƎƴǎ ƛƴ ǘƘŜǎŜ ŦƛƭƳǎ ƻŦ ǘƘŜ ΨƳƻƴǎǘǊƻǳǎ ǊŜŀƭƛǎƳΩ ƻŦ 

this cycle. Rather this thesis seeks to construct a hypothesis as to what a Hoodie 

IƻǊǊƻǊ ƛǎΣ ǘƻ ƭƻŎŀǘŜ ŀƴŘ ǘǊŀŎƪ ǘƘŜ ΨƘƻǊǊƻǊΩ ŀŎǊƻǎǎ ǇƻǇǳƭŀr cultural forms including 

the cycle, and analyse how this configuration of horror amalgamates the films into 

a cycle.  

The horror in the Hoodie Horror pivots on the concept of social abjection. Abjection 

is, as Tyler articulates, Ψŀƴ ŀŎǘ ƻŦ ŎŀǎǘƛƴƎ ŘƻǿƴΤ an act of abasement. That which is 

cast off; refuse, scum, dregs. That state or condition of being cast down; 

ŘŜƎǊŀŘŀǘƛƻƴΣ ƘǳƳƛƭƛŀǘƛƻƴΩ όTyler, 2013, 20)Φ /ŜƴǘǊŀƭ ǘƻ ¢ȅƭŜǊΩǎ ŀŎŎƻǳƴǘ ƻŦ ǎƻŎƛŀƭ 

abjection are two states ς ΨǎǘŀǘŜǎ ƻŦ ōŜƛƴƎΩ όƘǳƳŀƴ ƭƛŦŜύ ŀƴŘ ΨǎǘŀǘŜǎ ƻŦ ōŜƭƻƴƎƛƴƎΩ 

(political life) ς ŀƴŘ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ΨƳŀƪƛƴƎ ŀƴŘ ǳƴƳŀƪƛƴƎΩ ƻŦ ōƻǘƘ όнлύΦ ¢ƘŜ ŀōƧŜŎǘ ƛǎ 

ŀ ǎǇŀǘƛŀƭƛȊƛƴƎ ǇƻƭƛǘƛŎǎΣ ǿƘŀǘ hǿŜƴ WƻƴŜǎ ǘŜǊƳǎΣ ΨǎƻŎƛŀƭ ŘƛǎǘŀƴŎƛƴƎΩ όWƻƴŜǎΣ нлмнΥ ȄƛƛύΣ 

which functions to create distance (geographically, imaginary, symbolically) 

between the body politic and those excluded to the border zones of the social 

proper (Tyler, 2013: 41). For Tyler, social abjection assists in understanding 

ǎǳōƧŜŎǘƛǾƛǘȅ ŀƴŘ ǎƻǾŜǊŜƛƎƴǘȅ ŀƴŘ Ƙƻǿ ǘƘŜ ΨǾƛƻƭŜƴǘ ŜȄŎƭǳǎƛƻƴŀǊȅ ŦƻǊŎŜǎΩ ƻŦ ǎƻǾŜǊŜƛƎn 

power creates the dregs and refuse of social life (21). But as Tyler goes on to 

expand, abjection is not just solely the act of subjugation, there is also the condition 

of being abject.  

This thesis will argue that the Hoodie Horror cycle concerns itself with anxiety over 

citizenship in neoliberal Britain during the early years of the 2000s, and configures 

horror, in the concept of social abjection, as a strategy for identity formation, 
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establishing it as the film cycle par excellence of neoliberal Britain. In centralising 

and spectacularising abject states, presenting the subjectivity of subjugated forms, 

the cycle reflects not only the passing of the working-class, but by assimilating the 

ŘŜƳƻƴƛǎƛƴƎ ŘƛǎŎƻǳǊǎŜ ƻŦ ǘƘŜ IƻƻŘƛŜΣ ǊŜŦƭŜŎǘǎ ΨŎƭŀǎǎ-ƳŀƪƛƴƎΩ ƛƴ ǘǿŜnty-first century 

.ǊƛǘŀƛƴΣ ǿƛǘƘ ǘƘŜ ŦƛƭƳǎ ŜȄŀƳǇƭŜǎ ƻŦ .ǊƛǘƛǎƘ ŎƛƴŜƳŀ ŘŜŦƛƴƛƴƎ ƛǘǎŜƭŦ ŀǎ ΨƻǘƘŜǊΩ ǘƻ ƻǘƘŜǊ 

national cinemas. Furthermore, in concerning itself with the bordering strategies of 

social abjection ς ǘƘŀǘ ŎǊŜŀǘŜǎ ΨǿŀǎǘŜŘ ƘǳƳŀƴǎΩ ǿƛǘƘƛƴ ŀƴŘ ŀǘ ǘƘŜ borders of 

sovereign states (Bauman, 2004: 5) ς the Hoodie Horror is the cinema of alterity, a 

cinematic furthering of neoliberal governance that allows audiences to define 

identity, self and community as other than low. The disciplinary forces, the 

discriminatory practices of sovereignty in a neoliberal state through its process of 

ƛƴŎƭǳǎƛƻƴ ŀƴŘ ŜȄŎƭǳǎƛƻƴΣ ŘƻŜǎ ƴƻǘ Ŧǳƭƭȅ ŜȄǇŜƭ ΨŦŀƛƭŜŘ ŎƛǘƛȊŜƴǎΩ όŎƻƴǎǘƛǘǳǘŜŘ ŀǎ ΨǿŀǎǘŜ 

ǇƻǇǳƭŀǘƛƻƴǎΩύΣ ŀǎ ǘƘŜǎŜ ŦƻǊƳǎ ŎƻƴǎǘƛǘǳǘŜ ǘƘŜ ōƻǳƴŘŀǊƛŜǎ ƻŦ ǘƘŜ ǎǘŀǘŜΣ ŜƴŀōƭƛƴƎ 

identity foǊƳŀǘƛƻƴ ǘƘǊƻǳƎƘ ΨŘƛǎƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ ŀƴƻǘƘŜǊΥ άthat-is-not-ƳŜέΩ (Tyler, 

2013: 26).  

The essentialist representations elide any political struggles of these minority 

subjects into the cinematic fiction. Even The Selfish Giant and Kidulthood as 

examples of cultural film-ƳŀƪƛƴƎ ǎǳƭƭȅ ŀƴŘ ǇǊƻōƭŜƳŀǘƛȊŜ ōƻǘƘ ŦƛƭƳǎΩ ǇǊƻƧŜŎǘǎ ƻŦ 

ŀǳǘƘŜƴǘƛŎƛǘȅ ǿƛǘƘ ŜǎǎŜƴǘƛŀƭƛǎǘ ŀƴŘ ŘŜƳƻƴƛǎƛƴƎ ŘƛǎŎƻǳǊǎŜΦ !ǊōƻǊΩǎ ŘƛŀƎƴƻǎƛǎ ƻŦ !5I5 

in The Selfish Giant finds a resonance with how, when class is imagined as a race, 

conditions such as poverty and disadvantage are perceived as a hereditary 

condition or a disease (Tyler, 2013: 188), whilst the gun culture and aspirational 

lifestyles inherent in the Hood trilogy and in Ill Manors perpetuate the stigmatizing 
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discourses already surrounding council estates and an urban underclass youth 

(Tyler, 2013: 159-63). Both films raise questions of representation, authenticity and 

film-making practices. How do films construct marginalised states without 

furthering their abjection? 

Abjection has a long history with horror. Monsters, zombies, vampires, blood, 

vomit, mutilated corpses, cannibalism, religious abomination: the horror film is 

abundant with images of the abject. Indeed, as Barbara Creed notes, when we 

allude to individual horror filƳǎ ŀƴŘ Ƙƻǿ ǘƘŜȅ ΨǎŎŀǊŜ ǘƘŜ ǎƘƛǘ ƻǳǘ ƻŦ ƳŜΩΣ ǿŜ ŀǊŜ 

ƛŘŜƴǘƛŦȅƛƴƎ ǘƘƻǎŜ ŦƛƭƳǎ ŀǎ ΨŀōƧŜŎǘƛƻƴ ŀǘ ǿƻǊƪΩ ό/ǊŜŜŘΣ мфф7: 10). What perverse 

pleasure we take in watching horror also propels us to eject the abject/horror from 

ƻǳǊ ǇǊŜǎŜƴŎŜ ŦǊƻƳ ǘƘŜ ΨǎŀŦŜǘȅ ƻŦ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ǎŜŀǘΩ όмлύΦ !ōƧŜŎǘƛƻƴ ƛǎ ŎƻƴŎŜǊƴŜŘ 

ǿƛǘƘ ōƻǊŘŜǊƛƴƎΣ ǿƛǘƘ ǘƘŜ ΨǊƛǘǳŀƭƛǎǘƛŎΣ ŎǳƭǘǳǊŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ōƻǊŘŜǊǎΩΣ ǎŜǇŀǊŀǘƛƴƎ 

self and non-self, cultural borders or separating out what is taboo (Hills, 2005: 58). 

Wǳƭƛŀ YǊƛǎǘŜǾŀΩǎ ǎŜƳƛƴŀƭ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭ account of abjection, Powers of Horror, has 

had a significant influence in the fields of humanities and arts, and especially within 

ǿƻǊƪ ƻƴ ƘƻǊǊƻǊΦ Lƴ YǊƛǎǘŜǾŀΩǎ ŀŎŎƻǳƴǘΣ ǎƘŜ ŜȄǇƭƻǊŜǎ ǘƘŜ ǾŀǊƛƻǳǎ ǿŀȅǎ ƛƴ ǿƘƛŎƘ 

abjection functions in human societies, as a process to demarcate the border 

between human and non-human. Kristeva expounds abjection as that which does 

ƴƻǘ ΨǊŜǎǇŜŎǘ ōƻǊŘŜǊǎΣ ǇƻǎƛǘƛƻƴǎΣ ǊǳƭŜǎΩΣ ŀƴŘ ǘƘŀǘ ǿƘƛŎƘ ΨŘƛǎǘǳǊōǎ ƛŘŜƴǘƛǘȅΣ ǎȅǎǘŜƳΣ 

ƻǊŘŜǊΩ όYǊƛǎǘŜǾŀΣ мфунΥ пύΦ CƻǊ YǊƛǎǘŜǾŀΣ ƛǘ ƛǎ ǎƻŎƛŜǘƛŜǎΩ ǳǎŜ ƻf ritual that brings 

contact with the abject and allows the abject to be excluded. The abject has the 

power to pollute, to contaminate, to defile and to destroy and therefore must be 

propelled away for it threatens stability of the subject and life. The subject must 
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therefore separate itself from the abject by dispelling the abject to the other side of 

the border in order for the subject to retain integrity of form. These rituals of 

defilement, as Kristeva names them, were a danger the area of religion had 

functioned to confront (1982: 64). Barbara Creed notes how modern horror film 

mirrors such rituals as outlined by Kristeva, with the construction of the monstrous. 

CƻǊ /ǊŜŜŘΣ ǘƘŜ ŦǳƴŎǘƛƻƴ ƻŦ ǘƘŜ ƳƻƴǎǘǊƻǳǎ ƛƴ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ƻŦ ƘƻǊǊƻǊ ŦƛƭƳǎ ƛǎ ǘƻ ΨōǊƛƴƎ 

about an encounter between the symbolic order and that which threatens its 

ǎǘŀōƛƭƛǘȅΩ ό/ǊŜŜŘΣ мфф7: 11). We are confronted in horror films with that which 

frightens, repels and disgusts us. Nevertheless, the abject must be tolerated for 

ΨǘƘŀǘ ǿƘƛŎƘ ǘƘǊŜŀǘŜƴǎ ǘƻ ŘŜǎǘǊƻȅ ƭƛŦŜ ŀƭǎƻ ƘŜƭǇǎ ǘƻ ŘŜŦƛƴŜ ƭƛŦŜΩ όфύΦ Wǳǎǘ ŀǎ ǿŜ ŀǊŜ 

perversely fascinated with images of the horrific in horror films (10), so we are 

captivated by the abject. As Kristeva states, abjection is particularly concerned with 

ŀƳōƛƎǳƛǘȅ ŦƻǊΣ ΨǿƘƛƭŜ ǊŜƭŜasing a hold, it does not radically cut off the subject from 

what threatens it ς on the contrary, abjection acknowledges it to be in perpetual 

ŘŀƴƎŜǊΩ όYǊƛǎǘŜǾŀΣ мфунΥ фύΦ  

While abjection has a long association with psychoanalytical readings of the horror 

genre, the concept has also been appropriated into the development of universal 

ŀƴŘ ǘǊŀƴǎƘƛǎǘƻǊƛŎŀƭ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ƘƻǊǊƻǊ ƛƴ ŀƴ ŜŦŦƻǊǘ ǘƻ ǾŀƭƻǊƛǎŜ ΨƘƻǊǊƻǊΩǎ ŎǳƭǘǳǊŀƭ 

ǾŀƭǳŜΩ ŀƴŘ ƛƴ ǘƘŜ ǇǊƻŎŜǎǎ ǾŀƭƛŘŀǘŜ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭ ǘƘŜƻǊȅ ƛǘǎŜƭŦ όIƛƭƭǎΣ нллрΥ псύΦ 

Positioning the Hoodie Horror within the paradigm of social abjection allows this 

thesis to wrestle the films away from the regulatory psychoanalytical, 

transhistorical and totalising prehistorical approaches, to historicise abjection 

within a specific social and political account. This cultural approach is more suitable 
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for a cycle of films that are not concerned with repressed fears, but rather with a 

ǎȅƳōƻƭƛŎ ǘƘǊŜŀǘ ƻŦ ŎƻƴǘŀƳƛƴŀǘƛƻƴ ŦǊƻƳ ŀ ΨŦŀƛƭŜŘ ŎƛǘƛȊŜƴΩΦ  

1.5: Some kind of cycle? 

WƻƘƴƴȅ ²ŀƭƪŜǊΩǎ ŎƘŀǇǘŜǊΣ ΨIŜŀǊǘƭŜǎǎ IƻƻŘƛŜǎΩΣ ƛƴ Ƙƛǎ нлмс ōƻƻƪ Contemporary 

British Horror Cinema is the first published academic study of the Hoodie Horror 

cycle. Contextualising the films within the abject discourses of the hoodie found in 

the British media of the 2000s that came ǘƻ ǎƛƎƴƛŦȅ Ψ.ǊƻƪŜƴ .ǊƛǘŀƛƴΩΣ ²ŀƭƪŜǊ ǇƭŀŎŜǎ 

the cinematic animation of these discourses directly within the horror genre, 

suggesting the films allegorise societal fears towards an underclass youth (Walker, 

2016: 86). While he acknowledges the films are apparently informed by both 

ΨǊŜŀƭƛǎǘΩ ŀƴŘ ΨƘƻǊǊƻǊΩ ǘǊŀŘƛǘƛƻƴǎΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ŀƴ ƛƴǘŜǊǘŜȄǘǳŀƭ ƘȅōǊƛŘ ŀƴŘ ŀƭƭŜƎƻǊƛŎŀƭ 

form, Walker is somewhat suspicious of the realism of the films and subsequently 

ǘƘŜ ŎȅŎƭŜΩǎ ŀōƛƭƛǘȅ ǘƻ ǇŀǎǎΣ ŀǎ ƘŜ ǎŜŜǎ ƛǘΣ ŀǎ ǎƻŎƛŀƭ ŎƻƳƳŜƴǘŀǊy. Arguing that the 

cultural discourses often animated Hoodies in configurations akin to the othering of 

ƳƻƴǎǘŜǊǎ ƻŦ ƘƻǊǊƻǊ ŦƛƭƳǎ ǎǳŎƘ ŀǎ ΨŦŜǊŀƭ ȅƻǳǘƘǎ Χ ǊǳƴƴƛƴƎ ǿƛƭŘ ƭƛƪŜ ŀ ǇŀŎƪ ƻŦ ǿƛƭŘ 

ŀƴƛƳŀƭǎΩ ό.ǊƻŀŘōŜƴǘ cited in Walker, 2016: 93) that sought to generate fear and 

perpetuate class antagonisms, Walker posits how films such as Eden Lake and 

Cherry Tree Lane ŜȄǇƭƻƛǘ ǘƘŜ ŦŜŀǊ ŀƴŘ Ŏƭŀǎǎ ǎǘŜǊŜƻǘȅǇŜǎ ƻŦ ǘƘŜǎŜ ǊŜǇƻǊǘǎ ŀƴŘ ΨǊŜǾŜƭ 

ƛƴ ǘƘŜ ǎŀƳŜ ƪƛƴŘǎ ƻŦ ŜȄŎŜǎǎŜǎ ŀǎ ǊŜŀŎǘƛƻƴŀǊȅ ƴŜǿǎ ƳŜŘƛŀΩ ό²ŀƭƪŜǊΣ нлмсΥ фтύΦ 

Walker constructs the relationship between the films and the reportage showing 

how both rely on configurations of the Hoodie and feral youths as exaggerated 

ǎǘŜǊŜƻǘȅǇŜǎΦ 5ǊŀǿƛƴƎ ǳǇƻƴ wƛŎƘŀǊŘ 5ȅŜǊΩǎ Ŝǎǎŀȅ ƻƴ ǎƻŎƛŀƭ ǎǘŜǊŜƻǘȅǇŜǎ, Walker 
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argues the films draw upon either the hooded sweatshirt as signifier of deviancy 

(94) or on broader constructs of the underclass as feral youths (96).  

For Walker, the cycle configures its monsters as essentialist forms of the Hoodie of 

the media. His search for stereotypes extends to place, as he conceptualises 

settings of the cycle within the uncanny landscapes of horror cinema, for these are 

ǳƴǿŜƭŎƻƳƛƴƎ ŀƴŘ ŘƛǎǇƻǎǎŜǎǎƛƴƎ Ǿƛǎǘŀǎ ǘƘŀǘ Ǉƭŀȅ ƻǳǘ ΨǊŜŎǳǊǊŜƴŎŜώǎϐ ƻŦ ǎǘƻǊƛŜǎ ƛƴ 

which individuals or groups of characters are transplanted into hostile, unfamiliar 

ƭŀƴŘǎŎŀǇŜǎΩ ό[ŜƎƎƻǘǘ ŎƛǘŜŘ ƛƴ ²ŀƭƪŜǊΣ нлмсΥ фтύ ŀƴŘ ŀƴƛƳŀǘŜŘ ŀǎ ǘƘŜ Ǿƛǎǘŀ ƻŦ .ǊƻƪŜƴ 

Britain. The school in F ƛǎ ǘƘǳǎ ǘƘŜ ΨǘŜǊǊƛōƭŜ ǇƭŀŎŜΩ ƻŦ ǘƘŜ ƳƻŘŜǊƴ ƘƻǊǊƻǊ ŦƛƭƳ 

(Walker, 2016: 106), the London of Heartless can be correlated to configurations of 

the city found in other London-set horror films, and the countryside of Eden Lake 

speaks of the rural horror films of both American and British cinema history, from 

The Texas Chainsaw Massacre (Tobe Hooper, 1974) to .ƭƻƻŘ ƻƴ {ŀǘŀƴΩǎ /ƭŀǿ (Piers 

IŀƎƎŀǊŘΣ мфтмύ ōȅ ōŜƛƴƎ ΨƳŜǊŜƭȅ ŀ ƎŜƴŜŀƭƻƎƛŎŀƭ ŜȄǘŜƴǎƛƻƴ ƻŦ ǘƘŜ ƘƻƳŜǎǘŜŀŘ ƘƻǊǊƻǊΩ 

(102). It is clear from the analysis that Walker is seeking the horror in the films at 

the expense of any form of realism. Indeed, he rejects the claims of those who have 

advocated that the films function to reflect contemporary British society. 

Challenging The Daily MailΩǎ ŦƛƭƳ ŎǊƛǘƛŎΣ /ƘǊƛǎ ¢ƻƻƪŜȅΣ ŦƻǊ Ƙƛǎ ǊŜŀŘƛƴƎ ƻŦ Eden Lake as 

ΨǘƘƻǊƻǳƎƘƭȅ ŎǊŜŘƛōƭŜΩ ŀƴŘ ŦƻǊ ǊŜǇǊŜǎŜƴǘƛƴƎ ΨǘƘŜ ǘǊǳŜ ƘƻǊǊƻǊǎ ǿŜ ŦŜŀǊ Řŀȅ ǘƻ Řŀȅ ΦΦΦ 

ƻǳǊ ƻǿƴ ȅƻǳǘƘΩ ό¢ƻƻƪŜȅ cited in Walker, 2016: 97), Walker decries the veracity of 

ǘƘŜ ŦƛƭƳǎ ōȅ ŘƛǎǇǳǘƛƴƎ ŀƴȅ ŦƛƭƳǎΩ ŀōƛƭƛǘȅ ǘƻ truly reflect an actuality. Rather he asserts 

the films conflate the already exaggerated and reactionary underclass discourses 

with established markers of horror films, to create genre-laden horror vehicles 
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which perpetuate what he considers to be the mythologizing of an adolescent 

underclass masǉǳŜǊŀŘƛƴƎ ŀǎ ŀǳǘƘŜƴǘƛŎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ όфтύΦ IƻǿŜǾŜǊΣ ²ŀƭƪŜǊΩǎ 

reading of the cycle is not without its problems. His approach to defining the 

horror, denying the realism and constructing the formation of the cycle, underlines 

the inherent problems with the Hoodie Horror cycle, but also the broader 

ŎƘŀƭƭŜƴƎŜǎ ƻŦ ŜǎǘŀōƭƛǎƘƛƴƎ ŎȅŎƭŜǎ ǿƛǘƘƛƴ ŀ ƴŀǘƛƻƴŀƭ ŎƛƴŜƳŀΦ ²ŀƭƪŜǊΩǎ ǊŜƭƛŀƴŎŜ ƻƴ 

genre definitions built primarily for American and Hollywood film genres, most 

notably horror, not only confuses the boundaries between genre and cycles 

without sufficient justification, but also results in an approach that neglects to 

address how a grouping of films from a film-producing nation other than Hollywood 

can resist generic definition under Hollywood terms. In an apologist strategy of 

ƭƻŎŀǘƛƴƎ ŀƴŘ ŦƛȄƛƴƎ ǘƘŜ ƘƻǊǊƻǊΣ Ψ¢ƻǿŀǊŘǎ ŀ /ȅŎƭŜΩ ƴŀǊǊƻǿǎ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ ƛƴǘƻ ǘƘŜ 

horror genre, ironing out the complexities the cycle presents, where a more 

discursive approach between textual and cultural features would allow what unites 

the films to unfurl.  

1.5.1: Towards a cycle?  

Lǘ ƛǎ ǘŜƭƭƛƴƎ ǘƘŀǘ WƻƘƴƴȅ ²ŀƭƪŜǊΩǎ ŀǎǎŜǎǎƳŜƴǘ ƻŦ ǘƘƛǎ ŀǎǎŜƳōƭŀƎŜ ƻŦ ŦƛƭƳǎ ƛǎ ǘƛǘƭŜŘΣ 

Ψ¢ƻǿŀǊŘǎ ŀ IƻƻŘƛŜ IƻǊǊƻǊ /ȅŎƭŜΩΦ !ƭǘƘƻǳƎƘ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜ ŘƛǎǇŀǊŀǘŜ ƴŀǘǳǊŜ ƻŦ 

the grouping, Walker circumvents establishing an initial classification by focusing on 

the ŎȅŎƭŜΩǎ ŀƴǘŜŎŜŘŜƴǘǎ ŀƴŘ ƛƴŦƭǳŜƴŎŜǎΣ ǘǊŀƧŜŎǘƻǊƛŜǎ ƘŜ ŎƻƴǎƛŘŜǊǎ ŦŀǊ ƳƻǊŜ ǘŀƴƎƛōƭŜ 

to locate. Whether Walker is ambivalent on how to unify the cycle, or decided not 

ǘƻ ΨŦƛȄΩ ǘƘŜ ŎȅŎƭŜ ǿƛǘƘ ŀ ƳƻǊŜ ǇǊŜŎƛǎŜ ƛŘŜƴǘƛǘȅΣ Ƙƛǎ ŀǇǇǊƻŀŎƘ ǊŜǎǳƭǘǎ ƛƴ ǘƘŜ IƻƻŘƛŜ 

Horror cycle conceptualised in an indistinct shape, despite his acknowledging the 
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topicality of its subject matter. Rather, ²ŀƭƪŜǊ ƭƻƻƪǎ ǘƻ ǘǊŀŎŜ ǘƘŜ ŎȅŎƭŜΩǎ ƭƛƴŜŀƎŜ Ǿƛŀ 

a working-class masculinity, a much more straightforward relationship to establish. 

He cites two British films, The Great Ecstasy of Robert Carmichael (Thomas Clay, 

2005) and The Football Factory (Nick Love, 2004) as predecessors to the Hoodie 

Horror, due to both focusing on working class and violent male adolescents. In 

terms of themes and style, Walker turns to the French film, Ils (David Moreau and 

Xavier Palud, 2006) since James Watkins, director of Eden Lake, and Johannes 

Roberts, director of F, cite this as providing inspiration to their own work, and in 

terms of narrative and concerns, Ils is comparable to Eden Lake, the Hoodie Horror 

par excellence.  

Cycles housing differing film forms are not without precedent in British cinema. In 

Ψ¦ƴŘŜǊōŜƭƭȅ ¦YΩΣ /ƭŀƛǊŜ aƻƴƪ ŀǊƎǳŜǎ ŦƻǊ ŀƴ ΨǳƴŘŜǊŎƭŀǎǎΩ ŎȅŎƭŜ ƻŦ ŦƛƭƳǎ ƻŎŎǳǊǊƛƴƎ ƛƴ 

the 1990s that drew upon social issues faced by those considered to be in that 

social stratum, with Raining Stones (Ken Loach, 1993), The Full Monty (Peter 

Cattaneo, 1997) and Lock, Stock and Two Smoking Barrels (Guy Ritchie, 1998) as 

some examples (Monk, 2000a: 274-87). Situating the films within the legacy of 

British social realism, Monk paints the cycle with a broad brush. Acknowledging the 

breadth of the cycle, in that it houses films ranging from the more commercial 

outings to examples of cultural film-making, she unifies the group as being 

preoccupied with a male underclass identity, economically disempowered and 

disenfranchised. Crucially, though, and more specific for the concerns of this thesis, 

aƻƴƪ ǊŜŎƻƎƴƛǎŜǎ ǘƘŜ ŎȅŎƭŜ ŀǎ ōŜƛƴƎ ΨƭƻƻǎŜ-ƪƴƛǘΣ ǎǇŀƴƴƛƴƎ ŀ ǊŀƴƎŜ ƻŦ ƎŜƴǊŜǎ Χ ŀƴŘ 

inŎƭǳŘƛƴƎ ŦƛƭƳǎ ŀƛƳŜŘ ŀǘ ōƻǘƘ ƳƛƴƻǊƛǘȅ ŀƴŘ ƳŀƛƴǎǘǊŜŀƳ ŀǳŘƛŜƴŎŜǎΩ όнтпύΦ  
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There is, then, precedence in British film history for grouping films in a cycle not by 

the boundaries of genre or sub-genres, but rather via subject matter and 

representations. HoweverΣ ǿƘŀǘ ²ŀƭƪŜǊΩǎ ƛƴǘŜǊǾŜƴǘƛƻƴ ƘƛƎƘƭƛƎƘǘǎ ƛǎ ǘƘŜ ŎƘŀƭƭŜƴƎŜ ƛƴ 

providing a cohesive framework through which to approach the Hoodie Horror. 

hƴŜ ŎƻƴǘŜƴǘƛƻƴ ƛǎ ǘƘŜ ƛƴŎƭǳǎƛƻƴ ƻŦ ǘƘŜ ǿƻǊŘΣ ΨƘƻǊǊƻǊΩ ƛƴ ǘƘŜ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴΦ ¢ƘŜ ǿƻǊŘ 

functions as both descriptive and as a signifier, implying the film at hand is a horror 

film. With the term itself already in circulation in media reports of youth deviancy, 

ΨIƻƻŘƛŜ IƻǊǊƻǊΩ ƛƴƛǘƛŀƭƭȅ ǎǳǊŦŀŎŜŘ ǿƛǘƘ ǊŜƎŀǊŘ ǘƻ ŦƛƭƳ ƛƴ ǊŜǾƛŜǿǎ ƻŦ Eden Lake. Henry 

Fitzherbert writing for The Sunday Express ŜƴǘƛǘƭŜŘ Ƙƛǎ ǊŜǾƛŜǿ ƻŦ ǘƘŜ ŦƛƭƳ Ψ{ŎŀǊŜŘ 

ǿƛǘƭŜǎǎ ōȅ IƻƻŘƛŜ IƻǊǊƻǊǎΩ όCƛǘȊƘŜǊōŜǊǘΣ нллуΥ слύΣ ŀƴŘ WƛƳ /ƭŀǊƪŜΣ ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŜ 

ǳǇǿŀǊŘ ǘǊŀƧŜŎǘƻǊȅ ƻŦ aƛŎƘŀŜƭ CŀǎǎōŜƴŘŜǊΩǎ ŎŀǊŜŜǊΣ ŀƭǎƻ ƴƻƳƛƴŀǘŜŘ Eden Lake a 

ƘƻƻŘƛŜ ƘƻǊǊƻǊ ό/ƭŀǊƪŜΣ нллуΥ мфύΦ LǘΩǎ ǿƻrth noting that in both articles, Ψhoodie 

horrorΩ was encased in speech marks, denoting a certain novelty in the term. The 

film itself is generally accepted as a horror film, albeit with differing opinions as to 

what kind of horror film.4 

The reticence of Walker to define the cycle exposes twin critical and theoretical 

predicaments: how to find unity in films of such varying genres and forms, and then 

Ƙƻǿ ǘƻ ƘƻǳǎŜ ǘƘŜ ŎȅŎƭŜ ǳƴŘŜǊ ǘƘŜ ǘŜǊƳ ΨƘƻǊǊƻǊΩΚ !ǎ ²ŀƭƪŜǊ ƘƛƎƘƭƛƎƘǘǎΣ ŦƛƭƳǎ ǎǳŎƘ ŀǎ 

the coming-of-age Summer Scars (Julian Richards, 2007) and revenge thriller Harry 

Brown have also been labelled in some quarters as a Hoodie Horror. Other films he 

                                                             
4 There should be no concern of any apparent generic impurity in Eden Lake. James Leggott 
notes the array of influences explicitly in play in the British horror film of the twenty-first 
ÃÅÎÔÕÒÙȟ ÆÒÏÍ ÔÈÅ Ȭ%ÕÒÏÐÅÁÎÉÓÁÔÉÏÎȭ ÏÆ Severance (Christopher Smith, 2006) and Dog Soldiers 
(Neil Marshall, 2002), to the intertextual borrowing and fan sensibility of Shaun of the Dead 
(Edgar Wright, 2004) and 4ÈÅ ,ÅÁÇÕÅ ÏÆ 'ÅÎÔÌÅÍÅÎȭÓ !ÐÏÃÁÌÙÐÓÅ (Steve Bendelack, 2005). Brigid 
#ÈÅÒÒÙȭÓ ςππω Horror also argues how the term horror usually denotes whatever subgenre is 
ÐÏÐÕÌÁÒ ÁÔ ÔÈÅ ÔÉÍÅ ÄÅÓÃÒÉÂÉÎÇ ÈÏÒÒÏÒ ÃÉÎÅÍÁ ÁÓ ȬÁ ÓÅÔ ÏÆ ÓÕÂÇÅÎÒÅÓ ×ÉÔÈÉÎ ÓÈÉÆÔÉÎÇ ÂÏÕÎÄÁÒÉÅÓȭ 
(Cherry, 2009: 15).  
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cites such as The Children (Tom Shankland, 2008) or Donkey Punch (Oliver 

Blackburn, 2008) reveal either how indiscriminately the term Hoodie Horror is 

applied, or how its definition has been permitted to remain undetermined. But it is 

the very word horror ƛƴ ǘƘŜ ŎȅŎƭŜΩǎ ƴŀƳŜ ǘƘŀǘ ŦƛǊǎǘ ǇǊƻōƭŜƳŀǘƛǎŜǎ ²ŀƭƪŜǊΩǎ ŀǇǇǊƻŀŎƘ 

to the films. Indeed, its appearancŜ ƛƴ ǘƘŜ ŎȅŎƭŜΩǎ ǘƛǘƭŜ ŦǳƴŎǘƛƻƴǎ ŀǎ ŀ ǇǊƛƳŜǊΣ 

furnishing the reader with expectations of the films being in the horror tradition. 

²ŀƭƪŜǊΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǘƘŜ ŦǳƴŎǘƛƻƴ ƻŦ ǘƘŜ ǘŜǊƳ ƘƻǊǊƻǊ ƛƴ IƻƻŘƛŜ IƻǊǊƻǊ ƭŜŀŘǎ 

him on an essentialist search for evidence of mechanisms of the horror genre in the 

cycle in order to establish its horror credentials. But despite acknowledging the 

ŘƛǾŜǊǎƛǘȅ ƻŦ ŦƛƭƳǎ ǘƻ ŀŎŎƻǳƴǘ ŦƻǊΣ ²ŀƭƪŜǊΩǎ ŀƴŀƭȅǎƛǎ ŘŜŎƭƛƴŜǎ ǘƻ ŜƴƎŀƎŜ ǿƛǘƘ ǘƘƻǎŜ 

films not comfortably defined as horror, such as Harry Brown or Summer Scars, 

resulting in a less innovative and a more partisan reading than the cycle requires. 

¢ƘŜ ǿŜƛƎƘǘ ƻŦ ŀƴŀƭȅǎƛǎ ƛƴ ²ŀƭƪŜǊΩǎ ŎƘŀǇǘŜǊ ŘǊŀǿǎ ǳǇƻƴ ǘƘƻǎŜ ŦƛƭƳǎ ǿƘƛŎƘ ŀǊŜ 

already accepted as conventional horror films, Eden Lake, F, Cherry Tree Lane and 

Heartless. Focusing on how the films adhere to the general iconography of horror 

films, monsters and landscapes, as markers of the cycle, Walker accedes to what 

!ƴŘǊŜǿ ¢ǳŘƻǊ ŎƻƴŎŜǇǘǳŀƭƛǎŜǎ ŀǎ ǘƘŜ ΨŜƳǇƛǊƛŎƛǎǘ ŘƛƭŜƳƳŀΩ ό¢ǳŘƻǊΣ мфтоΥ мор-38) and 

ǿƘŀǘ .ǊƛƎƛŘ /ƘŜǊǊȅ ŘŜŦƛƴŜǎ ŀǎ ǘƘŜ ΨǎŜƭŦ-ŘŜŦƛƴƛƴƎ ŜƴǘƛǘȅΩ ƛƴ ƎŜƴǊŜ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴ 

(Cherry, 2009: 21-ноύΦ ¢ǳŘƻǊ ƻǳǘƭƛƴŜǎ ŀƴ ƛǎǎǳŜ ǿƛǘƘ ƎŜƴǊŜ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴ ƛƴ ŀ ΨŎƘƛŎƪŜƴ 

ŀƴŘ ŜƎƎΩ ǎŎŜƴŀǊƛƻΦ /ƘƻƻǎƛƴƎ ²ŜǎǘŜǊƴǎ ŀǎ ŀ ŎŀǎŜ ƛƴ ǇƻƛƴǘΣ ¢ǳŘƻǊ ŀǊƎǳŜǎ ǘƘŀǘ ƛƴ 

identifying the markers of the genre, one must have first identified those films as 

westerns. But these can only be acknowledged as westerns on the basis of the 

markers, which can only be realised once the films have been agreed to be 

ǿŜǎǘŜǊƴǎ Χ ό¢ǳŘƻǊΣ мфтоΥ мор-38ύΦ Lƴ ŀ ǎƛƳƛƭŀǊ ǎǘŀƴŎŜ ǘƻ ¢ǳŘƻǊΩǎΣ /ƘŜǊǊȅ ŀǊƎǳŜǎ ǘƘŀǘ 
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ǘƘƛƴƪƛƴƎ ƻŦ ƎŜƴǊŜ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴ ŀǎ ŀ ΨŎŀǘŜƎƻǊƛŎŀƭ ǘȅǇŜΩ ǿƛǘƘ ŎƻƳƳƻƴ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ 

can be a contradictory and self-defeating process. That is, as you identify essential 

features drawn from films considered typical of their genre, you are simultaneously 

categorising those films as being typical of that genre. Also, approaching genre in 

ǘŜǊƳǎ ƻŦ ΨŘƛǎǘƛƴŎǘƛǾŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎΩ Ǌƛǎƪǎ ƭƛƳƛǘƛƴƎ ǘƘŜ ƎŜƴǊŜ ǿƛǘƘƛƴ ǘƘƻǎŜ ƎŜƴǊŜ-

defining films and distinctions that excludes films that are too divergent (Cherry, 

2009: 21-23).  

²ŀƭƪŜǊΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ Ŧŀƭƭǎ ƛƴǘƻ ǘƘƛǎ ǾŜǊȅ ǇǊŜŘƛŎŀƳŜƴǘΦ .ȅ ŜƭƛŎƛǘƛƴƎ 

horror tropes, Walker safely redeems the cycle in the name of horror, constructing 

a seemingly more secure and stable grouping of films and therefore eradicating the 

issue of defining the more conflicting films as horror. However, Walker can only do 

so because he narrows his analysis to the formulaic horrors in an approach that 

Ψƭƻƻƪǎ ŦƻǊ ƘƻǊǊƻǊ ƛƴ ǘƘŜ ǿǊƻƴƎ ǇƭŀŎŜΩΦ .ȅ ǘƘƛǎ L ƳŜŀƴ ǘƘŀǘ ²ŀƭƪŜǊΩǎ ƻǾŜǊǊƛŘƛƴƎ 

concern in establishing it as a grouping of horror films fails to engage with, and 

therefore fundamentally misunderstands, what is the horror of these films. Such a 

search for symmetry can be found also in Barrȅ YŜƛǘƘ DǊŀƴǘΩǎ ǎŎǊǳǘƛƴȅ ƻŦ ǿƘŀǘ ƘŜ 

calls the Yuppie Horror film. Although Grant argues the Yuppie Horror cycle 

ŦǳƴŎǘƛƻƴǎ ƻƴ ŀ ŘƛŦŦŜǊƛƴƎ ƭƻƎƛŎ ǘƻ ǘƘŜ ƘƻǊǊƻǊ ƎŜƴǊŜΣ ƘŜ ǇǊƻǇƻǎŜǎ ƛǘ ǎƘŀǊŜǎ ƳǳŎƘ ΨǎǘȅƭŜ 

ŀƴŘ ǎȅƴǘŀȄΩ ǿƛǘƘ ǘƘŜ ƎŜƴǊŜ όDǊŀƴǘΣ нллпΥ мроύ ŀƴŘ ǎŜŜƪǎ ǘƻ prove films such as After 

Hours (Martin Scorsese, 1985) and Fatal Attraction (Adrian Lyne, 1987) adhere to 

ǘƘŜ ƭŀƴƎǳŀƎŜ ƻŦ ƘƻǊǊƻǊΣ ŀƴ ŀǇǇǊƻŀŎƘ ŀƴǘƛŎƛǇŀǘƛƴƎ ²ŀƭƪŜǊΩǎΦ aǳŎƘ ƻŦ ǘƘŜ ǇǊƻƳƛǎŜ ƻŦ 

ŀ ǊŀŘƛŎŀƭ ǊŜŀŘƛƴƎ ƛǎ ŘŜƴƛŜŘ ƛƴ DǊŀƴǘΩǎ ǘƘŜƻǊŜǘƛŎŀƭ ŀǇǇǊƻŀŎƘΣ ŦƻǊ ƛt projects generic 

horror structures onto the films, as if laying over tracing paper and etching 
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conventions into the narrative. By ignoring the diversity of film form Walker 

similarly does not take the opportunity to ask why films such as Harry Brown or 

Summer Scars have been at moments described as Hoodie Horrors, contributing to 

a flawed methodological analysis.  

{ƛƳƛƭŀǊ ǇǊƻōƭŜƳǎ ŀǊŜ ŜƴŎƻǳƴǘŜǊŜŘ ƛƴ ²ŀƭƪŜǊΩǎ ŀǎǎŜǎǎƳŜƴǘ ƻŦ ǘƘŜ ŀǇǇŀǊŜƴǘ ǊŜŀƭƛǎƳ 

ŀǘ Ǉƭŀȅ ƛƴ ǘƘŜ ŦƛƭƳǎΦ ²ŀƭƪŜǊ ŎƻƴǘŜȄǘǳŀƭƛǎŜǎ ǘƘŜ ŎȅŎƭŜΩǎ ǊŜŀƭƛǎƳ within two 

approaches: the authenticity of the demonising discourses that fuel the cinematic 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΣ ŀƴŘ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŦƛƭƳǎΩ ŜƳǇƭƻȅƳŜƴǘ ƻŦ ǊŜŀƭƛǎƳ ŀǎ ŀ ǎǘȅƭƛǎǘƛŎ ǘƻƻƭΦ 

Walker rightly contests both on the levels of accuracy of the discourses and then by 

re-appropriating individual filmic style into one associated more with horror.  

5ŜǎŎǊƛōƛƴƎ ǘƘŜ ƳŜŘƛŀ ŘƛǎŎƻǳǊǎŜǎ ƻŦ ǘƘŜ ƘƻƻŘƛŜ ŀǎ ŘŜƳƻƴƛǎƛƴƎ ŀƴŘ ΨŀǇƻŎŀƭȅǇǘƛŎ ǇǊŜǎǎ 

ǊŜǇƻǊǘŀƎŜΩ ό²ŀƭƪŜǊΣ нлмсΥ утύΣ ²ŀƭƪŜǊ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ ŜȄŎŜǎǎƛǾŜƴŜǎǎ ƻŦ ǘƘŜ ǊƘŜǘƻǊƛŎ 

describing hoodies as, for example, monstrous, feral, inhuman, scum, functions to 

ƎŜƴŜǊŀǘŜ ŦŜŀǊ ŀƴŘ ŎǊŜŀǘŜ ƳƻŘŜǊƴ Řŀȅ ΨŦƻƭƪ-ŘŜǾƛƭǎΩΣ ŀƴŘ ŀǊŜ ǎƻŎƛŀƭ ŎƻƴǎǘǊǳŎǘǎ ǘƘŀǘ 

enable the moral majority to create symbolic space between them and the 

underclass. The Hoodie is not an authentic representation of an underclass 

adolescent, but rather an act of classist stereotyping that imbues the Hoodie as 

ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ ƻŦ ŀ ƳƻǊŀƭ ŘƻǿƴǘǳǊƴ ƛƴ ǘƘŜ ƴŀǘƛƻƴ ŀƴŘ ǘƘǳǎ ŀ ΨǎǘŀǘŜ-of-the-ƴŀǘƛƻƴΩ 

signifier for a rotten Britain of the 2000s (88-89). Walker takes similar umbrage with 

ǘƘŜ ŎȅŎƭŜΩǎ ŀǇǇŀǊŜƴǘ ŎƛƴŜƳŀǘƛŎ ǊŜŀƭƛǎƳ ŀƴŘ ƘŜǊŜ ǳƴŘŜǊǘŀƪŜǎ ŀ ǘǿƻ-forked critique. 

5ǊŀǿƛƴƎ ǳǇƻƴ WƻƘƴ IƛƭƭΩǎ ǿƻǊƪ ƻƴ .ǊƛǘƛǎƘ ǎƻŎƛŀƭ ǊŜŀƭƛǎƳΣ ²ŀƭƪŜǊ Ǉƻǎƛǘǎ ǘƘŀǘΣ ƳǳŎƘ 

like the Hoodie of the media, realism is another construct that mythologises the 

working class but is accepted as authentic due in part to an absence of a working-
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class presence in British culture (Hill in Walker, 2016: 95). What we understand 

then of the working-class is always through a mediated form and predominately 

ǘƘǊƻǳƎƘ ΨŎǳƭǘǳǊŀƭƭȅ ŀŎƪƴƻǿƭŜŘƎŜŘ ƎŜƴŜǊƛŎ ŘŜƳŀǊŎŀǘƛƻƴǎΩ ōŀǎŜŘ ǳǇƻƴ ǎƻŎƛŀƭ 

stereotypes (Hill in Walker, 2016: 96). For Walker, realism in film is a fallacy, for 

ƴƻǘƘƛƴƎ Ŏŀƴ ŜǾŜǊ ōŜ ǘǊǳƭȅ ΨǊŜŦƭŜŎǘƛǾŜ ƻŦ ǊŜŀƭ ƭƛŦŜΩ ό²ŀƭƪŜǊΣ нлмсΥ фсύΦ /ƛting Cherry 

Tree Lane as an example, Walker argues we then mistake the representations of the 

youth as realistic for we only know these figures through the demonising discourses 

ƻŦ ǘƘŜ ƳŜŘƛŀΦ CǳǊǘƘŜǊƳƻǊŜΣ ǿŜ ǘƘŜƴ ƛƴǘŜǊǇǊŜǘ ǘƘŜ ŦƛƭƳΩǎ ŦƻǊƳ ς long shots and 

close-ups ς ŀǎ ΨǊŜŀƭƛǎƳΩΣ ŦŀǾƻǳǊƛƴƎ ǘƘƛǎ ŎƛƴŜƳŀǘƛŎ ŦƻǊƳ ŀǘ ǘƘŜ ŜȄǇŜƴǎŜ ƻŦ ǘƘŜ 

ΨǘŜƳǇŜǊŜŘ {ǘŜŀŘƛŎŀƳ ǎŜǉǳŜƴŎŜǎΩ ŀƴŘ ƘŀǊǎƘ ŎƻƭƻǳǊǎ ƳƻǊŜ ŀƪƛƴΣ ŀŎŎƻǊŘƛƴƎ ǘƻ ²ŀƭƪŜǊΣ 

to A Clockwork Orange (Stanley Kubrick, 1971), a horror film. This misdirection, for 

Walker, resuƭǘǎ ƛƴ ƛƴǘŜǊǇǊŜǘƛƴƎ ǘƘŜ ŦƛƭƳ ŀǎ ΨƎǊƛǘǘȅ ǊŜŀƭƛǎƳΩ ǊŀǘƘŜǊ ǘƘŜ ƘƻƳŜ ƛƴǾŀǎƛƻƴ 

narrative it actually is (94-95).  

²ƘƛƭŜ ²ŀƭƪŜǊΩǎ ŜȄŀƳǇƭŜ ƻŦ Cherry Tree Lane, in his appraisal of how a hierarchy of 

concerns can result in a misreading of genre, highlights a valuable lesson in film 

cycle and genre theory, his reading of realism in the Hoodie Horror returns us to the 

same problem his theory poses for the location of horror in the films. Again, Walker 

ƛǎ ŀǎƪƛƴƎ ǘƘŜ ǿǊƻƴƎ ǉǳŜǎǘƛƻƴΣ ŀƴŘ ƘŜǊŜ LƳƻƎŜƴ ¢ȅƭŜǊΩǎ ŀƴŀƭȅǎƛǎ ƻŦ hǿŜƴ WƻƴŜǎΩ 

criticism of the construction of the Chav in the media resonates. Tyler highlights a 

ŦǳƴŘŀƳŜƴǘŀƭ ƛǎǎǳŜ ǿƛǘƘ WƻƴŜǎΩ нлмн ōƻƻƪΣ Chavs: that the critical question is not 

whether such demonising discourses stand firm under scrutiny, but rather how (my 

emphases) such figurative representations sustain the mechanisms of power (Tyler, 

2013: 170-71). Critical questions for the cycle are, then, not so much whether the 
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ǊŜŀƭƛǎƳ ƻǊ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ŀǊŜ ΨǘǊǳŜΩΣ ŀŎŎǳǊŀǘŜ ƻǊ ŀǳǘƘŜƴǘƛŎΣ ōǳǘ ǊŀǘƘŜǊ why the 

constrǳŎǘƛƻƴǎ ŀǊŜ ǇƻǎƛǘŜŘ ŀǎ ŀ ΨǘǊǳǘƘΩΣ ŀƴŘ ǿƘŀǘ ǘƘŜ ŦǳƴŎǘƛƻƴ ƻŦ ǘƘŜ ŀŜǎǘƘŜǘƛŎǎ ƻŦ 

ƘƻǊǊƻǊ ŀƴŘ ŘƛǎƎǳǎǘ ƛǎ ƛƴ ǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΦ ²ŀƭƪŜǊΩǎ ŦƻŎǳǎ ƻƴ ǘƘŜ ƘƻǊǊƻǊ Ƴŀȅ ǿŜƭƭ 

ŜǎǘŀōƭƛǎƘ ƛǘǎ ƎŜƴŜǊƛŎ ŀŦŦƛƭƛŀǘƛƻƴǎΦ ¢ƘŜ ŀǊƎǳƳŜƴǘΩǎ ŘǊƛǾŜ ǘƻ ŘŜŎƻǳǇƭŜ ǘƘŜ ǊŜŀƭƛǎƳ ŦǊƻƳ 

horror, aǎƛŘŜ ŦǊƻƳ ²ŀƭƪŜǊΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ IƻƻŘƛŜΣ ƭŜŀŘǎ ǘƘŜ ŎȅŎƭŜ ƛƴǘƻ ŀ ƎŜƴŜǊƛŎ 

grounding that forfeits the fundamental question: what makes a film a Hoodie 

Horror?  

1.6: Social abjection ς the rhetoric of the Hoodie Horror 

LƳƻƎŜƴ ¢ȅƭŜǊΩǎ Revolting Subjects provides the preliminary hypothesis for this 

analysis of the horrorisation of Hoodies and the spaces they inhabit in the Hoodie 

IƻǊǊƻǊ ŎȅŎƭŜΦ ¢ȅƭŜǊΩǎ ǎǘǳŘȅ ƛǎ ǇǊƛƳŀǊƛƭȅ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǘƘƛƴƪƛƴƎ ŀŎǊƻǎǎΣ ŀƴŘ ŘǊŀǿƛƴƎ 

upon, a diverse body of theoretical scholarship, including psychosocial studies and 

political philosophy. Tyler admits her work is unabashed in not remaining faithful to 

YǊƛǎǘŜǾŀΩǎ ΨƻǊǘƘƻŘƻȄ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭ ƭƻƎƛŎΩΣ ōǳǘ ǊŀǘƘŜǊ ǎŜŜƪǎ ǘƻ ǊŜǇƻǎƛǘƛƻƴ ŀōƧŜŎǘƛƻƴ 

within the political realms of sovereign power, subjugation and subject making 

ό¢ȅƭŜǊΣ нлмоΥ моύΦ Lǘ ǎǳƎƎŜǎǘǎ ŀǾŜƴǳŜǎ ŦƻǊ ǘƘƛǎ ǘƘŜǎƛǎ ƛƴ ƴƻǘ ƻƴƭȅ ǎƛǘǳŀǘƛƴƎ ǘƘŜ ŎȅŎƭŜΩǎ 

representations of Hoodies and housing estates in relation to her paradigm of social 

abjection, but also situating the Hoodie Horror cycle within what Tyler terms the 

discourse of social abjection. Tyler considers media in all forms critical to what Boris 

.ǳŘŜƴ ŎƻƴŎŜǇǘǳŀƭƛǎŜǎ ŀǎ ΨǘƘŜ ŎǳƭǘǳǊŀƭƛǎŀǘƛƻƴΩ ƻŦ ǎƻŎƛŀƭ ŀƴŘ Ŏƭŀǎǎ ǎǘǊǳƎƎƭŜǎ ό.ǳŘŜn 

cited in Tyler, 2013: 145). Referring to the genre of reality television specifically, 

Imogen Tyler and Bruce Bennett argue such visibility not only exploits the 

participants, but can also discriminate by distorting representation, resulting in an 
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inflammatory discourse of stigmatization (Tyler and Bennett, 2010). For Tyler, 

political dialogue of neoliberal governance is dispersed from the classical sphere of 

state mechanisms to spaces of popular culture. It is within these domains this thesis 

wishes to insert the Hoodie Horror, situating it within the abject discourses of the 

underclass and housing estates. Although the films are not in the reality television 

genre, they similarly fetishize the underclass, their excessive representations of 

abject states thus extending the visibility of these stigmatised forms, adding to the 

shaping of public opinion about these communities.  

In broad terms, Tyler is offering a social and cultural account of neoliberalism as a 

form of governance, developing her conceptualisation of social abjection as a 

theoretical resoǳǊŎŜ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƻ ŜȄǇƭƻǊŜ ΨǎǘŀǘŜǎ ƻŦ ŜȄŎƭǳǎƛƻƴΩ ό¢ȅƭŜǊΣ нлмоΥ пύΦ 

Arguing that a central tenet of neoliberal states is the procurement of consent for 

policies and strategies through the production of fear, Tyler posits public anxieties 

and hostilities are focused towards certain groups and communities within the 

population that are publicly imagined as a threat to the nation. Terming these 

figurative scapegoats as national abjects, Tyler determines these figures function as 

ideological conductors to legitimise repressive state interventions. As with 

YǊƛǎǘŜǾŀΩǎ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭ ŀŎŎƻǳƴǘ ƻŦ ŀōƧŜŎǘƛƻƴΣ ¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƻŦ ǎƻŎƛŀƭ 

abjection is to do with separating, demarcating and differentiating. As Tyler writes, 

ƴŀǘƛƻƴŀƭ ŀōƧŜŎǘǎ ŀǊŜ ΨǘƘŜ ōƻǊŘŜǊ ǎǳōƧŜŎǘǎ ƻŦ the neoliberal body public ς those 

ǿƘƻǎŜ ƭƛǾŜǎ ŀǊŜ ŘŜŜƳŜŘ ǿƻǊǘƘƭŜǎǎ ƻǊ ŜȄǇŜƴŘŀōƭŜΩ όмлύΦ Lǘ ƛǎ ǘƘǊƻǳƎƘ ǇƻƭƛǘƛŎŀƭΣ 

cultural and social mechanisms of communication, such as the mass media, 

government policy, and public relations, that the stigmatizing discourses of the 
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national abjects are fabricated. Here Tyler extends the communications systems by 

ŜƳōǊŀŎƛƴƎ {ǘǳŀǊǘ IŀƭƭΩǎ ƘȅǇƻǘƘŜǎƛǎ ƻŦ Ƙƻǿ ǘƘŜ ƛƴǳǊŜƳŜƴǘ ƻŦ ǇǳōƭƛŎ ƻǇƛƴƛƻƴ ƛƴǘƻ 

ŎƻƴǎŜƴǘ ƛǎ ŀŎƘƛŜǾŜŘ ǘƘǊƻǳƎƘ ΨǊŜǇŜǘƛǘƛƻƴ ŀƴŘ ŀŎŎǳƳǳƭŀǘƛƻƴ ƻŦ ŜȄǇǊŜǎǎƛƻƴǎ ŀƴŘ 

beliefsΩ όмлύ ƛƴ ǎƻŎƛŀƭ ǎǇŀŎŜǎ ƻŦ ŜǾŜǊȅŘŀȅ ƭƛŦŜ όIŀƭƭ et al, 1978), whether these be 

pubs, street-corners, or now online, such as wall posts and blogs, as Tyler suggests, 

re-ƛƳŀƎƛƴƛƴƎ IŀƭƭΩǎ ŀǊƎǳƳŜƴǘ ŦƻǊ ǘƘŜ ǘǿŜƴǘȅ-first century (Tyler, 2013: 10). This 

thesis does not have the scope for a full examination of this paradigm. Rather, I 

propose to draw ƻƴ ƪŜȅ ŜƭŜƳŜƴǘǎ ƻŦ ¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴΣ 

encompassing her concept of the national abject and council estates as stigmatized 

territories.   

A keystone of ¢ȅƭŜǊΩǎ ǿƻǊƪ ƛǎ ǘƻ ƭƻŎŀǘŜ ǎǘŀǘŜΣ ƴŀǘƛƻƴ ŀƴŘ ǎǳōƧŜŎǘ ǿƛǘƘƛƴ ǘƘŜ ƴŜƻ-

liberal Britain of the early millennium. The body as abject has been fundamental to 

ōƻǘƘ /ǊŜŜŘΩǎ ŀƴŘ YǊƛǎǘŜǾŀΩǎ ǿƻǊƪΣ ŀǎ ǿŜƭƭ ŀǎ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ƘƻǊǊƻǊ ƛƴ ƎŜƴŜǊŀƭΦ ²Ƙƛƭǎǘ 

those practices are primarily based within psychoanalytical methods that seek to 

ǾŀƭƛŘŀǘŜ ŀƴŘ ŘƻƳƛƴŀǘŜ ƘƻǊǊƻǊΩǎ ŎǳƭǘǳǊŀƭ ǿƻǊǘƘ ŀƴŘ ǎƛƎƴƛŦȅ ŀ ǘǊŀƴǎƘƛǎǘƻǊƛŎŀƭ ǇǊƻŎŜǎǎΣ 

¢ȅƭŜǊ ŦƻǊƳǳƭŀǘŜǎ ŀ ƳƻŘŜƭ ǘƘŀǘ ƭƻŎŀǘŜǎ ΨƳŀƪƛƴƎ ŀōƧŜŎǘΩ ŀƴŘ ǘƘŜ ǎǘŀǘŜ ƻŦ ŀōƧŜŎǘƛƻƴ ŀǎ ŀ 

ΨƭƛǾŜŘ ǇǊƻŎŜǎǎΩ ό¢ȅƭŜǊΣ 2013: 4) within a historically specific political and cultural 

process of neoliberal governmentality. Crucial for Tyler is considering abjection a 

ǇǊŀŎǘƛŎŜ ƻŦ ΨǎǳōƧǳƎŀǘƛƻƴ ŀƴŘ ǊŜǎƛǎǘŀƴŎŜΩ όпύ ǳƴŘŜǊǇƛƴƴƛƴƎ ǘƘŜ ǘƘŜƻǊȅ ƻŦ ǇƻƭƛǘƛŎŀƭ ŀƴŘ 

state power, and, in JǳŘƛǘƘ .ǳǘƭŜǊΩǎ ǘŜǊƳǎΣ ǘƻ ǊŜŦƭŜŎǘ ǳǇƻƴ ŀōƧŜŎǘƛƻƴ ƴƻǘ ŀǎ ŀ 

ΨǇŜǊƳŀƴŜƴǘ ŎƻƴǘŜǎǘŀǘƛƻƴ ƻŦ ǎƻŎƛŀƭ ƴƻǊƳǎ ŎƻƴŘŜƳƴŜŘ ǘƻ ǘƘŜ ǇŀǘƘƻǎ ƻŦ ǇŜǊǇŜǘǳŀƭ 

ŦŀƛƭǳǊŜΩΣ ōǳǘ ƛƴǎǘŜŀŘ ŀǎ Ψŀ ŎǊƛǘƛŎŀƭ ǊŜǎƻǳǊŎŜ ƛƴ ǘƘŜ ǎǘǊǳƎƎƭŜ ǘƻ ǊŜŀǊǘƛŎǳƭŀǘŜ ǘƘŜ ǘŜǊƳǎ ƻŦ 

symbolic legitimacy and intelliƎƛōƛƭƛǘȅΩ ό.ǳǘƭŜǊ citied in Tyler, 2013: 13). For Tyler, the 
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abject returns as the body as sovereign subject, formed by the machinations of 

state through its exemption. State power is contingent upon the production of 

ŀōƧŜŎǘ ǎǘŀǘŜǎ Ψǘƻ ŎƻƴǎǘƛǘǳǘŜ ƛǘǎŜƭŦ ŀƴŘ ƛǘǎ ōƻǊŘŜǊǎΩ όпсύΦ Lƴ The Birth of Biopolitics, 

aƛŎƘŜƭ CƻǳŎŀǳƭǘ ŀǊƎǳŜǎ ǘƘŀǘ ǎƛƴŎŜ ǘƘŜ {ŜŎƻƴŘ ²ƻǊƭŘ ²ŀǊ ŀƴȄƛŜǘȅ ƻǾŜǊ ΨōƛƎ ǎǘŀǘŜΩ 

governance has influenced national governments to create conditions that 

ǿŜƭŎƻƳŜŘ ǘƘŜ ŦǊŜŜ ƳŀǊƪŜǘΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ŀ ΨǎǘŀǘŜ ǳƴŘŜǊ the supervision of the 

ƳŀǊƪŜǘΩ όCƻǳŎŀǳƭǘΣ нллуΥ ммсύΦ CƻǳŎŀǳƭǘ ŦǳǊǘƘŜǊ ƴƻǘŜǎ ǘƘŜ ŜƴǎǳƛƴƎ ǇŀǊŀŘƻȄΦ 

Governing for the market entails governing against the people by deregulating 

resources and unblocking impediments to maximize capital: the state does not 

shrink nor relinquish power. Thus, neoliberal politics are state-phobic but also 

ŘŜƳŀƴŘ ƻŦ ǘƘŜ ǎǘŀǘŜ ΨǇŜǊƳŀƴŜƴǘ ǾƛƎƛƭŀƴŎŜΣ ŀŎǘƛǾƛǘȅΣ ŀƴŘ ƛƴǘŜǊǾŜƴǘƛƻƴΩ όммсύΦ  

¢ŀƪƛƴƎ CƻǳŎŀǳƭǘΩǎ ǿƻǊƪ ŀǎ ŀ ŎǳŜΣ ¢ȅƭŜǊ ŎƻƴǘŜȄǘǳŀƭƛǎŜǎ ŎƻƴǘŜƳǇƻǊŀǊȅ .Ǌƛǘŀƛƴ ŀǎ ŀ 

state that since the 1970s has witnessed the rollback of the welfare state, and the 

ŜǊƻǎƛƻƴ ƻŦ ǿƻǊƪŜǊǎΩ ǊƛƎƘǘǎ ŀƴŘ ŎƛǾƛƭ ƭƛōŜǊǘƛŜǎΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ŀ ǊƛǎŜ ƻŦ ǎƻŎƛŀƭ ƛƴŜǉǳŀƭƛǘȅ 

and the overturning of social mobility (Tyler, 2013: 6). Thus neoliberal governance 

works to manufacture economic inequality and social insecurity. Tyler argues such a 

ƴŜƻƭƛōŜǊŀƭ ǎǘŀǘŜ ŎǊŜŀǘŜǎ ǿƘŀǘ ½ȅƎƳǳƴǘ .ŀǳƳŀƴ ŎŀǘŜƎƻǊƛǎŜǎ ŀǎ ΨǿŀǎǘŜŘ ƘǳƳŀƴǎΩ 

(Bauman, 2004: 5) and decomposing neighbourhoods (24-25), whilst producing a 

climate of pubic anxieties and hostilities that are directed towards populations 

marginalised as parasitical burdens and threats to the stability and security of the 

state. It is these populations that are reconfigured into what Tyler categorises as 

the figure of the national abject, a symbolic figure assembled as an ideological 

strategy of neoliberal governmentality. The mechanisms of such governance 
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conflate, reframe and fetishize events, discourses, and figures to mobilise public 

consensus for punitive reform. In this way the immigrant becoƳŜǎ ΨǘƘŜ ƛƭƭŜƎŀƭ 

ƛƳƳƛƎǊŀƴǘΩΣ ǘƘŜ ŀǎȅƭǳƳ ǎŜŜƪŜǊ ΨǘƘŜ ōƻƎǳǎ ŀǎȅƭǳƳ ǎŜŜƪŜǊΩΣ ǘƘƻǎŜ ƭƛǾƛƴƎ ƛƴ ǇƻǾŜǊǘȅ 

ΨǘƘŜ ŎƘŀǾΩ ŀƴŘ ΨǘƘŜ ǳƴŘŜǊŎƭŀǎǎΩ ό¢ȅƭŜǊΣ нлмоΥ фύΦ ¢ƘŜǎŜ ǊŜŎƻƴŦƛƎǳǊŀǘƛƻƴǎ ƳŀƪŜ ǳǇ ǘƘŜ 

national abject, Tyler argues, and are intentionally perceived and constructed 

within the political and cultural discourses of the public domain in excessive and 

distorted forms (9-млύ ǘƘŀǘ ŦǳƴŎǘƛƻƴ ŀƪƛƴ ǘƻ IƻƳƛ .ƘŀōƘŀΩǎ ŎƻƴŎŜǇǘ ƻŦ ΨǘƘŜ 

ŘƛǎŎǳǊǎƛǾŜ ǎǘǊŀǘŜƎȅ ƻŦ ǘƘŜ ǎǘŜǊŜƻǘȅǇŜΩΣ ƛǘǎŜƭŦ ŀ ŘƛǎŎǊƛƳƛƴŀǘƻǊȅ ǇǊŀŎǘƛŎŜ ό.ƘŀōƘŀΣ 

1983: 18). For Bhabha, the stereotype is formed within what he terms the analytic 

of ambivalence, which ensures the representation is beyond experiential proof. It 

ǘƘƛǎ ŀƳōƛǾŀƭŜƴŎŜ ǘƘŀǘ ƛǎ ŎǊƛǘƛŎŀƭ ŦƻǊ ¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴΣ ŀǎ ǎƘŜ 

perceives it to provide the national abject with the figurative mobility and the 

political currency that sanctions the persistent reconfigurations as seen with the 

chav, the traveller and so forth (Tyler, 2013: 9). If the exemplary neoliberal citizen is 

defined by its mobiliǘȅΣ ŦƭŜȄƛōƛƭƛǘȅ ŀƴŘ ΨƛƴŘƛǾƛŘǳŀƭƛǎŜŘ ƴƻǘƛƻƴ ƻŦ ǎŜƭŦƘƻƻŘΩ ǘƘŀǘ ǎŜƛȊŜǎ 

ǘƘŜ ΨǊƛƎƘǘΩ ƭƛŦŜǎǘȅƭŜ ŎƘƻƛŎŜǎ όмруύΣ ǘƘŜƴ ǘƘŜ ƴŀǘƛƻƴŀƭ ŀōƧŜŎǘ ƭƛŜǎ ƛƴ ƻǇǇƻǎƛǘƛƻƴ ŀǎ ŀ 

ΨŦŀƛƭŜŘ ŎƛǘƛȊŜƴΩ όмсмύΦ Lƴ ŀ ƴŜƻƭƛōŜǊŀƭ ǎǘŀǘŜ ƛǘ ƛǎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ǿƘƻ ƛǎ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ 

her or his oǿƴ ǇǊƻǎǇŜǊƛǘȅΦ hƴƭȅ ǘƘŜ ΨǊƛƎƘǘΩ ǎŜƭŦ-management can enable the 

aspirations of the citizen to grasp the opportunities presented (158-соύΦ ΨCŀƛƭŜŘ 

ŎƛǘƛȊŜƴǎΩΣ ǳƴŀōƭŜ ǘƻ ŎƻƴǘǊƛōǳǘŜ ǘƻ ǘƘŜ ŀŘǾŀƴŎŜƳŜƴǘ ƻŦ ǘƘŜ ǎǘŀǘŜΣ ōŜŎƻƳŜ 

entrenched within an existence of misery by being denied citizenship and excluded 

ŦǊƻƳ ǘƘŜ ǎǘŀǘŜ ǇǊƻǇŜǊ ŀǎ ΨǿŀǎǘŜŘ ƘǳƳŀƴǎΩ ǘƻ ǊŜǎƛŘŜ ŀǘ ǘƘŜ ōƻǊŘŜǊǎ ƻŦ ǎƻǾŜǊŜƛƎƴ 

territories (Bauman, 2004: 5).  
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The paradoxical logic of the concept of abjection is present in social abjection in 

how waste populatiƻƴǎ ŀǊŜ ΨƛƴŎƭǳŘŜŘ ǘƘǊƻǳƎƘ ǘƘŜƛǊ ŜȄŎƭǳǎƛƻƴΩ ό¢ȅƭŜǊΣ нлмоΥ нлύΦ 

Tyler draws upon Georges .ŀǘŀƛƭƭŜΩǎ ŜǎǎŀȅΣ Ψ!ōƧŜŎǘƛƻƴ ŀƴŘ ƳƛǎŜǊŀōƭŜ ŦƻǊƳǎΩ 

(1934/1993) to highlight how waste populations ς ǘƘŜ ƴŀǘƛƻƴŀƭ ŀōƧŜŎǘ ƛƴ ¢ȅƭŜǊΩǎ 

account ς created by the sovereign state constitute a section of the dominant 

culture. These disposable populations are an unwanted, but necessary, excess that 

threatens the state from within, but cannot be fully expelled, since they legitimize 

the sovereignty, and constitute the borders, of the nation state. The national abject 

is thus the figurative border and also the object the sovereignty seeks to police. It is 

what Kristeva identifies as the ambivalence in abjection. While the state seeks to 

ŜȄǇŜƭΣ ǘƻ ΨǾƻƳƛǘΩ ǘƘŜ ǘƘǊŜŀǘΣ ƛǘ ƴŜǾŜǊ Ŧǳƭƭȅ ǊŜƭeases its control of it. Abjection is to 

reside within a continuous state of danger (Kristeva, 1982: 11). This translates in 

¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƛƴǘƻ ŀ ǇƻƭƛǘƛŎŀƭ ǇǊƻŎŜǎǎ ƻŦ ǘƘŜ ǎƻǾŜǊŜƛƎƴǘȅ ŜȄǇƭƻƛǘƛƴƎΣ ƻǊ ŎǊŜŀǘƛƴƎΣ 

ΨŎǊƛǎƛǎ ƳŀƴŀƎŜƳŜƴǘΩ ŜǾŜƴǘǎ ƛƴ ƻǊŘŜǊ ǘƻ ƻōǘŀƛƴ consent for authoritarian 

governance. (Tyler, 2013: 8). Tyler provides the economic crisis of 2007 and the 

riots of 2011 as examples; Brexit could also easily apply. Abjection then concerns 

itself with bordering and surveillance, in both the macro sense of nation-state and 

in the micro via the formulation of individual identity. Judith Butler and Gayatri 

/ƘŀƪǊŀǾƻǊǘȅ {ǇƛǾŀƪΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ǘƘŜ ǎǳōƧŜŎǘ ŀƴŘ ǎǘŀǘŜ ŀǊŜ ƴƻǘ ǎǘŀǘƛŎ ƻǊ 

hegemonic entities, but rather fluid forms (Butler and Spivak, 2007) allows TyƭŜǊΩǎ 

ǿƻǊƪ ǘƻ ŎƻƴǎƛŘŜǊ ΨǘƘŜ ƳŀƪƛƴƎ ƻŦΩ ōƻǘƘ ǎƻǾŜǊŜƛƎƴǘȅ ŀƴŘ ǎǳōƧŜŎǘ ƛƴ ŘƛŦŦŜǊƛƴƎ 

configurations (chav, traveller, illegal immigrant), for each crisis or moral panic 

requires a revolting figure to discriminate against symbolically, in order to govern 

and secure its borders. Social abjection is an appropriate concept through which to 



 52 

approach neoliberal governmentality, as the sovereign power is established 

through exclusion (Tyler, 2013: 46).  

Excluding and bordering within the paradigm of abjection requires a process of 

spatializing to create distance, even symbolically, between the abjected and the 

abjecting. Tyler identifies that what aides this spatializing is the condition and 

ŜƳƻǘƛƻƴ ƻŦ ŘƛǎƎǳǎǘΦ CƻǊΣ ŘǊŀǿƛƴƎ ǳǇƻƴ !ǳǊŜƭ YƻƭƴŀƛΩǎ Ŝǎǎŀȅ ƻƴ ŘƛǎƎǳǎǘΣ ¢ȅƭŜǊ 

oōǎŜǊǾŜǎ ŘƛǎƎǳǎǘ ǘƻ ōŜ ŀ ΨǎǇŀǘƛŀƭƭȅ ŀǾŜǊǎƛǾŜ ŜƳƻǘƛƻƴΩ όннύΣ ŀƴŘΣ ŀǎ Yƻƭƴŀƛ ŀǊƎǳŜǎΣ 

feeling disgust initiates an act of flight from a thing deemed revolting, in order to 

exit the proximity of dirt and to avoid contamination (Kolnai, 2004: 587). Of more 

signiŦƛŎŀƴŎŜ ǘƘƻǳƎƘ ǘƻ ¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƛǎ YƻƭƴŀƛΩǎ ǿƻǊƪ ƻƴ moral disgust and his 

assertion there is a transference between a physical and moral reaction of 

ǊŜǇǳƭǎƛƻƴΣ ǿƛǘƘ ŀ ƳƻǊŀƭ ǊŜŀŎǘƛƻƴ ōŜƛƴƎ ōŀǎŜŘ ǳǇƻƴ ŀ ΨƧǳŘƎŜƳŜƴǘ ƻŦ ǾŀƭǳŜΩ ό¢ȅƭŜǊΣ 

2013: 23) of that being ǊŜǇǳƭǎŜŘΦ ¢ȅƭŜǊΩǎ ƴŀǘƛƻƴŀƭ ŀōƧŜŎǘǎ ōŜŎƻƳŜ ǘƘǳǎ ŘǳŜ ǘƻ 

opinion from popular discourses about behaviour. Chavs are perceived and 

ǇƻǎƛǘƛƻƴŜŘ ŀǎ ǇŀǊŀǎƛǘƛŎ ΨŘƻƭŜ ǎŎǳƳΩ ŀƴŘ ǎƭƻǘƘŦǳƭ ŎǊƛƳƛƴŀƭǎ όмсо-67) and the female 

travellers of My Big Fat Gypsy Wedding (2011-2015) are publicly conceived in 

racialized terms as excessive and failed representations of women with their 

ΨǇŜǊƳŀ-ǘŀƴǎΩ ŀƴŘ ΨōƭƛƴƎ-ƭƻǾƛƴƎΩ ŀǘǘƛǊŜ όмоф-45). The judgemental language applies 

disgust to the culture of the communities and seeks what Tyler brŀƴŘǎ ŀǎ ΨŘƛǎƎǳǎǘ 

ŎƻƴǎŜƴǎǳǎΩ όноύΦ Lƴ Purity and Danger, aŀǊȅ 5ƻǳƎƭŀǎ Ǉƻǎƛǘǎ ǘƘŀǘ ƴƻ ŘƛǊǘ ƛǎ ΨƴŀǘǳǊŀƭΩΣ 

and reactions of disgust are entrenched within wider social beliefs (Douglas, 1966). 

When repeated and re-enacted through cultural discourses, the disgust consensus 

shapes public opinion, which is then mobilised in the governance of marginalised 
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communities. The figurative bodies that are articulated with revolting language are 

bound to the signs of disgust, and in turn the disgusted response constitutes the 

ΨǘƘŜ ǘǊǳǘƘΩ ƻŦ ǘƘŀǘ ōƻŘȅ ŀƴŘ ƻōƧŜŎǘ ό!ƘƳŜŘΣ нллпΥ ут-92). The language of disgust is 

the revolting aesthetic of abjection, for it makes visible in shaping and giving form 

to the borders of the state. Disgust facilitates identity through disidentification, 

what William /ƻƘŜƴ ŎƻƴŎŜǇǘǳŀƭƛǎŜǎ ŀǎ ŀ ΨǘƘŀǘ-is-not-ƳŜΩ ŦǳƴŎǘƛƻƴ ƻŦ ŘƛǎƎǳǎǘ 

aversion (Cohen, 2005: x). Thus, for Tyler, disgust is political, as it is operationalised 

for the stigmatizing mechanisms of neoliberalist state power to effect social 

inequality through symbolic violence and demonization, and to reinforce the 

boundaries between self and those who threaten to contaminate (Tyler, 2013: 24-

25).   

For Tyler, the symbolic violence acted upon the bodies of the national abject in the 

public arena, that transforms subjects from the disadvantaged into state leeches, 

produces two critical outcomes for these marginalised figures/communities. Firstly, 

it limits the representational agency of those interpellated by the national abject, 

and secondly, it transŦƛƎǳǊŜǎ ǘƘŜ ǎȅƳōƻƭƛŎ ƛƴǘƻ ŀ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ΨƳŀǘŜǊƛŀƭ 

ǾƛƻƭŜƴŎŜΩ όнсύΦ ¢Ƙŀǘ ƛǎΣ ŘŜƳƻƴƛȊŀǘƛƻƴ ƛƴ ǘƘŜ ǇǳōƭƛŎ ƛƳŀƎƛƴŀǊȅ ƛǎ ŎƻƴǾŜǊǘŜŘ ƛƴǘƻ 

hostility, discrimination and abuse, experienced in the everyday lives of those 

constructed as abject.  

Tyler applies her paradigm of social abjection to figures and communities that have 

been subject to these stigmatizing discourses in contemporary Britain: asylum 

seekers, gypsies, and the poor. But it is the geographical stigmatization of council 

estates that is of importance to this thesis, as it is from these sites as failed states 
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that my work on the Hoodie and its relationship to council estates is drawn. 

¦ƴŦƻǊǘǳƴŀǘŜƭȅΣ ƛǘ ƛǎ ƴƻǘ ǿƛǘƘƛƴ ǘƘŜ ǎŎƻǇŜ ƻŦ ǘƘƛǎ ǇǊƻƧŜŎǘ ǘƻ ƻǳǘƭƛƴŜ ¢ȅƭŜǊΩǎ ǿƻǊƪ ƻƴ 

the chav and social housing. Rather, I will apply her paradigm to the 

conceptualisation of Hoodies and estates in the public arena. 

1.7: The Hoodie and the fashion of fear 

[There] is a very public prejudice in this country towards the underclass. 

These kids are ridiculed in the press as they aren't as educated as others, 

because they talk and dress in a certain way... They are aware of the ill 

feelings towards them and that makes them feel alienated. I know because I 

felt it myself growing up. These kids have been beaten into apathy. They 

don't care about society because society has made it very clear that it 

doesn't care about them.  

(Plan B, 2012) 

On 12 May 2005 the national press reported on the Bluewater shopping centre in 

Kent banning individuals from wearing hooded tops from their premises in a zero-

ǘƻƭŜǊŀƴŎŜ ŜŦŦƻǊǘ ǘƻ ŎƻƳōŀǘ ŎǊƛƳŜΦ ¢ƘŜ ŎŜƴǘǊŜΩǎ ƳŀƴŀƎŜǊΣ aŀǘǘƘŜǿ /ƭŜƳŜƴǘǎ, 

ŘŜŎƭŀǊŜŘ Ψ9ƴǎǳǊƛƴƎ .ƭǳŜǿŀǘŜǊ ƛǎ ŀ ǎŀŦŜ ŀƴŘ ǇƭŜŀǎŀƴǘ ŜƴǾƛǊƻƴƳŜƴǘ ƛǎ ƻŦ ǇŀǊŀƳƻǳƴǘ 

ƛƳǇƻǊǘŀƴŎŜ ǘƻ ǳǎΩ ό!ƴƻƴΣ нллрŀΥ сύΦ ²ƛǘƘƛƴ ǿŜŜƪǎ .ƭǳŜǿŀǘŜǊ ƘŀŘ ǊŜǇƻrted a rise in 

footfall, an impact attributed to the ban (Derbyshire, 2005). Following the 

ǊŜǇƻǊǘƛƴƎΣ ¢ƻƴȅ .ƭŀƛǊΣ ǎǇŜŀƪƛƴƎ ŀŦǘŜǊ ŀ ŎŀōƛƴŜǘ ǊŜǎƘǳŦŦƭŜΣ ŀƴƴƻǳƴŎŜŘ bŜǿ [ŀōƻǳǊΩǎ 

ΨōƻƭŘ ǇǊƻƎǊŀƳƳŜΩ ŦƻǊ ƛƳǇƭŜƳŜƴǘƛƴƎ ǘƘŜƛǊ ƳŀƴƛŦŜǎǘƻ ǇƭŜŘƎŜǎ ǘƻ ΨŀŘŘǊŜǎǎ ƘŜŀŘ-on 

the pǊƛƻǊƛǘƛŜǎ ƻŦ ǘƘŜ .ǊƛǘƛǎƘ ǇŜƻǇƭŜ Χ ǿŜƭŦŀǊŜ ǊŜŦƻǊƳ Χ ŎǊƛƳŜΣ ŘƛǎƻǊŘŜǊΣ ǊŜǎǇŜŎǘ ƻƴ 

our ǎǘǊŜŜǘǎΩ ό²ƘƛǘŜΣ нллрύΦ .ƭŀƛǊ Ŧǳƭƭȅ ǎǳǇǇƻǊǘŜŘ ǘƘŜ ŎŜƴǘǊŜΩǎ ōŀƴΣ ŘŜŎƭŀǊƛƴƎ ΨtŜƻǇƭŜ 

are rightly fed-up with street corner and shopping centre thugs, yobbish behaviour 
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ς sometimes from children as young as 10 or 11 whose parents should be looking 

after ǘƘŜƳΩ όM. White, 2005: 2).  

In May 2005 the figure of the Hoodie was given life and brought into the public 

conscious. Stigmatized in the cultural imaginary as a figure found everywhere, an 

ΨŜǘŜǊƴŀƭ ǎƭƻǳŎƘƛƴƎΣ ƎƻōōƛƴƎ ǎǘŀǊ ƻŦ //¢±Φ ! ƘƛŘŘŜƴΣ ƎƭƻǿŜǊƛƴƎ ƻƳƴƛǇǊŜǎŜƴŎŜ ǘƘŀǘ 

ǎǇŜǿǎ ƘŀǘǊŜŘΣ ƛƎƴƻǊŀƴŎŜ ŀƴŘ ǎƛƳƳŜǊƛƴƎ ǾƛƻƭŜƴŎŜΩ ŀƴŘ ŀ ǇǊƻŘǳŎǘ ƻŦ ΨŘƛǎƛƴǘŜƎǊŀǘƛƴƎ 

families, parents as drunk and as foul-ƳƻǳǘƘŜŘ ŀǎ ǘƘŜƛǊ ƻŦŦǎǇǊƛƴƎΩ ό{ǘƻǘǘΣ нллрΥ мпύ, 

ǘƘŜ IƻƻŘƛŜ ǎǳŎŎŜŜŘŜŘ ǘƘŜ /ƘŀǾ ƛƴ ōŜƛƴƎ ǘƘŜ ǇŜƧƻǊŀǘƛǾŜ ƴŀƳŜ ƻŦ ΨŀōǳǎŜ ƻŦ ŀƴŘ 

ŀōƘƻǊǊŜƴŎŜ ŀǘ .ǊƛǘŀƛƴΩǎ ǇƻƻǊΩ ό¢ȅƭŜǊΣ нлмоΥ мснύΦ .ŜŦƻǊŜ ǘƘŜ .ƭǳŜǿŀǘŜǊ ōŀƴΣ ŀ ƘƻƻŘƛŜ 

had been recognised and understood as an item of clothing in Britain. Unisex in 

design, ageless and an everyday, all-weather, attire item (McLean, 2005: 2), the 

hoodie had woven a cultural life of its own, traversing leisure wear and subcultures. 

Originating as sportswear, the hoodie has been worn by surfers and become 

synonymous with black American hip-ƘƻǇ ŎǳƭǘǳǊŜΣ ΨƴŀǊǊŀǘƛƴƎ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ǎƻŎƛŀƭ ŜȄŎƭǳǎƛƻƴΩ όaŎwƻōōƛŜ cited in McLean, 2005: 2), before entering the 

mainstream through global music culture (McLean, 2005:2). In an act of political 

populism, the Hoodie was appropriated by New Labour, annexed into the wider 

government strategy as presented in the 2003 White Paper, Respect & 

Responsibility ς Taking a Stand against Anti-Social Behaviour. Tyler assesses how 

before ascending to power in 1997 New Labour rebranded the party in a move to 

ΨάŘŜŦŀƴƎέ ƻǇǇƻǎƛǘƛƻƴŀƭ Ŏƭŀǎǎ ǇƻƭƛǘƛŎǎΩ ό¢ȅƭŜǊΣ нлмоΥ мроύ ōȅ ŜȄǇǳƴƎƛƴƎ Ŏƭŀǎǎ ǊƘŜǘƻǊƛŎ 

ŦǊƻƳ ǇƻƭƛǘƛŎŀƭ ŘƛŀƭƻƎǳŜΦ ¢Ƙƛǎ ƛǎ ŜȄǇƭƛŎƛǘƭȅ ƛƭƭǳǎǘǊŀǘŜŘ ƛƴ ¢ƻƴȅ .ƭŀƛǊΩǎ [ŀōƻǳǊ ǇŀǊǘȅ 
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ŎƻƴŦŜǊŜƴŎŜ ǎǇŜŜŎƘ ƛƴ ǿƘƛŎƘ ƘŜ ŘŜŎƭŀǊŜŘΣ Ψ¢ƘŜ Ŏƭŀǎǎ ǿŀǊ ƛǎ ƻǾŜǊΦ .ǳǘ ǘƘŜ ǎǘǊǳƎƎƭŜ ŦƻǊ 

trǳŜ Ŝǉǳŀƭƛǘȅ Ƙŀǎ ƻƴƭȅ Ƨǳǎǘ ōŜƎǳƴΩ ό.ƭŀƛǊΣ мффф).   

In its place, New Labour reformulated class-based inequalities as concepts of social 

mobility and meritocracy, political ideas that exploited reconfigurations of the 

underclass, such as the chav and Hoodie, in order to implement economic, welfare, 

crime and social justice reform. Much of the New Labour project can be attributed 

ǘƻ ǘƘŜ ǎƻŎƛƻƭƻƎƛǎǘ !ƴǘƘƻƴȅ DƛŘŘŜƴǎΣ ǿƘƻǎŜ ǇƻƭƛǘƛŎŀƭ Ǿƛǎƛƻƴ ǿŀǎ ƻƴŜ ƻŦ ŀ ΨƴŜǿ 

ŜƎŀƭƛǘŀǊƛŀƴƛǎƳΩ ŀŎƘƛŜǾŜŘ ǘƘǊƻǳƎƘ ƴŜƻƭƛōŜǊŀƭ ǇƘƛƭƻǎƻǇƘȅ ό¢ȅƭŜǊΣ нлмоΥмруύΦ DƛŘŘŜƴǎΩ 

drive to address inequality was underpinned by a belief in a selfhood fashioned by 

globalization and consumerism (158). For Giddens, prosperity would be achieved 

through reframing concepts of class into flexible and individualised notions of 

ǎŜƭŦƘƻƻŘΦ ²ŜŀƭǘƘ ƛǎ ŀŎƘƛŜǾŜŘ ǘƘǊƻǳƎƘ ΨǘƘŜ ǊƛƎƘǘ ƪƛƴŘ ƻŦ όƳƛŘŘƭŜ-Ŏƭŀǎǎύ ǎŜƭŦΩΣ ǿƘŜǊŜŀǎ 

ΨǇƻƻǊ ǎŜƭŦ-ƳŀƴŀƎŜƳŜƴǘΩ ǿƻǳƭŘ ǊŜǎǳƭǘ ƛƴ ŘƛǎŀŘǾŀƴǘŀƎŜ ŀƴŘ ƘŀǊŘǎƘƛǇ όDƛƭƭŜǎ, 2005: 

837).  

Thus the hoodie transformed into the Hoodie ς a national abject ς the ideological 

conductor of neoliberal governmentality used to validate punitive measures against 

.ǊƛǘŀƛƴΩǎ ǳƴŘŜǊŎƭŀǎǎΦ ¢ƻ ǊŜǘǳǊƴ ǘƻ aŎwƻōōƛŜΩǎ ǿƻǊŘǎΣ ƴƻ ƭƻƴƎŜǊ ǿƻǳƭŘ ǘƘŜ ƘƻƻŘƛŜ 

narrate social exclusion. Rather, the Hoodie would express social abjection. 

AppƭȅƛƴƎ ¢ȅƭŜǊΩǎ ǘŜǊƳƛƴƻƭƻƎȅΣ ǿŜ Ŏŀƴ ǳƴŘŜǊǎǘŀƴŘ Ƙƻǿ ǘƘŜ IƻƻŘƛŜ ǿŀǎ ŀƴƛƳŀǘŜŘ ƛƴ 

British popular culture as a reconfiguration of the imagined underclass, as a figure 

of consent formed by a disgust consensus, and a figure through which economic 

interests, ideological philosophies and neoliberal governmental mechanics 

όƎƻǾŜǊƴƳŜƴǘ ǇƻƭƛŎȅ ŀƴŘ ǊƘŜǘƻǊƛŎΣ ƭŀǿ ǊŜŦƻǊƳ ŀƴŘ ƳŜŘƛŀύ ŎƻƴƎǊŜƎŀǘŜŘ ǘƻ ΨƭŜƎƛǘƛƳƛȊŜ 
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the social abjection of the most socially and economically disadvantaged citizens 

ǿƛǘƘƛƴ ǘƘŜ ǎǘŀǘŜΩ ό¢ȅƭŜǊΣ нлмоΥ мтм). This chapter establishes the figure of the 

IƻƻŘƛŜ ǿƛǘƘƛƴ ¢ȅƭŜǊΩǎ ǇŀǊŀŘƛƎƳ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴ ōȅ ŜȄǇƭƻǊƛƴƎ Ƙƻǿ ǘƘŜ IƻƻŘƛŜ ǿŀǎ 

animated within political and media rhetoric of the early millennium, and how this 

particular configuration is part of a history of categorising the underclass within 

revolting terminology. Furthermore, I will broaden the discourse to encompass the 

relationship between the Hoodie and the stigmatizing rhetoric of council estates, 

examining how popular culture renditions of the Hoodie outside of media accounts 

furthers the culturalisation of class struggles.   

1.7.1: Name-making/class-making 

In his 2004 book, The Philosopher and His Poor, Jacques Rancière accounts for the 

ƴǳƳŜǊƻǳǎ ƘƛǎǘƻǊƛŎŀƭ ŎƻƴŦƛƎǳǊŀǘƛƻƴǎ ƻŦ ΨǘƘŜ ǇƻƻǊΩΣ ŀǎ ŀ ōǊƻŀŘ ǘerm for the 

ŜŎƻƴƻƳƛŎŀƭƭȅ ŘƛǎŀŘǾŀƴǘŀƎŜŘΣ ŦǊƻƳ ǇǊƻƭŜǘŀǊƛŀƴΣ ǘƘŜ ƳŀǎǎŜǎΣ ǘƘŜ ǎƭŀǾŜΣ ŀƴŘ aŀǊȄΩǎ 

lumpen, to assert that class-making is a practice of name-making. Lƴ wŀƴŎƛŝǊŜΩǎ 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǿƻǊŘ ΨǇƻƻǊΩΣ ǘƘŜ ǘŜǊƳ ŘƻŜǎ ƴƻǘ ǇǊƻǾƛŘŜ ŀƴȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

the lives of those living in poverty. Rather, it is a process of subjugating, making the 

masses inaudible, and removing their ownership and ability to constitute their own 

identity in a public arena. It is a process of power relations that marginalises the 

masses, with names illuminating not the experience of the poor but rather the 

ΨŦŀōǊƛŎŀǘƛƻƴΣ ŀōǎǘǊŀŎǘƛƻƴ ŀƴŘ ŎŀǇƛǘŀƭƛȊŀǘƛƻƴ ƻŦ ƻǘƘŜǊǎ ƛƴ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ƪƴƻǿƭŜŘƎŜ 

ŀƴŘ ŎǳƭǘǳǊŜΩ ό¢ȅƭŜǊΣ нлмоΥ мтоύΦ ¢ƘŜ ǇƻƻǊ ǘƘŜƴ ōŜŎƻƳŜ ƻōƧŜŎǘǎ ƻŦ ƪƴƻǿƭŜŘƎŜΣ ǊŀǘƘŜǊ 

than subjects (Parker cited in Rancière, 2004: xiii), and for Rancière are fathomed as 

ŀ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ƴŀƳŜǎ ǘƘŀǘ ΨŘƻ ƴƻǘ ŜȄǇǊŜǎǎ ŀƴ ŀǿŀǊŜƴŜǎǎ ƻŦ ŀ ŎƻƴŘƛǘƛƻƴΦ ¢ƘŜƛǊ 
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ǇǊƛƳŀǊȅ ŦǳƴŎǘƛƻƴ ƛǎ ǘƻ ŎƻƴǎǘǊǳŎǘ ǎƻƳŜǘƘƛƴƎΣ ŀ ǊŜƭŀǘƛƻƴǎƘƛǇ ƻŦ ŀƭǘŜǊƛǘȅΩ όwŀƴŎƛŝǊŜΣ 

1997: 23). Thus the poor are the abject, included through exclusion. If the history of 

Ŏƭŀǎǎ ƛǎ ŀ ΨƘƛǎǘƻǊȅ ƻŦ ƴŀƳŜǎΩ ό¢ȅƭŜǊΣ нлмоΥ мтрύΣ ǘƘŜƴ ǿŜ Ŏŀƴ ǳƴŘŜǊǎǘŀƴŘ Ƙƻǿ ǘƘŜǎŜ 

discourses manipulate the perceptual frameworks of class for political and cultural 

gain.  

With a focus oƴ ŦŀǎƘƛƻƴΣ ƳŜŘƛŀ ŀƴŘ ȅƻǳǘƘ ŘŜƭƛƴǉǳŜƴŎȅΣ Wƻƴ {ŀǾŀƎŜΩǎ ǿƻǊƪ Teenage, 

unconsciously reiterates the persistency of class and name-making Rancière 

ǳƴǇŀŎƪǎΦ ¢ƘŜ ŎƘŀǇǘŜǊ ΨIƻƻƭƛƎŀƴǎ ŀƴŘ !ǇŀŎƘŜǎΩ ŦƻŎǳǎŜǎ ƻƴ .Ǌƛǘŀƛƴ ƛƴ ǘƘŜ ŎƭƻǎƛƴƎ 

decades of the 19th ŎŜƴǘǳǊȅ ǿƘŜƴ ΨȅƻǳǘƘ ŎǊƛƳŜ ōŜŎŀƳŜ ŀ ƴŀǘƛƻƴŀƭ ƛǎǎǳŜ ŀǎ ǘƘŜ 

ŎƘƛƭŘǊŜƴ ƻŦ ǘƘŜ ǳǊōŀƴ ǿƻǊƪƛƴƎ Ŏƭŀǎǎ ŜƭōƻǿŜŘ ǘƘŜƛǊ ǿŀȅ ƛƴǘƻ ǇǳōƭƛŎ ŀǿŀǊŜƴŜǎǎΩ 

(Savage, 2008: 41). Savage recounts the rise of urban gangs and how media reports 

explicitly associated these gangs with their aesthetic, explicitly linking delinquency 

with dress in the instances of the Forty Row and Bengal Tiger of Manchester, the 

now familiar Peaky Blinders of Birmingham, the Bowry Boys of London (43). The 

Scuttlers of Manchester were, according to contemporary reports, known for 

ǿŜŀǊƛƴƎ ŀ ǇǳƴŎƘŜǊΩǎ ŎŀǇΣ ƴŀǊǊƻǿ-go-wides trousers and heavy customised belts 

(43ύΣ ǿƘŜǊŜŀǎ IƻƻƭƛƎŀƴǎ ǿƻǊŜ ŀ ƴŜŎƪŜǊŎƘƛŜŦΣ ŎŀǇΣ ŀƴŘ ǘǊƻǳǎŜǊǎ ΨǘƛƎƘǘ ŀǘ ǘƘŜ ƪƴŜŜ 

ŀƴŘ ǾŜǊȅ ƭƻƻǎŜ ŀǘ ǘƘŜ ŦƻƻǘΩ όфпύΦ {ŀǾŀƎŜΩǎ ŀƴŀƭȅǎƛǎ ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ ōƻǘƘ Tyler and 

Rancière in his assertion that youth crime was positioned as a rising threat to 

ƴŀǘƛƻƴŀƭ ǎŜŎǳǊƛǘȅ ŀƴŘ ƻǊŘŜǊΣ ƴŜŜŘƛƴƎ ǘƻ ōŜ ŎƻƴǘŀƛƴŜŘ ōȅ Ψŀƴ ŀƴȄƛƻǳǎ ōƻǳǊƎŜƻƛǎƛŜ 

ǿƘƻ ǿŜǊŜ ŘŜǘŜǊƳƛƴŜŘ ǘƻ ǎŜŜ ǘƘŜƛǊ Ǿƛǎƛƻƴ ƻŦ ǎƻŎƛŜǘȅ ǇǊŜǾŀƛƭΩ όпмύΦ {ƻŎƛŀƭ ŀƴŘ ǇƻƭƛǘƛŎŀƭ 

power structures of the era operated to mobilise the public imaginary through 

stigmatizing discourse as a means to govern.  
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Drawing upon Rancière and Savage, we can contextualise the Hoodie within a 

history of name-making and the working-class and/or underclass. In assessing the 

ŎƻƴǘŜƳǇƻǊŀƴŜƛǘȅ ƻŦ ǘƘŜ IƻƻŘƛŜΣ ǿŜ Ŏŀƴ ǳƴŘŜǊǎǘŀƴŘΣ ŀǎ ǿƛǘƘ ǘƘŜ ŎƘŀǾΣ ŀ ΨǊŜǘǳǊƴΩΣ ŀ 

persistency, of associating the underclass with negative and threatening 

connotations, associations that were in existence in Victorian and Edwardian times. 

As Tyler asserts, contemporary fears and historical beliefs converge in abject figures 

ǘƘǊƻǳƎƘ ǘƘŜ ŀŎŎǳƳǳƭŀǘƛƻƴ ŀƴŘ ǊŜǇŜǘƛǘƛƻƴ ƻŦ ŘƛǎŎƻǳǊǎŜǎ ƛƴ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜΩǎ 

machinery, to come to be what is known of the marginalised figures/communities 

(Tyler, 2013: 9-10). This speaks to the broader concerns of this thesis in exposing 

anachronism in such class-based name-ƳŀƪƛƴƎΦ ²ƘƛƭŜ ΨIƻƻŘƛŜΩ ŎƻƴŎŜǇǘǳŀƭƛǎŜǎ ǘƘŜ 

contemporaneity of the underclass, the associative descriptions explicitly reference 

a past, yet persistent class identity, resulting in a temporal paradox. As with Simon 

wŜȅƴƻƭŘΩǎ ΨŘȅǎŎƘǊƻƴƛŀΩ όReynold, 2012), this temporal frisson does not produce a 

ǎŜƴǎŜ ƻŦ ǘƘŜ ǳƴŎŀƴƴȅΦ wŀǘƘŜǊΣ ǘƻ ǊŜǘǳǊƴ ǘƻ aŀǊƪ CƛǎƘŜǊΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

hauntology and Frederic JamesoƴΩǎ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ŦŀŘƛƴƎ ƻŦ ƘƛǎǘƻǊƛŎƛǘȅΣ ǎǳŎƘ 

retrospection has been naturalised. Hence, what we understand of the Hoodie 

affirms what we already know of the underclass from successive historical 

discourses: same constitution, different name.  

1.7.2: The animation of the Hoodie 

It is clear that the facilitating mechanisms of popular culture, newspaper 

journalism, cinema, television and the internet, together transformed this abjection 

ƻŦ Ŏƭŀǎǎ ƛƴǘƻ ǘƘŜ ŀōƧŜŎǘ ŦƛƎǳǊŜ ƻŦ ǘƘŜ IƻƻŘƛŜΦ ¢ƻ ǊŜǘǳǊƴ ǘƻ ¢ȅƭŜǊΩǎ ǇŀǊŀŘigm, the 

accumulative effects of news stories, images, television programmes and films, 
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situated the Hoodie as successor to the Chav as national abject. Animated in 

Ψ.ǊƛǘŀƛƴΩǎ ŦŀǾƻǳǊƛǘŜ ŎƘŀǾΩΣ Little BritainΩǎ ±ƛŎƪȅ tƻƭƭŀǊŘ ό¢ȅƭŜǊΣ нлмоΥ мспύ ŀǎ ŀƴ 

authentƛŎ ǎƻŎƛŀƭ ǘȅǇŜΣ ŀƴŘ ŎŜƳŜƴǘŜŘ ƛƴ ŎƻǳƴǘƭŜǎǎ ƴŜǿǎǇŀǇŜǊ ǎǘƻǊƛŜǎ ŀǎ ΨŘƻƭŜ-

scroungers, petty criminals, football hooligans and teenage pram-ǇǳǎƘŜǊǎΩ 

(Davidson, 2004: 14), the chav, through repetitive association, evoked past 

accounts of the poor as immoral, libidinal, and a contaminating threat to wider 

society (Tyler, 2013: 163). The Hoodie followed the chav in being illuminated 

through the demonising external gaze of mediating agencies to becoming another 

ǊŜǾƻƭǘƛƴƎ ǘŜǊƳ ŦƻǊ .ǊƛǘŀƛƴΩǎ ǳƴŘŜǊŎƭŀǎǎΦ 

By the time the ǘŜǊƳ ΨIƻƻŘƛŜΩ ŜƴǘŜǊŜŘ ǘƘŜ hȄŦƻǊŘ 5ƛŎǘƛƻƴŀǊȅ ƛƴ нллт ό!ƴƻƴΣ нллтd), 

the narrative of the Hoodie had been established in the media. While I agree with 

Walker that Hoodies in media reports are conceptualisations of a deviant teenage 

underclass wearing hooded tops (Walker, 2016), it is important to widen the scope, 

ŀƴŘ ŀǇǇǊƻŀŎƘ ǘƘŜ IƻƻŘƛŜ ǘƻ ŜƴŎƻƳǇŀǎǎ CŜŀǘƘŜǊǎǘƻƴŜΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ 

othering of the garment (Featherstone, 2013). While the abjection of the Hoodie 

focuses on the threat of violence emanating from the figure, it is critical to 

ŎƻƴǘŜȄǘǳŀƭƛǎŜ ǘƘƛǎ ǿƛǘƘƛƴ ǘƘŜ IƻƻŘƛŜΩǎ ǇƻƭƛǘƛŎƛǎŀǘƛƻƴΣ ŀƴŘ ǘƘŜ ǎȅƳōƻƭƛŎ ǾƛƻƭŜƴŎŜ 

waged on the publicly imagined Hoodie to validate criminalisation of the poor and 

the social exclusion of the underclass as a whole.  

The Bluewater ban on hooded tops introduced an initial blueprint for the animation 

of the Hoodie in the political and public arena. Journalistic accounts of the Hoodie 

ŎǊŀŦǘŜŘ ǘƘŜ ŦƛƎǳǊŜ ƛƴǘƻ ŀ ǾŀǊƛŜǘȅ ƻŦ ǎƻŎƛŀƭ ƛƭƭǎΦ IŜŀŘƭƛƴŜǎ όŦƻǊ ŜȄŀƳǇƭŜΣ ΨYƛƭƭŜŘ ōȅ 

IƻƻŘƛŜǎΩ ό[ŀƪŜƳŀƴΣ нллрύΣ ΨIƻƻŘƛŜ murders Ƴŀƴ ƻƴ ōǳǎΩ ό!ƴƻƴΣ нллрƎύΣ ŀƴŘ Ψ.ƻȅΩǎ 
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¢ƘǊƻŀǘ {ƭŀǎƘŜŘ ƛƴ Ψ9ȄŜŎǳǘƛƻƴ !ǘǘŀŎƪΥ ¢ŜŜƴŀƎŜǊ YƛƭƭŜŘ ōȅ IƻƻŘƛŜΩ όaƛƭƭar and Pettifor, 

2008: 27) positioned the figure of the Hoodie as a violent threat to social order. The 

fatal attack on teenager Ben Hickman, caught up in gang rivalry in Beckenham, 

{ƻǳǘƘ [ƻƴŘƻƴΣ ǿŀǎ ǊŜǇƻǊǘŜŘ ŀǎ ŎŀǊǊƛŜŘ ƻǳǘ ōȅ ŀ ΨƘƻƻŘƛŜ-ǿŜŀǊƛƴƎ ƳƻōΩ ƻŦ ŀǊƻǳƴŘ нл 

youths (Evans, 2007: 5).  

Hoodies began to be held responsible for more high-profile murders, killings that 

were positioned in the public eye as the senseless murders of innocent victims. The 

racist killing of black teenager, Anthony Walker, was reported as the action of local 

Hoodies. In a killing that mirrored the 1993 Stephen Lawrence case, Anthony was 

murdered with an axe whilst walking home with his cousin and girlfriend: the trio 

were racially abused and Anthony viciously attacked with a single blow to the head 

(Williams, 2005: 5). Similarly, the murder of 11 year old Rhys Jones as he walked 

home from playing football in Croxteth, Liverpool, caught the national imagination 

as a tragic story of young loss, when it became a country-wide story during the late 

summer of 2007. Before the murderer was apprehended, media accounts waged a 

campaign to unearth the killer, again attributing the attack to a Hoodie. 

5ŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ŀ ΨƘƛǘƳŀƴ IƻƻŘƛŜΩ όtŀǘǊƛŎƪΣ нллтōΥ пύ ŀƴŘ ƻŦ ǘƘŜ ǾƛŎǘƛƳ ōŜƛƴƎ ΨǎƘƻǘ ƛƴ 

ǘƘŜ ƘŜŀŘ ōȅ ǘŜŜƴŀƎŜ IƻƻŘƛŜΩ ό{ǘƻǊǊar and Thomas, 2007: 11), were accompanied by 

ǎǳŎƘ ŦǊŜƴȊƛŜŘ ǊƘŜǘƻǊƛŎ ŀǎ Ψ¸ƻō .Ǌƛǘŀƛƴ ǎƛƴƪǎ ǘƻ ŀ ǎƛŎƪŜƴƛƴƎ ƭƻǿΩ όtŀǘǊƛŎƪΣ нллтō, 4-5), 

ΨƘƻǊǊƛŦƛŎ ǎƘƻƻǘƛƴƎ ŎƻƳŜǎ ŀǎ ȅƻō ŀƴŀǊŎƘȅ ǘŜǊǊƻǊƛǎŜǎ .ǊƛǘŀƛƴΩΣ ŀƴŘΣ Ψ!ƴŀǊŎƘȅ ƛƴ ¦YΩ 

(Patrick, 2007a: 1) that sought to incite fear and disgust in the public towards 

Hoodies, promoting them as a nation-wide problem. Figures were bluntly used as 

affirmation of a Hoodie crime-wave. Eye-ŎŀǘŎƘƛƴƎ ƘŜŀŘƭƛƴŜǎ ǎǳŎƘ ŀǎ Ψн 5ŀȅǎΥ у 
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5ŜŀŘΩ ό9ŘǿŀǊŘǎΣ нллуΥ пύΣ Ψ{ŜǾŜƴ 5ŀȅǎ ƛƴ [ŀǿƭŜǎǎ .ǊƛǘŀƛƴΩ όaŀŎŀŘŀƳΣ нллрΥ пύΣ ŀƴŘ 

ΨIƻƻŘƛŜ IŜƭƭ ƻƴ {ǘǊŜŜǘǎ 9ǾŜǊȅ у {ŜŎƻƴŘǎΩ ό[ȅƻƴǎΣ нллфΥ фύΣ ǊŜǇƻǊǘ how the police 

struggle to combat a national surge in Hoodie crime, listing murders from around 

the country in a temporal snapshot of Britain as a country under siege to underclass 

crime. The accumulation of the media accounts fabricate, fetishize, and normalise 

the murderous Hoodie in excessive accounts of uncontrollable killing sprees, 

enflaming a moral panic in which the figure is crafted in the public imaginary on a 

ǿŀǾŜ ƻŦ ŦŜŀǊΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ǘƘŜ IƻƻŘƛŜ ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ŀǎ ¢ȅƭŜǊΩǎ ƴŀǘƛƻƴŀƭ ŀōƧŜŎǘΦ  

In her paradigm on social abjection, Tyler analyses the August 2011 riots as an 

example of a discourse on the underclass that harnesses events as apolitical and 

provides conclusive proof όƳȅ ŜƳǇƘŀǎƛǎύ ƻŦ ǘƘŜ ŜȄƛǎǘŜƴŎŜ ƻŦ ŀƴ ǳƴŘŜǊŎƭŀǎǎ ΨŘŜŦƛƴŜŘ 

by their anti-sociŀƭ ōŜƘŀǾƛƻǳǊǎΩ όTyler, 2013: 182-83). Tyler establishes how the 

narrative of the August 2011 riots legitimised extreme and malevolent judicial and 

economic punishments as an arm of neoliberal governmentality, positioning the 

underclass as a figurative polluting categorization (Tyler, 2013: 183). Within this 

process Tyler discusses the function of what she describes as penal pornography 

and humiliation regarding how media vigilantism whipped up hatred towards the 

rioters (193-94), in what Loic ²ŀŎǉǳŀƴǘ ƭŀōŜƭǎ ΨǘƘŜ ǘƘŜŀǘǊƛŎŀƭƛȊŀǘƛƻƴ ƻŦ ǇŜƴŀƭƛǘȅΩ 

(Wacquant, 2010: 206). As the discourse of the Hoodie developed, I assert the 

ƴŀǊǊŀǘƛǾŜ ŘǊŜǿ ǳǇƻƴ ¢ȅƭŜǊΩǎ ŎƻƴŎŜǇǘ ƻŦ ǇŜƴŀƭ ǇƻǊƴƻƎǊŀǇƘȅ ƛƴ ŜǎǘŀōƭƛǎƘƛƴƎ ǘƘŜ 

Hoodie as an abject figure. Tyler situates the function of penal pornography within 

eugenicist claims that underpin the discourse of the underclass (Tyler, 2013: 93). 
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This thesis will return to the relationship between the Hoodie and eugenics once it 

has established the penal humiliation of the Hoodie.  

Once the Hoodie had been established in the public imaginary, the abject figure 

was soon included in newspaper campaigns claiming the descent of Britain into a 

ƭŀǿƭŜǎǎ ƴŀǘƛƻƴΣ ƻǾŜǊǊǳƴ ǿƛǘƘ ŀ ŦŜǊŀƭ ǳƴŘŜǊŎƭŀǎǎΦ ! ƎŀƴƎ ƻŦ ΨƘƻƻŘƛŜ ǘƘǳƎǎΩ ǿŜǊŜ 

named and shamed in a campaign run by The MirrorΣ ΨwŜŎƭŀƛƳ hǳǊ {ǘǊŜŜǘΥ IƻƻŘƛŜ 

DŀƴƎ ƛǎ bŀƳŜŘΩ ό!ǊƳǎǘǊƻƴƎΣ нллрύΦ Lƴ ǿƘŀǘ ¢ȅƭŜǊ ŎƻƴŎŜƛǾŜǎ ŀǎ ǘƘŜ ΨǇƘȅǎƛƻƎƴƻƳƛŎŀƭ 

ŜȄǇǊŜǎǎƛƻƴΩ ƻŦ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ό¢ȅƭŜǊΣ нлмоΥ мфоύΣ ǇƘƻǘƻǎ ƻŦ ǘƘŜ ƎŀƴƎ ƳŜƳōŜǊǎ 

ŀǇǇŜŀǊŜŘ ƛƴ ŀ ǊƻƎǳŜǎΩ ƎŀƭƭŜǊȅ ƛƴ ǘƘŜ newspaper. The images invite readers to 

ŜȄŀƳƛƴŜ ǘƘŜ ƎŀƴƎΩǎ ŦŀŎŜǎ ŦƻǊ ǎƛƎƴǎ ŦƻǊ ǇƘȅǎƛŎŀƭ ǎƛƎƴǎ ƻŦ ŘŜƎŜƴŜǊŀŎȅΣ ǎƛƳƛƭŀǊ ǘƻ 

wƻōŜǊǘ aƛƎƘŀƭƭΩǎ ŀǎǎŜǎǎƳŜƴǘ ƻŦ ŎǊƛƳƛƴŀƭƛǘȅ ŀƴŘ ƳƻƴǎǘǊƻǎƛǘȅ ƛƴ ǘƘŜ ±ƛŎǘƻǊƛŀƴ ŜǊŀ 

(Mighall, 1999; I will return to Mighall later in the thesis when I discuss the Gothic 

!ōƧŜŎǘύΦ Lƴ YƴǳǘǎŦƻǊŘΣ !ǳƎǳǎǘ нллрΣ ŀ ΨƎǳƴ-ǘƻǘƛƴƎ ǘŜŜƴŀƎŜ ƘƻƻŘƛŜΩ όwǳǎǎŜƭƭΣ нллрΥ оύ 

brandished a gun in the street of the market town. The following day a CCTV image 

appeared in The Mirror, alongside an appeal for members of the public to identify 

ǘƘŜ ΨIƻƻŘƛŜ ƎǳƴƳŀƴΩ ό²ƘƛǘŜ ŀƴŘ YŜƭƭȅΣ нллрΥ ммύΦ ¢ƘŜ 5ǳƴŘŜŜ CƻǊǳƳ ŀƭǎƻ ΨƴŀƳŜŘ 

ŀƴŘ ǎƘŀƳŜŘΩ ƘƻƻƭƛƎŀƴǎ ŀƴŘ ŎǊƛƳƛƴŀƭǎ ǿƘƻ ŀǊŜ ǊŜǎƛŘŜƴǘǎ ƛƴ ŀƴ ƻƴƭƛƴŜ ŎƻƳƳǳƴƛǘȅ ŀƴŘ 

vigilante action (Smith, 2009). The mediating agencies of popular culture succeeded 

ƛƴ ƻǊŎƘŜǎǘǊŀǘƛƴƎ ǿƘŀǘ CƻǳŎŀǳƭǘ ŎƻƴŎŜƛǾŜŘ ŀǎ ǘƘŜ ΨǎǇŜŎǘŀŎƭŜ ƻŦ ǘƘŜ ǎŎŀŦŦƻƭŘΩ 

όCƻǳŎŀǳƭǘΣ нллуύ ŀƴŘ ²ŀŎǉǳŀƴǘ ŀǇǇǊƻŀŎƘŜǎ ŀǎ ΨǘƘŜ ǊŜŘƛǎǘǊƛōǳǘƛƻƴ ƻŦ άthe whole 

economy of punishmentέΩ ό²ŀŎǉǳŀƴǘΣ нлмлΥ нлсύΦ ¢ƘŜ ǇŜƴŀƭ ǇƻǊƴƻƎǊŀǇƘȅ ƻŦ ǘƘŜ 

Hoodie relocates policing and punishment from judicial institutions to popular 

cultural agencies. The Hoodie is animated in physiological form, perpetuating fear 
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of the figure whilst constructing a disgust consensus. The Hoodie as national abject 

is the ideological conductor that situates the underclass not as an effect of 

economic conditions, but rather a behavioural categorisation, supporting the 

knowledge of a feral anti-social underclass.  

Returning to the function of eugenics in discourses of the underclass, I now 

consider how the appearance and behaviour of the Hoodie is exploited by political 

and media mechanisms, asserting how a disgust consensus is created by drawing 

ǳǇƻƴ ƴƻǘƛƻƴǎ ƻŦ ŜǳƎŜƴƛŎǎΦ 5ǊŀǿƛƴƎ ǳǇƻƴ ¢ȅƭŜǊΩǎ ǳǎŜ ƻŦ ŘƛǎƎǳǎǘ ŀǎ ŀ ǎǇŀǘƛŀƭƛǎƛƴƎ 

emotion utilised in political narrative as a means of stigmatizing communities, I 

Ǉƻǎƛǘƛƻƴ ǘƘŜ IƻƻŘƛŜ ŀǎ ŀ ŦŜǘƛǎƘƛȊŜŘ ŦƛƎǳǊŜ ŎƻƴǾŜǊǘŜŘ ƛƴǘƻ ŀ ΨƳŀƎƴŜǘ ƻŦ ŦŀǎŎƛƴŀǘƛƻƴ 

ŀƴŘ ǊŜǇǳƭǎƛƻƴΩ όYǊƛǎǘŜǾŀΣ мффрΥ ммуύΣ ŀǎ ŀ ŦǳƴŎǘƛƻƴ ƻŦ ǎƻŎƛŀƭ ŀƴŘ ǇƻƭƛǘƛŎŀƭ 

ŎŀǘŜƎƻǊƛǎŀǘƛƻƴ ǇǊƻŎŜǎǎŜǎ ŀƴŘ ΨƻǘƘŜǊƛƴƎΩΦ 5ƛǎƎǳǎǘ ƛǎ ǇǊƻǾƻƪŜŘ ǘƻ ŀǊǘƛŎǳƭŀǘŜ ǘƘŜ 

IƻƻŘƛŜ ŀǎ ŀ ǊŜǾƻƭǘƛƴƎ ǎǳōƧŜŎǘΣ ǘƻ ǳǎŜ ¢ȅƭŜǊΩǎ ǘŜǊƳƛƴƻƭƻƎȅΦ  

Writing for The Mirror, journalist and commentator Tony Parsons offered typical, 

and typically venomous, journalistic accounts of the Hoodie: 

Is the hooded top the dumbest teenage fashion of all time? How can you 

possibly play the tough guy when you look like an extra from Lord Of The 

Rings? ... But the hoodie is to our age what the skinhead's No.1 crop or the 

Teddy boy's winkle-pickers were to previous generations ς a potent symbol 

of boorish, lawless youngsters Χ ¸Ŝǘ ƛǘ ƛǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ŘƛǎƳƛǎǎ ǘƘŜ ƘƻƻŘƛŜ ŀǎ ŀ 

mere passing teenage fad, like bondage trousers or platform boots. It is 

designed to intimidate. It is built to conceal identity Χ ²ƘŀǘŜǾŜǊ ƭŀōŜƭ you 

stick on it, we all know the feeling of seeing a bunch of kids, hooded or not, 

swearing too loudly, dropping their fast-food trash and carrying themselves 

with a mob-handed belligerence that dares you to say something Χ bƻƴŜ ƻŦ 
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these issues touches your life like a gang of kids kicking in your fence Χ L 

would be happy to never see another hooded top in my life. They are the 

fashion equivalent of dog mess on the pavement ς an entirely avoidable 

eyesore Χ ²Ƙŀǘ ƳŀǘǘŜǊǎ ƛǎ ǘƘŀǘ ŦŜŜƭƛƴƎ ȅƻǳ ƎŜǘ ƛƴ ȅƻǳǊ Ǝǳǘ when you see a 

pack of yobs getting out of hand and you have to decide in one slightly 

nauseating moment if you should keep your mouth shut or risk getting a 

knife in your belly or your head caved in.  

(Parsons, 2005a: 14) 

Ross Brooke is the weasel-faced yob caught aiming a ball-bearing gun at 

terrified shoppers in Knutsford, Cheshire. No matter where you live in the 

country, this vermin-featured lout and his stroppy kind will be familiar to 

you. You can call them hoodies if you must, but there's nothing remotely 

new about leering, belligerent morons who excuse every act of yobbery as 

Ψjust having a laughΩ and then whine that they have Ψnuffink to doΩ ς as if 

they would be turned into caring human beings with a few ping-pong tables 

and a rousing chorus of Ging-gang-gooly-gooly-watcha around a glowing 

campfire. Their dozy mothers (the dads are usually harder to find) are 

almost as bad as the worthless sprogs they raised.  

(Parsons, 2005b: 17) 

What a crying shame that the little thugs who stoned Ernie Norton to death 

did not find the other little gang of yobs they were looking for. What a 

tragedy they didn't all just wipe each other out. What a pity that half-witted 

hoodie yobs don't just butcher other half-witted hoodie yobs Χ First comes 

the casual and cretinous abuse, showering this man and his son in spit and 

jeering at Ernie: ΨGo back to your old people's home.Ω Χ Ernie Norton died 

on a tennis court in Kent in 21st century Britain, killed by children after he 

committed the unforgivably provocative act of telling them to behave.  

(Parsons, 2007: 19) 
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¢ƘŜ Ŏƻƴǘƛƴǳŀƭ ŀǇǇŜƭƭŀǘƛƻƴǎ ƻŦ ǘƘŜ IƻƻŘƛŜ ƛƴ ƭŀƴƎǳŀƎŜ ǎǳŎƘ ŀǎ ΨŎǊŜǘƛƴƻǳǎΩΣ ΨǾŜǊƳƛƴΩΣ 

ŀƴŘ ΨǿŜŀǎŜƭ-ŦŀŎŜŘΩ ƴƻǘ ƻƴƭȅ ǾƛǾƛŘƭȅ ǎƛǘǳŀǘŜǎ ǘƘŜ IƻƻŘƛŜ ǿƛǘƘƛƴ ŀŎŎƻǳƴǘǎ ƻŦ ŀƴ 

immoral and dangerous poor of Victorian and Edwardian eras, but also animates 

the Hoodie as a ǊŀŎƛŀƭƛǎŜŘ ŦƛƎǳǊŜ ŜǎǘŀōƭƛǎƘƛƴƎ ŀ ΨǎǳƭƭƛŜŘ ǳǊōŀƴ ǳƴŘŜǊŎƭŀǎǎΩ όbŀȅŀƪΣ 

2003: 82). The terminology further recalls Karl aŀǊȄΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ǘƘŜ 

lumpenproletariatΦ aŀǊȄ ŘŜŦƛƴŜǎ ǘƘŜ ƭǳƳǇŜƴ ŀǎ ΨǎƻŎƛŀƭ ǎŎǳƳΣ ǘƘŀǘ ǇŀǎǎƛǾŜƭȅ ǊƻǘǘƛƴƎ 

mass thrown off by the loǿŜǎǘ ƭŀȅŜǊǎ ƻŦ ǘƘŜ ƻƭŘ ǎƻŎƛŜǘȅΩ όaŀǊȄΣ 1848), further 

describing the class as ΨǎŎǳƳΣ ƻŦŦŀƭΣ ǊŜŦǳǎŜΩ όaŀǊȄΣ мурнύΦ !ǎ ¢ȅƭŜǊ ŀǊƎǳŜǎΣ ƛǘ ƛǎ aŀǊȄ 

who consolidates the criminal, the displaced and the disenfranchised into a 

ǎǘƛƎƳŀǘƛȊƛƴƎ ΨƻǾŜǊŦƭƻǿƛƴƎ ƘŜǘŜǊƻƎŜƴŜƛǘȅΩ ƻŦ ŀƴ ǳƴŘŜǊŎƭŀǎǎ ό¢ȅƭŜǊΣ нлмоΥ мурύΦ ¢ƘŜ 

language used by Parsons and by other journalistic accounts ς Ψ²Ŝ /ƻƴŦǊƻƴǘ ǘƘŜ 

tŀǊŜƴǘǎ ƻŦ tƭŀƴƪǘƻƴΩ όtŜǊǊƛŜΣ нллрύ ς positions the Hoodie and the underclass as 

human vermin, as degenerates, defectives, descriptioƴǎ ǘƘŀǘ ǊŜǾŜŀƭ ŀ ΨǎƻŎƛŀƭ ǊŀŎƛǎƳΩ 

(Burchill, 2011). Such articulations make explicit the racializing function of 

ǳƴŘŜǊŎƭŀǎǎ ŘƛǎŎƻǳǊǎŜǎΦ !ǎ ¢ȅƭŜǊ ŀǊƎǳŜǎΣ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ƛǎ ΨƛƳŀƎƛƴŜŘ ŀǎ ŀ ǊŀŎŜ ŀƴŘ ƴƻǘ 

ŀ ŎƭŀǎǎΩ ό¢ȅƭŜǊΣ нлмоΥ мууύΣ ŀƭƭƻǿƛƴƎ ǘƘŜ ŀǎǎƻŎƛŀǘŜŘ ŎƻƴŘƛtions of poverty and 

disadvantage to be decoupled from political or economic issues and positioned as a 

ΨƘŜǊŜŘƛǘŀǊȅ ŎƻƴŘƛǘƛƻƴΣ ŀ ŘƛǎŜŀǎŜΩ όмууύΦ ²Ŝ Ŏŀƴ ǎŜŜ ǘƘƛǎ ƛƴ Ƙƻǿ tŀǊǎƻƴǎ ǘŀƭƪǎ ƻŦ 

IƻƻŘƛŜǎ ŀǎ ΨǿƻǊǘƘƭŜǎǎ ǎǇǊƻƎǎΩ ƻŦ ΨŘƻȊȅ ƳƻǘƘŜǊǎΩ όtŀǊǎƻƴǎΣ нллрōΥ мтύΦ ¢he discourse 

ƻŦ ǘƘŜ ŘȅǎŦǳƴŎǘƛƻƴŀƭ ōŜƘŀǾƛƻǳǊ ƻŦ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ŀǎ ǎƻƳŜǘƘƛƴƎ ΨǘǊŀƴǎƳƛǘǘŜŘ Řƻǿƴ 

through the generations at the very ōƻǘǘƻƳ ƻŦ ǘƘŜ ǎƻŎƛŀƭ ƘŜŀǇΩ όtƘƛƭƭƛǇǎΣ нлммύ 

reached its revolting peak with the August нлмм ǊƛƻǘǎΦ hƴŜ ōƭƻƎƎŜǊ ŎƻƳƳŜƴǘŜŘ Ψ¢ƘŜ 

uƴŘŜǊŎƭŀǎǎ ƛǎ ƴƻǘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ȅƻǳ Ŏŀƴ ŦƛȄΦ Lǘ ƴŜŜŘǎ ǘƻ ōǊŜŘ ƻǳǘΩ όΨ.ƻōΩ ŎƛǘŜŘ ƛƴ 

Tyler, 2013: 189). Imagining the Hoodie and the underclass it represents in racial 
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terms allows the figure and the wider underclass community to be perceived along 

the binary terms of citizenship ς deserving/undeserving (Tyler, 2013). Racialising 

and inscribing the Hoodie as human vermin thus positions the figure as 

underserving, a failed citizen, and therefore abjects it to the periphery of the body 

ǇƻƭƛǘƛŎΦ ¦ǎƛƴƎ ¢ȅƭŜǊΩǎ ƭƻgic, the Hoodie is included through its exclusion.  

1.7.3: Territorial stigmatization 

¢ȅƭŜǊΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ǘŜǊǊƛǘƻǊƛŀƭ ǎǘƛƎƳŀǘƛȊŀǘƛƻƴ ŜǎǘŀōƭƛǎƘŜǎ ŀ ǊŜƭŀǘƛƻƴǎƘƛǇ 

ōŜǘǿŜŜƴ .ǊƛǘŀƛƴΩǎ ǇƻƻǊΣ ŀǎ ŎƻƴŦƛƎǳǊŜŘ ƛƴ ǘƘŜ /ƘŀǾΣ ŀƴŘ ǘƘŜ ǳǊōŀƴ ŀǊŜŀǎ ǘƘŜ ŦƛƎǳǊŜ 

residŜǎ ƛƴΥ ǘƘŜ ŎƻǳƴŎƛƭ ŜǎǘŀǘŜΦ 5ǊŀǿƛƴƎ ǳǇƻƴ ŀ ŘƛǎƎǳǎǘ ŎƻƴǎŜƴǎǳǎΣ ¢ȅƭŜǊΩǎ ǊŜŀŘƛƴƎ ƻŦ 

stigmatization functions as a figurative spacialising that animates council estates as 

dystopian spaces (Tyler, 2013: 162ς63). As she asserts, the council estate is 

ΨƳŜǘƻƴȅƳƛŎ ǎƘƻǊǘƘŀƴŘΩ ŦƻǊ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎΣ ǿƛǘƘ ŀǎǎƻŎƛŀǘƛǾŜ ŘŜƳƻƴƛǎƛƴƎ ŘƛǎŎƻǳǊǎŜǎ 

reconfigure poverty and disadvantage as a matter of choice. The bodies that reside 

ǿƛǘƘƛƴ ǘƘŜǎŜ ŘȅǎǘƻǇƛŀƴ ōƻǊŘŜǊǎ ŀǊŜ ƛƴǎŎǊƛōŜŘ ǿƛǘƘ ǘƘŜ ΨǊŜǾƻƭǘƛƴƎ ŘƛǎŎƻǳǊǎŜΩ όмснύΦ 

The territorial stigmatization of the Hoodie proceeds in a similar manner, except 

the discourse is widened to present council estates as a more menacing threat. In 

the Hoodie Horror, the dystopian discourse of the council estate is cinematically 

animated most violently in Harry Brown, as explored in section three Manors.   

Lƴ ǘƘŜ ǿŜŜƪ ƻŦ wƘȅǎ WƻƴŜǎΩ ƪƛƭƭƛƴƎ ƛƴ нллтΣ The Sunday Mirror visited notorious 

estates in seven cities where teenagers had been murdered to investigate crime as 

ǇŀǊǘ ƻŦ ǘƘŜ ǇŀǇŜǊΩǎ Ψ[ŀǿƭŜǎǎ .ǊƛǘŀƛƴΩ ǎŜǊƛŜǎΦ /ƻƴŦǊƻƴǘŜŘ ǿƛǘƘ ƎŀƴƎǎ ƻŦ ΨǎƴŜŜǊƛƴƎ 

hoodie-ŎƭŀŘ ȅƻǳǘƘώǎϐΩΣ ǘƘŜ ǇŀǇŜǊΩǎ ǊŜǇƻǊǘŜǊΣ aƛŎƘŀŜƭ 5ǳŦŦȅΣ ǿŀǎ ǊŜǇŜŀǘŜŘƭȅ 

ǇƘȅǎƛŎŀƭƭȅ ƛƴǘƛƳƛŘŀǘŜŘ ōȅ ǘƘŜ ǘŜŜƴŀƎŜǊǎ ŀƴŘ ǿŀǊƴŜŘΣ Ψ5ƻ ȅƻǳ ƪƴƻǿ ǿƘƻ ǿŜ ŀǊŜΚ ²Ŝ 
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know how to deal with people like you ς we run this estate. No one's going to save 

ȅƻǳ ƘŜǊŜΦ ¢ƘŜ ǇƻƭƛŎŜ ǿƻƴϥǘ ŎƻƳŜ ǊƻǳƴŘ ƘŜǊŜΣ ƳŀǘŜΦ ¸ƻǳϥƭƭ ŜƴŘ ǳǇ ŘŜŀŘΦΩ ό5ǳŦŦȅΣ 

2007: 16). In portraying social housing estates as anti-social spaces, the account 

was indicative of how such estates were perceived in the public imaginary as 

terrorized urban geographies existing outside of societal norms and beyond the 

judicious arm of the nation-state.  Residents spoke of how estates were run by 

drug-dealers, how they (the residents) lived in an everyday violent reality of gang 

and adolescent intimidation, and how police were invisible, too nervous to patrol 

the troubled spaces (16).  

Feral gangs of Hoodies were also blamed for the deaths of Fiona Pilkington and her 

daughter, Francesca. According to journalists, mother and daughter had suffered 

years of relentless abuse from a local gang before Fiona killed her daughter and 

ƘŜǊǎŜƭŦ ōȅ ǎŜǘǘƛƴƎ ǘƘŜƛǊ ŎŀǊ ŀƭƛƎƘǘ ƛƴ ŀ ΨŦƛǊŜōŀƭƭ ǎǳƛŎƛŘŜΩ όN. Parker, 2009: 12). The 

ƎŀƴƎ ǿŜǊŜ ŘŜǎŎǊƛōŜŘ ŀǎ ΨƘƻƻŘƛŜ ǘƘǳƎǎΩ ŀƴŘ ƛǘǎ ƭŜŀŘŜǊ ŀ ΨǎǘǊŜŜǘ-ǊŀǘΩ όмоύΦ CǳǊǘƘŜǊ 

repƻǊǘǎ ŦǊŀƳŜŘ ǘƘŜ ƎŀƴƎ ŀǎ ǇŀǊǘ ƻŦ ΨCŜǊŀƭ .Ǌƛǘŀƛƴ ¦ƴƳŀǎƪŜŘΩ όA. Parker, 2009: 1) and 

presented the police as ineffective in its strategies to tackle the teenage threat, 

with the gang continuing in their anti-social behaviour beyond the police 

investigation and inquest (1-4). As with the chav, the stigmatization of council 

estates continued with the discourse of the Hoodie. Looking at the language 

employed to describe the teenage gang in the Pilkington case, we can contextualise 

the Hoodie and council estates wƛǘƘƛƴ ¢ȅƭŜǊΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ǘƘŜ ōƻŘƛŜǎ ƻŦ ǘƘƻǎŜ ǿƘƻ 

reside within the abject zone are inscribed with a revolting class discourse (Tyler, 

нлмоΥ мснύΦ ²ƘƛƭŜ ŜǎǘŀǘŜǎ ǿŜǊŜ ŀƭǊŜŀŘȅ ǇƻǎƛǘƛƻƴŜŘ ƛƴ ǘƘŜ ǇǳōƭƛŎ ŀǊŜƴŀ ŀǎ ΨōŀǊǊŀŎƪǎ 
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ŦƻǊ ǘƘŜ ǇƻƻǊΩ όWƻƴŜǎΣ нлм2: 81), the associative discourse of the Hoodie aligned 

social housing estates further with terrorizing images of stigmatized geographies of 

inner-city crime and depravity. Inequality was reconfigured into a psycho-cultural 

ǇǊƻōƭŜƳ ŀƴŘ ŜǎǘŀǘŜǎ ŎƻƴǎǘƛǘǳǘŜŘ ΨǘƘŜ ƳƻǊŀƭ boundaries of the nation-ǎǘŀǘŜΩ ό¢ȅƭŜǊΣ 

нлмоΥ мслύΦ ¢Ƙǳǎ ǇƻǎƛǘŜŘ ŀǎ ŀ ΨǇǊƻōƭŜƳΩΣ IƻƻŘƛŜǎ ŀƴŘ ŎƻǳƴŎƛƭ ŜǎǘŀǘŜǎ ōƻǘƘ ǊŜǉǳƛǊŜŘ 

policing by political parties.  

1.7.4: From failed citizen to hug-a-hoodie and Broken Britain 

Abject populations present an opportunity for forms of neoliberal governmentality 

and are habitually exploited in political strategies to rouse public consent for penal 

reform. Thus abject populations are configured into political capital (Tyler, 2013: 

142). As mentioned earlier, New Labour capitalised on the Hoodie by incorporating 

ǘƘŜ ŦƛƎǳǊŜ ƛƴǘƻ ƛǘǎ wŜǎǇŜŎǘ ǇǊƻƎǊŀƳƳŜΦ bŜǿ [ŀōƻǳǊΩǎ ǊŜŘŜǎƛƎƴ ƻŦ ŎƛǘƛȊŜƴǎƘƛǇ ƛƴǘƻ 

the binary categorisation of work/worklessness and inclusion/exclusion (Tyler, 

2013: 161), legitimised the positioning of the Hoodie as a failed citizen, an abject 

figure. The Respect programme contained some of the most penalising proposals, 

ΨƛƴŎƭǳŘƛƴƎ ōŜƴŜŦƛǘ Ŏǳǘǎ ŦƻǊ ŜǊǊŀƴǘ ŦŀƳƛƭƛŜǎΣ ǘƘŜ ǊŜƳƻǾŀƭ ƻŦ ǇŜǊǎƛǎǘŜƴǘ ȅƻǳƴƎ 

offenders from their families Χ ŀƴŘ ǘƘŜ ŎƻƳƳƛǘǘŀƭ ƻŦ ǇŀǊŜƴǘǎ ǘo residential homes 

ŦƻǊ ΨǊŜ-ǘǊŀƛƴƛƴƎΩ όDƛƭƭŜǎΣ нллрΥ уплύΦ Lƴ ǘƘŜ ȅŜŀǊǎΣ мффт ς 2008, New Labour 

implemented 3,605 new criminal offences including Anti-Social Behaviour Orders, 

Parental Orders and Individual Behaviour Orders (Tyler, 2013: 161). The Hoodie, 

then, was exploited by New Labour as an ideological conductor in order to target 

ǘƘŜ ǳǊōŀƴ ǇƻƻǊΦ Lƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŜ IƻƻŘƛŜΩǎ Ǉƻǎƛǘƛƻƴ ƛƴ ǘƘƛǎ ŘƛǎŎƛǇƭƛƴŀǊȅ ǇƻƭƛǘƛŎǎΣ 

we can position the Hoodie within the wider discourses of the underclass that 
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establisheŘ ǘƘŜ Ŏƭŀǎǎ ŀǎ ǳƴǿƛƭƭƛƴƎ ǘƻ ΨƳŀƪŜ ǘƘŜ ǊƛƎƘǘ ŎƘƻƛŎŜǎΩ ŀƴŘ ΨƛƴǘŜǊƎŜƴŜǊŀǘƛƻƴŀƭ 

ŎǳƭǘǳǊŜǎ ƻŦ ǿƻǊƪƭŜǎǎƴŜǎǎΩ ό¢ȅƭŜǊΣ нлмоΥ мсмύΦ ¢ƘŜ IƻƻŘƛŜ ǊŜǉǳƛǊŜǎ ŎƻƴǘŜȄǘǳŀƭƛǎƛƴƎ 

within the discourses of meritocracy that reconfigured poverty and disadvantage as 

both a choice and deserved.  

David Cameron, leader of the opposition in 2006, seized upon the figure of the 

Hoodie in a speech to The Centre of Social Justice. Cameron, in a drive to reposition 

the Conservative party as the party of social justice and to provide a meaningful 

opposition to the New Labour government, set out a vision of social justice in his 

ƛƴŦŀƳƻǳǎ ΨƘǳƎ-a-ƘƻƻŘƛŜΩ ǎǇŜŜŎƘΦ LƭƭǳƳƛƴŀǘƛƴƎ ǘƘŜ ƘƻƻŘƛŜ ŀǎ ŀ ΨǊŜǎǇƻƴǎŜ ǘƻ ŀ 

ǇǊƻōƭŜƳΣ ƴƻǘ ŀ ǇǊƻōƭŜƳ ƛƴ ƛǘǎŜƭŦΩΣ /ŀƳŜǊƻƴ ƻǇŀǉǳŜƭȅ ǇƻǎƛǘƛƻƴŜŘ ȅƻǳǘƘ ŎǊƛƳŜ ŀǎ 

ǊŜǎǳƭǘ ƻŦ ΨŦŀƳƛƭȅ ōǊŜŀƪŘƻǿƴΣ ŘǊǳƎǎΣ ŎƘƛƭŘǊŜƴ ƛƴ ŎŀǊŜΣ ŜŘǳŎŀǘƛƻƴŀƭ ǳƴŘŜǊŀŎƘƛŜǾŜƳŜƴǘΩ 

(Cameron, 2006). In a thinly veiled speech of neoliberal communitarianism, 

/ŀƳŜǊƻƴ ŀǇǇǊƻǇǊƛŀǘŜŘ bŜǿ [ŀōƻǳǊΩǎ Ǿƛǎƛƻƴ ƛƴ ŘŜŎƻǳǇƭƛƴƎ ŜŎƻƴƻƳƛŎ ŀƴŘ 

governmental policy from poverty and disadvantage. In his speech, designed to win 

over voters from New Labour, the Hoodie as national abject is thus exploited for 

political advantage. To recall a point this thesis has made previously, the discourse 

of the Hoodie merged with a broader rhetoric of the underclass and became 

subsumed into the concept of Broken Britain. In a speech that launched his 

ŎŀƳǇŀƛƎƴ ǘƻ ŦƛȄ Ψ.ǊƻƪŜƴ .ǊƛǘŀƛƴΩΣ ŎŀƭƭƛƴƎ ŦƻǊ ŀ ΨƴŜǿ ƳƻǊŀƭƛǘȅΩΣ 5ŀǾƛŘ /ŀƳŜǊƻƴ 

maintained the neoliberal ideology in equating inequality with intergenerational 

ƛǊǊŜǎǇƻƴǎƛōƛƭƛǘȅΣ ōȅ ǎǘŀǘƛƴƎΣ ΨǎƻŎƛŀƭ ǇǊƻōƭŜƳǎ ŀǊŜ ƻŦǘŜƴ ǘƘŜ ŎƻƴǎŜǉǳŜƴŎŜǎ ƻŦ ǘƘŜ 

choices that people make Χ ŀƴŘ ǘƘŜ ŎƘƻƛŎŜǎ ȅƻǳǊ ǇŀǊŜƴǘǎ ƳŀƪŜΩ ό/ŀƳŜǊƻƴΣ нллуύΦ 
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In the landscape of a lawless, burgeoning underclass, the Hoodie was appropriated 

into the rhetoric of Broken Britain.  

1.7.5: Hoodie and the culturalization of politics 

In my final argument in establishing the Hoodie as national abject, I return to Boris 

.ǳŘŜƴΩǎ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ŎǳƭǘǳǊŀƭƛȊŀǘƛƻƴ ƻŦ ǇƻƭƛǘƛŎǎΦ !ǎ L ƭŀƛŘ ƻǳǘ ƛƴ ǘƘŜ ōŜƎƛƴƴƛƴƎ ƻŦ 

this thesis, Buden argues that when media channels make visible marginalised 

communities in such formats as reality television, the representations not only 

create a profit for the companies but, more critically for this thesis, depoliticise 

class struggles and further the stigmatization of such communities (Buden, 2007). 

While I will begin with the representation of Hoodies and council estates in 

documentary, I will expand this culturalization to embrace how Hoodies have been 

assimilated into other popular cultural forms (other than the Hoodie Horror cycle) 

in order to symbolise a classed deviancy. 

The ITV documentary The Duchess on the Estate (2009) followed Sarah Ferguson, 

the Duchess of York, as she spent ten days with residents of the Wynthenshawe 

estate in Manchester, the location for the Channel Four series, Shameless (2004 ς 

2013), in ŀƴ ŀǘǘŜƳǇǘ ǘƻ ΨǘǊŀƴǎŦƻǊƳ ƛǘ ƛƴǘƻ ŀ ǘƘǊƛǾƛƴƎ ŎƻƳƳǳƴƛǘȅΩ ό9ƴƎƭƛǎƘΣ нллф: 8). 

Sarah CŜǊƎǳǎƻƴ ǊŜŎǊǳƛǘŜŘ ŀ ΨƳǳƳΩǎ ŀǊƳȅΩ ŀƴŘ ƘŜƭǇŜŘ ǊŀƛǎŜŘ ϻплΣллл ǘƻ ōǳƛƭŘ ŀ 

community centre (Robertson, 2009). In interviews Sarah Ferguson recounted how 

ǎƘŜ ǿŜƴǘ ΨƘƻƻŘƛŜ-ƘǳƴǘƛƴƎΩ ŀǘ ƴƛƎƘǘ ƻƴ ǘƘŜ ŜǎǘŀǘŜ όwƻōŜǊǘǎΣ нллфΥ нрύΦ IƻǿŜǾŜǊΣ 

residents voiced anger over how the documentary portrayed, and ultimately 

misrepresented, the estate as a crime-ridden and ŘŜǇǊƛǾŜŘ ΨƎǳƴ ƻǊ ƪƴƛŦŜ-wielding 
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ŀǊŜŀΩΣ ǿƛǘƘ ΨƎŀƴƎǎ ƻŦ ǇŜƻǇƭŜ ǘƻǊŎƘƛƴƎ ŎŀǊǎ ƻǊ ƛƴǘƛƳƛŘŀǘƛƴƎ ǇŜƻǇƭŜ ƛƴ ǘƘŜƛǊ ƘƻƳŜǎΩ 

(25).  

bƛŎƪ /ƻǳƭŘǊȅΩǎ ƛŘŜŀǎ ƻƴ ǊŜŀƭƛǘȅ ǘŜƭŜǾƛǎƛƻƴ ŀǎ ǘƘŜ ΨǎŜŎǊŜǘ ǘƘŜŀǘǊŜ ƻŦ ƴŜƻƭƛōŜǊŀƭƛǎƳΩ 

ǿƘŜǊŜ ǘƘŜ ǳƴŀŎŎŜǇǘŀōƭŜ ΨǘǊǳǘƘǎ ƻŦ ƴŜƻƭƛōŜǊŀƭƛǎƳΩ ŀǊe reconfigured into an 

ŀŎŎŜǇǘŀōƭŜ ǾŜǊǎƛƻƴ Ψŀǎ ǇƭŀȅΩ ό/ƻǳƭŘǊȅΣ нллуΥ оύΣ Ƙŀǎ ǊŜǎƻƴŀƴŎŜ ƘŜǊŜΦ tǊƻƎǊŀƳƳŜǎ 

such as The Duchess of the Estate rely upon representing council estates and the 

underclass as communities that require reforming, and thus reaffirm the currency 

of discourses of deviancy, poverty and marginalisation as normative condition of 

the communities. In essence, such television programmes play a role in the 

continued legitimatization of discrimination and prejudice against the underclass, 

by exploiting the contemporary revolting discourses of the Hoodie and associative 

rhetoric of council estates. Further representations of the Hoodie in other popular 

cultural mediums also perpetuate the groundswell of explicit stigmatization.  

In 2005, artists Gilbert & George unveiled Hooded, depicting themselves alongside 

two hooded young men in a painting aimed in capturing the carnivalesque flavour 

of their London surroundings (Fig 3). The comic book series 2000AD published 

Ψ/ǊŀŘƭŜƎǊŀǾŜΩ ƛƴ нлммΦ !ƎŀƛƴΣ ǘƘŜ ŎƻƳƛŎ ōƻƻƪ ŘǊŜǿ ǳǇƻƴ ǘƘŜ ƛƳŀƎŜ ƻŦ ǘƘŜ IƻƻŘƛŜΣ 

and of council estates (Fig 4ύ ŀǎ ŘȅǎǘƻǇƛŀƴ ǎǇŀŎŜǎΣ ƛƴ ŀ ǎǘƻǊȅ ƻŦ ǘƘŜ ΨƳƻǎǘ 

contemporary kind of supernatural horror where, instead of being invaded by the 

monstrousΣ ǘƘŜ ŜǾŜǊȅŘŀȅ ŜƴǾƛǊƻƴƳŜƴǘ ƛǎ ƛǘǎ ǎƻǳǊŎŜΩ (Campbell, ΨLƴǘǊƻŘǳŎǘƛƻƴΩΣ 

2011). Arguably the most prominent co-option of the Hoodie comes in the 

contemporaneous film Hot Fuzz (Edgar Wright, 2007). Not only are Hoodies 

explicitly referenced as a blight to the small town of Sandford (Fig 5), but when 
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Nicholas Angel (Simon Pegg) seeks the help of local school children in ridding the 

town of the oppressive Neighbourhood Watch Association, the children 

immediately put up their hoods, an action that overtly references the abject Hoodie 

known in the public imaginary. The figure of the Hoodie, then, is congealed within 

both political and popular culture as a stereotype, a national abject, and becomes 

ǇŀǊǘ ƻŦ ǘƘŜ ǾƻŎŀōǳƭŀǊȅ ƛƴ ǿƘƛŎƘ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ƛǎ ƛƭƭǳƳƛƴŀǘŜŘ ŀƴŘ ΨƪƴƻǿƴΩ ǿƛǘƘƛƴ ǘƘŜ 

social sphere. In the following chapters I will explore how the films in the Hoodie 

Horror further the revolting discourse of the Hoodie and the underclass in 

cinematic renderings that not only depoliticize class struggles but enable identity 

ŦƻǊƳŀǘƛƻƴ ǘƘǊƻǳƎƘ /ƻƘŜƴΩǎ ΨŘƛǎƛŘŜƴǘƛŦƛŎŀǘƛƻƴΩ ό/ƻƘŜƴΣ нллрΥ ȄύΦ Lƴ ŜǎǘŀōƭƛǎƘƛƴƎ ǘƘŜ 

cycle as a cinema of alterity, this thesis positions the films within the current 

ǊƘŜǘƻǊƛŎ ƻŦ Ŏƭŀǎǎ ǘƘŀǘ ŦŀŎƛƭƛǘŀǘŜǎ ŀ ΨǘƘŀǘ-is-not-ƳŜΩ ŦƻǊƳŀǘƛƻƴ ƻŦ ǘƘŜ ǎŜƭŦΦ  

I will now briefly summarise the structure of this thesis. As previously outlined, the 

thesis is initially divided into three sections, men, manors and monsters, a structure 

that provides the overriding arc to the research and identifies the significant 

iconography of the cycle. The first section men, consists of three chapters and its 

own introduction. As is evident from the section title, chapters in this first part 

focus on representation of masculinities through close textual analysis across the 

cycle, with specific attention paid to the main protagonists, and how these 

adolescent males are constructed within the discourse of the Hoodie and discursive 

constructions of a classed masculinity. Initial contextualisation explores further how 

the monstrous realism of the cycle fabricates narratives of abjection, whilst the 

hoodie as attire is explored as the function of costume.  
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The second section, manors, concentrates on the representation of council estates 

and the wider project of social housing in the films. Again, employing textual 

analysis of the films and asserting the foundation to the representations is the 

abject discourse of territorial stigmatization, the section surveys the differing filmic 

strategies utilised in visualising and fabricating the space of social housing in the 

ŎȅŎƭŜΦ ¢ƘŜ ŎƘŀǇǘŜǊ ΨƳƻƴǎǘǊƻǳǎ ƎŜƻƎǊŀǇƘƛŜǎΩ ŦƻŎǳǎŜǎ ƻƴ ǘƘŜ ƳƻǊŜ ǊŜŀƭƛǎǘ ŦƻǊƳǎ ƛƴ ǘƘŜ 

cycle and how the estates and their wider spaces are inscribed with an underclass 

hierarchal patriarchy. The chapter on haunting housing estates explores how in the 

three films, The Disappeared, Heartless and Citadel, housing estates are gothicised 

in line with haunted house narratives, explicitly fusing the gothic with social 

realism. The ensuing gothic realism reconfigures the private realm of haunting to a 

socio-cultural political arena, positioning social housing as a failed project. The 

section concludes with two chapters focusing on specific films, Harry Brown and 

Eden Lake. The chapter on Harry Brown discusses the council estate as a 

contemporary battleground for citizenship in neoliberal Britain, with particular 

attention granted to how authenticity is constructed by disrupting the ontology of 

the film. Finally, the chapter on Eden Lake asserts how the film in transferring the 

very urban discourse of a threatening underclass to a rural setting, fuses the 

American taxonomy of the rural horror film with the British countryside.  

Lƴ ǘƘŜ Ŧƛƴŀƭ ǎŜŎǘƛƻƴ ƛƴ ǘƘŜ ǘƘŜǎƛǎΣ ƳƻƴǎǘŜǊǎΣ ǘƘŜǊŜ ŀǊŜ ǘǿƻ ŎƘŀǇǘŜǊǎΣ ΨǘƘŜ ƳƻƴǎǘǊƻǳǎ 

ŀōƧŜŎǘΩ ŀƴŘ ΨǘƘŜ ƎƻǘƘƛŎ ŀōƧŜŎǘΩΦ ¢ƘŜ Ƴƻƴǎǘrous abject widens what is deemed 

ΨƳƻƴǎǘǊƻǳǎΩ ǿƛǘƘ ŀ ŦƻŎǳǎ ƻƴ Harry Brown, Piggy, Cherry Tree Lane and Eden Lake. 

¢ƘŜ ŀƛƳ ƘŜǊŜ ƛǎ ǘƻ Ǉƻǎƛǘƛƻƴ ǘƘŜ ŦƛƭƳǎΩ ƳƻƴǎǘŜǊǎ ǿƛǘƘƛƴ ŀ ŘƛǎŎƻǳǊǎŜ ƻŦ ŀōƧŜŎǘƛƻƴ ŀƴŘ 
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disgust, placing the films within a legacy of representations of a damaged and 

violent underclass masculinity onscreen. The final chapter, the gothic abject, asserts 

the monsters of Heartless, Citadel and F are sites of tension between social realism 

and the gothic as well as bodies of discourse that fuse mimesis with fantasy and 

adhere to a traditional gothic narrative structure of concealment and revelation.  
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1.8: Images for section one 

 

Figure 1: Popular greetings card 

 

 

Figure 2: Time, April 7, 2008. 
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Figure 3 

 

  

Figure 4  
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Figure 5  
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Section Two:  

Men  
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2.1: Introduction  

It is a reminder that people fight themselves or each other, rather than the 

ǎȅǎǘŜƳΣ ǎƛƳǇƭȅ ōŜŎŀǳǎŜ ƛǘΩǎ ŜŀǎƛŜǊ ŀƴŘ ǘƘŜǊŜΩǎ ŀƴ ƻōǾƛƻǳǎ ǿŀȅ ǘƻ Řƻ ƛǘΦ  

(Hanley, 2007: 9) 

Whoever the lady was, she can be upset, because it wasn't made for her.  

(Noel Clarke in an interview with Haldarl, 2016) 

In his 2006 article on European cinema, Thomas Elseasser identifies what he terms 

ŀ ΨŎƛƴŜƳŀ ƻŦ ŀōƧŜŎǘƛƻƴΩ ǘƘŀǘ ƳŀǘŜǊƛŀƭƛǎŜŘ ƛƴ ǘƘŜ мффлǎ ŀŎǊƻǎǎ 9ǳǊƻǇŜŀƴ ǎŎǊŜŜƴǎΦ 

Elseasser contextualises these narratives of abjection as stories that deny their 

protagonists all vestiges of selfhood with an increasing intensity, depicting subjects 

ǿƘƻ ŀǊŜ Ψƛƴ ŎƛǊŎǳƭŀǘƛƻƴ ōǳǘ άƻǳǘ ƻŦ ǎŜǊǾƛŎŜέΩ ό9ƭǎŜŀǎǎŜǊΣ нллсΥ срсύΦ CƻǊ 9ƭǎŜŀǎǎŜǊΣ 

while these films explore questions of the human condition, they also expose 

societies where the social contract between the state and subject is broken. 

Essentially, the films depict individuals living on the borders of society who are then 

subjected to further desolation by the narrative trajectory, raising questions of 

selfhood, citizenship and nationhood (Elseasser, 2006: 652). I have chosen to begin 

this section with ElseasserΣ ŀǎ Ƙƛǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ǘƘƛǎ ΨŎƛƴŜƳŀ ƻŦ ŀōƧŜŎǘƛƻƴΩ 

provides a contextualisation to a wider history of British cinema in which the 

Hoodie Horror can be situated, but also more importantly, suggests a foundation 

ŦǊƻƳ ǿƘƛŎƘ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊΩǎ ƻǿƴ ƴŀǊǊŀǘƛǾŜǎ ƻŦ ŀōƧŜŎǘƛƻƴ ǿƘƛŎƘΣ ǿƘƛƭŜ 

sharing similarities with ElseasserΩǎ definition, display distinct properties. As I 

addressed in the introduction, the progression of British social realism has traced 

the move from the working-class to the underclass with increasingly extreme and 
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desperate associative narratives and aesthetics. Horror cinema may be considered 

the onscreen animation of twentieth century anxieties (Wells, 2000: 3), but the 

British social realist film is also a cinema of anxiety, although one specifically 

addressing class.  

The confluence of both cinematic traditions in the Hoodie Horror furthers this 

cinema of anxiety, crafting a cycle as a collection of films concerned with fears over 

citizenship in twenty-first century Britain. These fears, though, are not of a 

psychoanalytical process associated with horror texts of repression, return and 

resurfacing, but rather a social and cultural model of defining citizenship in a 

neoliberal Britain. The Hoodie as national abject is a mechanism in a paradigm of 

normalization and subjugation of citizen-crafting. The Hoodie, as publicly imagined 

social abject and failed citizen, delineates the figurative contemporary and national 

border. And it is the cinematic male underclass body that embodies the abject state 

and these anxieties.  

As addressed in the introduction, this cycle, I argue, is founded on the 

representation of the abject through the figure of the Hoodie. There is a temporal 

and symbolic reliance on the extra-filmic abject discourse of the Hoodie, in that the 

cycle is time-based and co-ordinates with contemporaneous cultural and political 

imagery and rhetoric that formulates a British underclass in Britain of the 2000s. 

The abject condition originates from political and media strategies, part of the 

wider neoliberal project reliant on the national abject for governance and for public 

consensus to implement punitive penal measures allowing governmental 

withdrawal from state provision (Tyler, 2013). Whilst Elseasser loosely couples his 
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European cinema with a political context, his identification of the filmic abject is 

focused on individual films, products of directors considered auteurs, or films 

categorised as art-house. The Hoodie Horror differs, as the cycle is not only 

dependent on explicit politicised references, but also consists of an eclectic mix of 

genre and cultural film-making. The protagonists, space and place of the films are 

pre-coded as abject via the Hoodie, and while some films, with The Selfish Giant 

ōŜƛƴƎ ƻƴŜ ŜȄŀƳǇƭŜΣ ŎƻǊǊŜǎǇƻƴŘ ǘƻ 9ƭǎŜŀǎǎŜǊΩǎ ŎƘƻƛŎŜ ƻŦ ŀǊǘ-house films, many 

Hoodie Horrors follow genre-ŘǊƛǾŜƴ ƴŀǊǊŀǘƛǾŜǎΦ ²Ƙŀǘ ƛǎ ŀǇǇŜŀƭƛƴƎ ŀōƻǳǘ 9ƭǎŜŀǎǎŜǊΩǎ 

ŀǇǇǊƻŀŎƘ ƛǎ Ƙƛǎ ƛŘŜŀ ƻŦ ǘƘŜ ΨǎǇŀŎŜǎΩ left where a social contract would normally 

reside, spaces that give rise to considerations of a national and social belonging. It is 

within these spaces that the Hoodie Horror narratives dwell. There is a tangible 

absence in the films of state and social contract, ranging from the asociality of 

protagonists (Heartless, Citadel and The Disappeared), to a scarcity of working-lives 

(The Selfish Giant), or lack of governmental institutional presence (Harry Brown, the 

Hood trilogy). In this absence of a social contract there resides a sense of 

abandonment of individual and place by the state, of living on the margins of 

ǎƻŎƛŜǘȅΣ ƻŦ ōŜƛƴƎ Ψƻǳǘ ƻŦ ǎŜǊǾƛŎŜΩΣ ǘƻ ǊŜǘǳǊƴ ǘƻ 9ƭǎŜŀǎǎŜǊ όElseasser, 2006: 656), or, to 

ŘǊŀǿ ǳǇƻƴ ƘƻǊǊƻǊ ǘŜǊƳƛƴƻƭƻƎȅΣ ǘƘŜǊŜ ƛǎ ǘƘŜ ΨƻǘƘŜǊƛƴƎΩ of individuals and 

communities. Indeed, the Hoodie Horror is the cinematic juncture where the abject 

of the social realist text and the abject of the horror film convenes. It is what 

ǇŜǊǾŀŘŜǎ ƛƴ ǘƘƛǎ ŀōǎŜƴŎŜ ŀƴŘ Ƙƻǿ ǘƘŜ ŀōƧŜŎǘ ŦƛƎǳǊŜǎ ƴŀǾƛƎŀǘŜ ǎƻŎƛŜǘȅΩǎ ōorders that, 

this thesis argues, forms the basis for the narratives of the Hoodie Horror. While 

the cycle utilises the themes, concerns and iconography of the British realist 
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cinematic text, the films and the abject state are narrated by horror and the 

horrifying in the widest and broadest concept of the term.   

¢ƻ ǊŜǘǳǊƴ ǘƻ bƻŜƭ /ƭŀǊƪŜΩǎ ŎƻƳƳŜƴǘǎ ǊŜŦŜǊŜƴŎŜŘ ŀǘ ǘƘŜ ōŜƎƛƴƴƛƴƎ ƻŦ ǘƘƛǎ ŎƘŀǇǘŜǊΥ 

according to Clarke films such as Kidulthood were not directed at a mainstream 

spectatorship nor conceived with any audience in mind (Haldarl, 2016). Rather, 

/ƭŀǊƪŜΩǎ ŀƳōƛǘƛƻƴ ǿŀǎ ǘƻ ǿǊƛǘŜ ŀ ŦƛƭƳ ŀōƻǳǘ ƭƛŦŜ ŦƻǊ ƘƛƳ ŀǎ ŀ ǘŜŜƴŀƎŜǊΣ ŀƛƳƛƴƎ ǘƻ 

represent onscreen the marginalised, those that Clarke felt British cinema had left 

behind. But when film critics and writers conceivŜ ŦƛƭƳǎ ŀǎ Ψŀōƻǳǘ ŘƛǎŜƴŦǊŀƴŎƘƛǎŜŘ 

ȅƻǳǘƘ ƳŀŘŜ ŦƻǊ ŘƛǎŜƴŦǊŀƴŎƘƛǎŜŘ ȅƻǳǘƘ ōȅ ǎƻƳŜƻƴŜ ǿƘƻ ƭƛǾŜŘ ƛǘΩ όHaldarl, 2016), the 

language employed shapes a narrative of othering that establishes a mediated 

distance between the audience and the film. This nascent space spurs a furthering 

of otherness, encouraging a symbolic disidentification in a spectatorship, especially 

one that does not consider itself to be marginalised. When combined with film 

content that draws explicitly on symbolism ς in the form of the hoodie ς even a 

cursory ideological reading positions the Hoodie Horror as a cinema of alterity.  

As the title clearly states, this initial section engages with and explores the 

representation of masculinity in the cycle, considering protagonists that this thesis 

ŎƻƴŎŜƛǾŜǎ ƻŦ ŀǎ ǘƘŜ ƴŜƻƭƛōŜǊŀƭ ƻǘƘŜǊΦ {ǳŎƘ ŀ ǘŜǊƳ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŜ ƳŀƭŜΩǎ ŀōƧŜŎǘ 

configuration ς the protagonist as other ς in both extra-filmic and diegetic worlds, 

whilst conceptualising the filmic animation within a neoliberal framework. To 

return to FeŀǘƘŜǊǎǘƻƴŜΩǎ ŀǊƎǳƳŜƴǘΣ ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘǎ ƻŦ ǘƘŜ ŦƛƭƳǎΣ ǿƘƛŎƘ ŦƻǊ 

Featherstone are the capitalist other, conceal the monstrosity of capitalism, the all-

encompassing drive for Mammon (Featherstone, 2013; 178-96). While 
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CŜŀǘƘŜǊǎǘƻƴŜΩǎ ŀƴŀƭȅǎƛǎ ƛǎ ǾŀƭƛŘΣ ǘƘƛǎ ǘƘŜǎƛǎΩs focus on the neoliberal mechanisms at 

play prefers to contextualise the Hoodie Horror male as the cinematic animation of 

neoliberal governance. The dramatic requirements of the films emulate the new 

egalitarianism realised by neoliberalism, in that disadvantage is a result of 

inadequate self-management (Tyler, 2013; 158-61). Poor choices in the film result 

in trauma and death for the Hoodie Horror male.  

This thesis argues the Hoodie Horror is a male-centric collection of films that takes 

its cue from the contemporary figure of the Hoodie, whilst drawing extensively 

upon the motifs, concerns and iconography of the tradition of the social realist film. 

This male focus of the cycle also finds an analogy with contemporary British horror 

output. Films such as Dog Soldiers (Neil Marshall, 2002), Reign of Fire (Rob 

Bowman, 2002), Kill List (Ben Wheatley, 2011) and The Woman in Black (James 

Watkins) all centralise male protagonists, with a focus on the destruction of the 

male body. Whilst the majority of the films in the cycle are generic fare, this does 

not equate with an absence of complexity. The masculine construction that 

traverses the films is a multifaceted assembly that requires reading across various 

platforms ς class, costume, discourse, film history. This thesis asserts that the 

neoliberal other exists, and requires reading, on both narrational and symbolic 

levels, and is subject to an onscreen hierarchal order as just listed.  

The Hoodie Horror male, then, is a cultural and social configuration, and one that is 

infused with an extra-filmic discourse as well as the historical trajectory of a 

cinematic British realist masculinity. The Hoodie is the conductor of the discourse of 

the abject, while the history of British social realism is the history of nationhood as 
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shaped by economic and social conditions. The male of the cycle is not just a 

marginalised, disenfranchised or dispossessed figure, but one that is explicitly made 

abject. He is a figure that marks the symbolic passing of working-class 

representation in popular culture and the ascendency of a fetishized underclass. 

The hoodie as a garment demarcates a terminus for the working-class. The Hoodie 

Horror male is one who indicates an absence, a failure and that which is no longer. 

He embodies lost futures of the lower-class male, lives impacted by globalisation, 

by economic and social changes. The Hoodie Horror male is the human aftermath, 

the repercussion, the waste population which Bataille (1934/1999), Wacquant 

(2008), Khanna (2009) and Tyler (2013) all conceptualise as the human cost of the 

mechanisms of abjection. This neoliberal other is the symbolic abject, a cinematic 

figure as a site on which economic and social changes, gender and class relations 

are all inscribed. A default reading of an imperilled masculinity would give rise to 

declarations of the male in crisis, as had been undertaken previously by Leon Hunt 

in his engaging research on British low culture, and Linnie Blake on New Labour and 

the horror film (Hunt, 1998; Blake, 2008). However, this thesis avoids such an 

assertion for the Hoodie Horror male. As John Beynon argues, the repeated use 

ǘƻƎŜǘƘŜǊ ƻŦ ǘƘŜ ǿƻǊŘǎ ΨƳŀǎŎǳƭƛƴƛǘȅΩ ŀƴŘ ΨŎǊƛǎƛǎΩ ƘŀǾŜ ǊŜǎǳƭǘŜŘ ƛƴ ǘƘŜ ǘǿƻ ōŜŎƻƳƛƴƎ 

synonymous and therefore meaningless (Beynon, 2002: 93). Rather, as already 

claimed, the lower-class male of British cinema is the site through which social and 

economic change and nationhood are explored. The Hoodie Horror male embodies 

contemporary anxieties over citizenship and its inability to script itself to the social 

and economic demands of contemporary Britain and globalisation.   
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As referred to the introduction, this thesis privileges a class reading of the films 

over intersectional constructions of identity, for the process of social abjection in 

neoliberal Britain is a class-making project (Tyler, 2013: 153-59). Due to this, this 

thesis asserts the Hoodie Horror male leads a life of bare existence and survival 

within stories of the abject, or rather impossible narratives, in which he experiences 

disadvantage, impoverishment both financial and spiritual, and trauma; these are 

narratives he may not survive. It also requires acknowledging that the men of the 

ŎȅŎƭŜ ǊŀƴƎŜ ŦǊƻƳ ȅƻǳƴƎ ǘŜŜƴŀƎŜǊǎ ǘƻ ȅƻǳƴƎ ƳŜƴΦ ²ƘƛƭŜ ǘƘŜ ǎŜŎǘƛƻƴ ǘƛǘƭŜΣ ΨaŜƴΩΣ 

may thus seem a little misleading, it actually serves to underline what is central to 

the neoliberal other of the cycle: the performance of masculinity by young men. 

The impossible narratives that the Hoodie Horror male is subjected to necessitate 

they act as men. In Ill Manors, as Chris is on the verge of killing little Jake in an act 

ƻŦ ǊŜǾŜƴƎŜ /ƘǊƛǎ ǎŀȅǎ Ψ¸ƻǳΩǊŜ ǘƘŜ ōŀŘ Ƴŀƴ ƴƻǿΦ ¢Ƙƛǎ ƛǎ ǿƘŜǊŜ ȅƻǳ ǿŀƴǘ ǘƻ ōŜΩΦ ¢ƘŜ 

sub-text of the films is the ethics and morality of how subjugation as an abject 

impels these boys to proceed as men.  

 The following chapters of this section seek to explore the Hoodie Horror male as 

neoliberal other. As outlined earlier, analysis of the male protagonists necessitates 

ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ǘƘŜ ƘƛŜǊŀǊŎƘȅ ƻŦ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴΦ 9ȄǇƭƻǊƛƴƎ ǘƘŜ ŎȅŎƭŜΩǎ ƳŀǎŎǳƭƛƴƛǘƛŜǎ 

necessitates consideration of, and contextualisation within, the role and influence 

of fashion and costume, a contemporary cultural history of lower-class male 

representation, and contemporary discourse.  
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2.2: The narratives of the neoliberal other  

In his insightful article on British misery cinema, Graham Fuller concludes that such 

films, despite objections from some quarters, are an essential element of any 

ŎƛƴŜƳŀ ƻŦ ǿƻǊǘƘ ŀƴŘ ΨƴŜŎŜǎǎŀǊȅ ǘƻ ŜŦŦŜŎǘ ŎƘŀƴƎŜΩ όCǳƭƭŜǊΣ нлммΥ поύΦ CǳƭƭŜǊ ŎƻƴŎŜƛǾŜǎ 

this cinema of misery as films of the social realist tradition that animate working-

class lives consisting of not just poverty, but impoverishment, both economic and 

spiritual. It is a cinema of suffering and trauma that can be traced to the Free 

Cinema movement and the British New Wave. For Fuller, this destitution endured 

can either be a result of individual choices or a wider social and economic decline, 

but is one that illuminates a desperate class malaise. Fuller does not expand on the 

nature of change he was referring to, but given the focus of his article, it would be 

reasonable to surmise he was alluding to the role such cinema can play in 

confronting social and cultural equality. For Fuller, films have a role to play in 

achieving social fairness. While FuƭƭŜǊΩǎ ǾƛŜǿǎ ƻƴ ŎƛƴŜƳŀΩǎ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ŀǎ ŀ 

political voice is highly appropriate, it is challenging to see effected change on 

viewing the films in the Hoodie Horror cycle. Rather, contemporary cultural output 

alludes to the widening of inequality, impacting those already marginalised the 

most. This extension in disparity is exemplified by a simple comparison between 

Kes and The Selfish Giant. Despite the forty-year gulf in the release between both 

films, the plight of Arbor seeks to underline the latter fƛƭƳΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ 

extremity of social and economic exclusion faced by certain communities in the 

Britain of the new millennium. The films are comparable in terms of male teenage 

protagonists living in a socially deprived north with a troubled home-life. Despite 



 88 

nihilistic endings for both films, there is more hope for KesΩǎ .ƛƭƭȅ ƛƴ ǘƘŀǘ ǘƘŜǊŜ ŀǊŜ 

employment opportunities awaiting once he has finished school. The prospects for 

Arbor are bleak: criminality or continued impoverishment. And whilst none of the 

ŦƛƭƳǎ ƻŦ ǘƘŜ ŎȅŎƭŜ ŀǇǇŜŀǊ ƛƴ CǳƭƭŜǊΩǎ ŀƴŀƭȅǎƛs,5  despite corresponding and 

overlapping narratives of disenfranchisement, there is a sense that the terminus of 

the working-class onscreen that Hill refers to (Hill, мфффύ ƭƛŜǎ ōŜȅƻƴŘ CǳƭƭŜǊΩǎ 

conceptualisation of miserable lives in British realism. What is yonder in British 

cinema, conceptually, temporally and aesthetically, is the abject existence of the 

Hoodie Horror male.  

In his article on the cinema of abjection, Elseasser sketches the concept of abjection 

to be one where characters suffer the effects of such a process and exist within a 

ΨŘƻǳōƭŜ ƻŎŎǳǇŀƴŎȅΩ όElseasser, 2006: 655). Elseasser appears to be suggesting this is 

ǘƘŜ ŎƛƴŜƳŀǘƛŎ ŀƴƛƳŀǘƛƻƴ ƻŦ YǊƛǎǘŜǾŀΩǎ ƛŘŜŀǎ ƻŦ ǊŜǾǳƭǎƛƻƴ ŀƴŘ ōƻǊŘŜǊƛƴƎΣ ƛƴ ǘƘat 

objects deemed abject exist within the margins of the borders but are never fully 

expunged as their symbolic threat must remain, in order to recognise and maintain 

said borders (Kristeva, 1982: 136-отύΦ !ǎ ¢ȅƭŜǊ ŎƻƴǘŜƴŘǎΣ ΨǿŀǎǘŜ ǇƻǇǳƭŀǘƛƻƴǎ ŀǊŜ Χ 

includŜŘ ǘƘǊƻǳƎƘ ǘƘŜƛǊ ŜȄŎƭǳǎƛƻƴΩ ό¢ȅƭŜǊΣ нлмоΥ нлύΦ CƻǊ 9ƭǎŜŀǎǎŜǊΣ ǘƘŜǎŜ ŦƛƭƳǎ ŀǊŜ ƴƻǘ 

the abject narratives of victims and oppressors, rather the characters are the end 

result of the process. The conclusion having been reached, even the oppressors 

have vacated the narratives, leaving the abject figures existing in a void (Elseasser, 

2006: 655-рсύΦ ¢ƘŜ ŀōƧŜŎǘ ƛƴ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ ƛǎ ŀ ǾŀǊƛŀƴǘ ƻƴ 9ƭǎŜŀǎǎŜǊΩǎ 

estimation, but one complicated by the extra-filmic narrative of the Hoodie.  

                                                             
5 Given the tone and content of The Selfish Giant, it would be appropriate to conjecture that it 
would resonate with &ÕÌÌÅÒȭÓ ÁÎÁÌÙÓÉÓȢ   
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!ǎ ǿƛǘƘ 9ƭǎŜŀǎǎŜǊΩǎ ǾƛŜǿΣ ǘƘe protagonists of the Hoodie Horror do not realise their 

abject state or, as in some texts, that they reside in the margins. The hoodie as 

garment conducts the abject discourse which not only complicates the realism but 

also serves to subjugate the characters to an identity formation residing outside of 

ǘƘŜ ŎƛƴŜƳŀǘƛŎ ǿƻǊƭŘΣ ōǳǘ ǿƛǘƘƛƴ ǇǳōƭƛŎ ǇƻǿŜǊ ƳŜŎƘŀƴƛǎƳǎΦ 9ŦŦŜŎǘƛƴƎ ƻƴŜΩǎ ƻǿƴ 

subjectivity is problematic for the neoliberal other. The problematic function of the 

hoodie as garment is explored in the following chapter on the symbolic abject. 

Whereas there are explicit signals of the discourse of the Hoodie in operation in the 

cinematic worlds relation in to the monsters of such films as F, Citadel and 

Heartless, there is no conclusive evidence of it being active in other films in relation 

to the protagonists. This is different to its symbolic and representational function as 

costume, which is discussed further on.  

¢ƘŜ ŎȅŎƭŜΩǎ ƳŀƭŜ ƛǎ ǘƘŜ ŜŦŦŜŎǘ ƻŦ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ǎƻŎƛŀƭ ŀōƧŜŎǘƛƻƴ ŀƴŘ ǿƘŀǘ ǘƘƛǎ ǘƘŜǎƛǎ 

conceives as the neoliberal other, the symbolic abject. In Kidulthood, Trife, Moony 

and Jay are only confronted with this status as the neoliberal other when they are 

accused of shoplifting in a store located in the west end of London. The accusation 

is unfounded, rather more to do with a prejudice against the trio with regards to 

their age and appearance, and the scene recalls the ban on individuals wearing 

hoodies made by Bluewater shopping complex in 2005, as mentioned earlier, the 

year before the release of Kidultood. As with the actions of Bluewater, so the trio 

here are denied access to the spaces of consumerism and consumption. They are 

deemed abject by association in a society that arbitrates adolescents as non-

consumers and also criminalises them. The point here is that the identity formed by 
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the power mechanisms of neoliberal governmentality, a publicly imagined identity, 

subjugates Trife, Moony and Jay, and disallows these teenagers their own identity 

and agency.  

Abject existences are animated by the Hoodie Horror in impossible narratives 

where the male protagonists navigate a destructive existence, living with the 

effects of trauma where the challenge is to survive. In Kidulthood, Trife is murdered 

by Sam; Jake in Ill Manors is murdered by Chrisl in The Selfish Giant, Swifty is killed 

by electric shock in an act of friendship towards Arbor. The Hoodie Horror is thus 

distinguished by its brutalising narratives. What is of importance here, in a cycle 

that houses a range of film forms, is that the narratives and spaces of the individual 

films, whether it be the Brit-grit or the more generic horror fare, are 

interchangeable. The variation in representation is dependent on the filmic 

strategies directed by the film form, rather than the content or representation. The 

sink estates of The Disappeared present comparable challenges to the estate in 

Harry Brown. Jamie in Heartless is killed by Hoodies, as is Trife in Kidulthood and 

Steve in Eden Lake. The economic impoverishment borne by Tommy in Citadel and 

Matthew in The Disappeared is comparable to the living conditions endured by 

both Shifty and Arbor in The Selfish Giant. The abject configuration of the 

underclass and the spaces it navigates are animated analogously across the cycle. 

Not only does the underclass male figure embody concerns over citizenship, but he 

is subjected to further symbolic violence. The emblematic suffering and trauma of 

the underclass male onscreen is the corporeal measurement of economic and social 
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decline of the underclass and the nation: the more abject the configuration, the 

more extreme is the corporeal endurance.  

In the Hoodie Horror, working-class culture is supplanted by the underclass. 

IƻǿŜǾŜǊΣ ǘƘŜǎŜ ŀǊŜ ƴƻǘ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ƭƛŦŜǎǘȅƭŜ ŦƛƭƳǎ ƻŦ ǘƘŜ ΨŎƻƻƭ .ǊƛǘŀƴƴƛŀΩ ŜǊŀΣ 

such as Twin Town or Trainspotting that Monk identifies as subcultural and 

pleasurable spectacles (Monk, 2000a: 276-80). While the cycle continues with the 

abject condition as normative as suggested in the films of the 1990s, in line with the 

class narrative of Britain in the 2000s, the films of the Hoodie Horror cycle return to 

ǘƘŜ ΨǇǊƻōƭŜƳ ŀƴŘ ǎƻƭǳǘƛƻƴΩ ό282) narratives that have afflicted the British social 

realist text.  

The relationship of the Hoodie Horror to the trajectory of the British realist film is 

one of continuation, advancement and reversal, in that the cycle draws upon ς thus 

continuing ς associative motifs, concerns and iconography, but also reverses and 

challenges some developments of the tradition. Hill notes the narrowing trajectory 

of British realism from the public to the private, tracing the impact and severity of 

ŜŎƻƴƻƳƛŎ ŎƘŀƴƎŜ ŀǎ ΨŘŜōƛƭƛǘŀǘƛƴƎΣ ŀƴŘ ǎƻƳŜǘƛƳŜǎ ōǊǳǘŀƭƛǎƛƴƎΣ ŎƻƴǎŜǉǳŜƴŎŜǎ ƻŦ 

ǳƴŜƳǇƭƻȅƳŜƴǘ ŀƴŘ ǇƻǾŜǊǘȅΩ όHill, 1999: 167). The Hoodie Horror complicates the 

curve of this tradition and challenges a traditional reading of what are deemed 

public and private realms. The films of the cycle animate the underclass navigating 

and appropriating public spaces for their own activities, not subcultural as with the 

ŦƛƭƳǎ ƛƴ aƻƴƪΩǎ ŀƴŀƭȅǎƛǎΣ but rather for a local black market economy to operate. 

Abjected, the neoliberal male of the cycle reformulates traditional notions of both 

employment and the public sphere for his own requirements. In The Selfish Giant, 
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Arbor and Shifty, excluded from school, start working by collecting scrap for Kitten, 

while Shifty also looks to race in the horse-trap for him. In Kidulthood, Trife wrestles 

with the choice of a life of criminality or choosing a more traditional role of 

fatherhood and family. Sam, who succeeds Trife as the main protagonist of the 

Hood trilogy, traverses the same choices throughout the film series, as he struggles 

to free himself of the pervasive criminal bonds that mark him as a failed citizen, and 

attain social and economic inclusivity as a working and family man, a neoliberal 

citizen. Similarly, Jake in Ill Manors is coerced by Marcel to kill Kirby as the price for 

ōŜƛƴƎ ŀōƭŜ ǘƻ Ǌǳƴ ǿƛǘƘ aŀǊŎŜƭΩǎ ƭƻŎŀƭ ŎǊŜǿΦ    

The spaces, geographical and psychological, that the neoliberal other inhabits are 

local. The working-class academic Lisa McKenzie, asserts how the working-class is 

managed by stigmatisation through identification with the local (McKenzie, 2017: 1-

4). McKenzie elaborates how, in an era of globalisation, the working-class is 

conceived as backward, old-fashioned and rigid for their strong community values 

(2). A cursory comparison between the Hoodie Horror, British realism and the fairy-

tale London of Richard Curtis films provides a clear sense of the relationship 

between the local and the lower-class that McKenzie conceives. The creativity and 

the scope in the vistas afforded the very middle-class characters of Four Weddings 

and a Funeral (Mike Newell, 1994), Notting Hill (Roger Michell, 1999) and Love 

Actually (Richard Curtis, 2003) provide a stark and illuminating comparison with the 

British realist texts. These broad vistas furnish the characters with a mobility and 

agency, both geographically and psychologically, not bequeathed or imagined for 

the lower-class protagonists of the more realist vehicles. The middle-class body 
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personifies optimism, prospects and individualism, while the underclass body is 

inscribed with anxiety, the parochial and a symbolic failing of their wider class. In 

the Hoodie Horror, the neoliberal other is an urban outcast that navigates his local 

manor, existing to react to events in the immediate locale. Aaron and Ed in Ill 

Manors are small-time drug dealers who make their money on their local streets. 

The narrative of Harry Brown solely orbits the housing estate where Harry lives. 

¢ƻƳƳȅΩǎ ǎƻƭƛǘŀǊȅ ŜȄƛǎǘŜƴŎŜ ƛƴ Citadel is animated by him being from the sole family 

living on a deserted council estate, financially impoverished and with no means at 

his disposal to escape. Neither Matthew in The Disappeared, and Jamie from 

Heartless, inhabits communities or the social outside of their familial or estate 

bonds. The local, animated as the manor in the Hoodie Horror, functions to 

incarcerate and confine its inhabitants geographically, economically, and 

psychologically.  

In the drive to expunge class from party politics and political dialogue, New Labour, 

and Tony Blair specifically, spoke instead about selfhood and the attainment of 

ǎƻŎƛŀƭ ŀƴŘ ŜŎƻƴƻƳƛŎ ŀŘǾŀƴǘŀƎŜΦ hƴ ŀǎŎŜƴŘƛƴƎ ǘƻ ǇƻǿŜǊΣ .ƭŀƛǊ ŘŜŎƭŀǊŜŘΣ Ψ¢ƘŜ .Ǌƛǘŀƛƴ 

of the ŜƭƛǘŜ ƛǎ ƻǾŜǊΦ ¢ƘŜ ƴŜǿ .Ǌƛǘŀƛƴ ƛǎ ŀ ƳŜǊƛǘƻŎǊŀŎȅΩΣ ŀƴŘΣ ΨŦŀǘŀƭƛǎƳΣ ŀƴŘ ƴƻǘ Ƨǳǎǘ 

poverty, is the problem we face, the dead weight of low expectations, the crushing 

ōŜƭƛŜŦ ǘƘŀǘ ǘƘƛƴƎǎ Ŏŀƴƴƻǘ ƎŜǘ ōŜǘǘŜǊΩ ό.ƭŀƛǊΣ мффтύΦ ²ƘƛƭŜ ƛǘ ƛǎ ƴƻǘ ǿƛǘƘƛƴ ǘƘŜ ǎŎƻǇŜ ƻŦ 

this thesis to debate political success or failure, the Hoodie Horror suggests a stasis 

at best, or a widening of inequality between the lower-class and the elite. The cycle 

would appear to allude to meritocracy as, if not an outright failure, at least a 

political policy, a façade. More critically, the cycle is suggestive of what Paul Gilroy 
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ǎŜŜǎ ŀǎ ŀ ΨǇƻǾŜǊǘȅ ƻŦ ƛƳŀƎƛƴŀǘƛƻƴΩ όGilroy, 2011). Speaking after the riots of 2011, 

Gilroy argued for a new way of publicly conceptualising British youth. The 

continued abject imagery of stigmatization and penal punishment in both media 

and political narrative, for Gilroy, only served to perpetuate class division and its 

revolting discourse, undermining any progressive strategies and vision for a civil 

society (2011). Is this not what the Hoodie Horror illuminates in terms of the 

representation of the lower-Ŏƭŀǎǎ ƻƴǎŎǊŜŜƴΚ ²ƘƛƭŜ ǘƘƛǎ ƛǎ ƴƻǘ ŀ ΨŎŀƭƭ-to-ŀǊƳǎΩ ŦƻǊ ŀ 

return to a more politically conscious national cinema, the class representation in 

the cycle emphasises a certain ǎǘŀǎƛǎΦ ¢ƘŜ ŦƛƭƳǎΩ ƭƻŎŀƭ ƴŀǊǊŀǘƛǾŜǎ ƻŦ ǘǊŀǳƳŀΣ ŘŜŀǘƘΣ 

and failure further entrench and stigmatise the underclass within a fetishized and 

ŀōƧŜŎǘ ƛƳŀƎƛƴŜŘ ƛŘŜƴǘƛǘȅΦ ¢ƘŜ ŦƛƭƳǎ ŦƻŎǳǎ ƻƴ ŀ ŎƻƴǘŜƳǇƻǊŀǊȅ ΨƘŀƴŘ-to-ƳƻǳǘƘΩ 

existence, deny mobility and agency to its protagonists, normalising poverty and 

disadvantage as the result of a destitution of the right sort of aspiration. The 

desperate narratives that destroy and deny the Hoodie Horror male divest him of 

citizenship and confine him to societal borders. While this thesis is not advocating, 

with producer David M. Thompson, ǘƘŀǘ ΨǘƘŜǊŜ Ƙŀǎ ōŜŜƴ ǘƻƻ ƳǳŎƘ ƳƛǎŜǊŀōƭƛǎƳΩ 

(Thompson in Fuller, 2011: 43) it does seek to raise the issue, as Gilroy has, of the 

importance of imagining alternative imagery and narratives in animating abject 

figures and communities.  

2.3: The symbolic abject: fashion, costume and realism in the Hoodie Horror 

Really. The hooded top is part of our national costume. 

(McLean, 2005: 2) 
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A thesis on the Hoodie Horror would risk the accusation of being remiss if it did not 

engage with the attire central to the films that spawned the cycle: the hoodie. 

Across the films the hoodie traverses considerations of both fashion and costume, 

and problematises the realism of the films through mimesis between the fiction of 

the cinematic narratives and the abject discourse the hoodie embodies. The hoodie 

codes the wearer as the symbolic abject, the failed citizen of neoliberal Britain, but 

also narrates stories of abjection. Furthermore, the hoodie offers an opportunity to 

contextualise the Hoodie Horror male within a contemporary history of cultural 

configurations of masculinity. This chapter explores a selection of archetypal 

examples from the cycle that illuminate how the hoodie not only problematises film 

form, but also the cinematic function of costume, not just for the extra-filmic 

narrative it symbolises and how this impacts character, but also in relation to 

narrative and costume as spectacle. The discourse the hoodie visualises directs 

narrative, costume and characterisation.  

The existing body of scholarship on costume and film predominately focuses on the 

relationship between costume and narrative, and the question as to whether 

costume can or should transcend narrative demands. In the seminal chapter, 

Ψ/ƻǎǘǳƳŜ ŀƴŘ bŀǊǊŀǘƛǾŜΩΣ WŀƴŜ DŀƛƴŜǎ ŀǊƎǳŜǎ ǘƘŀǘ ƛƴ ŎƭŀǎǎƛŎŀƭ ŎƛƴŜƳŀ ǘƘŜ ƘƛŜǊŀǊŎƘȅ 

in film instructed characterisation to defer to the narrative trajectory, and spectacle 

ǘƻ ŎƘŀǊŀŎǘŜǊΦ ²ƘƛƭŜ ŎƻǎǘǳƳŜ ŎǊŜŀǘŜǎ ƛǘǎ ƻǿƴ Ǿƛǎǳŀƭ ƭŀƴƎǳŀƎŜ ŀƴŘ ΨƴŀǊǊŀǘŜǎΩ 

characterisation from an interior world, to motivation and to general traits, as with 

other elements of the mise-en-scèneΣ ƛǘ Ƴǳǎǘ ƻōƭƛƎŜ ΨǘƘŜ ƘƛƎƘŜǊ ǇǳǊǇƻǎŜ ƻŦ 

ƴŀǊǊŀǘƛǾŜΩ όGaines, 1990: 193). Costume that exceeded narrative demands would 
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prove to be distracting (193). Furthermore, Gaines asserts costume that failed to be 

determined by character would disrupt both narrative and the realism of the film in 

ǘƘŀǘ ΨƴŀǊǊŀǘƛǾŜ ǊŜŀƭƛǎƳ ŘƛŎǘŀǘŜǎ ǘƘŀǘ ŎƻǎǘǳƳŜ ōŜ ŎǳǊǘŀƛƭŜŘ ōȅ ŎƻƴǾŜƴǘƛƻƴŀƭ ŘǊŜǎǎ 

codes; continuity requires that it be monitored Χ economy requires that it 

reinforce causalityΩ όмфсύΦ ¢ƘŜǊŜ ƛǎ ŀ ǎǳƎƎŜǎǘƛƻƴ ƛƴ DŀƛƴŜǎΩ Ǉƻǎƛǘƛƻƴ ǘƘŀǘ ŀƴ ŜȄŎŜǎǎ ƛƴ 

costume results in an unwanted spectacle that privileges the visual over narrative, 

style over content. As Helen Warner correctly summarises, scholarship has assumed 

ŎƻǎǘǳƳŜ ŀǎ ǎǇŜŎǘŀŎƭŜ ΨŘƛǎǊǳǇǘǎΩ ǘƘŜ ƴŀǊǊŀǘƛǾŜ Ŧƭƻǿ ό²ŀǊƴŜǊΣ нллфΥ мунύΦ !ǎ ²ŀǊƴŜǊ 

points out, subsequent scholarship (Berry, 2000; Street, 2001) continued with this 

hypothesis. Stella Bruzzi, as a further example, continues this argument by asserting 

some films explicitly construct excessive spectacle, and that costume as an element 

ƻŦ ǘƘƛǎ ŜȄŎŜǎǎ ŘƛǎǊǳǇǘǎ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ǿƛǘƘ ƛǘǎ ƛƴŘŜǇŜƴŘŜƴǘ ΨǎǇŜŎǘŀŎǳƭŀǊ ƛƴǘŜǊǾŜƴǘƛƻƴǎ 

that interfere with the scenes in which they appear and impose themselves onto 

ǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ǘƘŜȅ ŀŘƻǊƴΩ όBruzzi, 1997: xv). However, Bruzzi elaborates further 

ǎǘƛƭƭ ƻŦ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ǘƘŀǘ ΨŘŜƭƛōŜǊŀǘŜƭȅ ǳƴǎǇŜŎǘŀŎǳƭŀǊ ŦŀǎƘƛƻƴ Ŏŀƴ ǎǘƛƭƭ ŦǳƴŎǘƛƻƴ ƛƴ ŀ 

ǎǇŜŎǘŀŎǳƭŀǊ ǿŀȅΩ όнрύΦ  

¢ƘŜ ƘƻƻŘƛŜ ƛǎΣ ŀǎ .ǊǳȊȊƛ ǿƻǳƭŘ ƘŀǾŜ ƛǘΣ ŀƴ ΨǳƴǎǇŜŎǘŀŎǳƭŀǊ ŦŀǎƘƛƻƴΩ όнрύΦ Lǘ ƛǎ ŀ ǳƴƛǘŀǊȅ 

garment and utility wear, versatile, yet anonymous, ageless, unisex and 

ǇŜǊŦǳƴŎǘƻǊȅΦ Lǘ ƛǎΣ ŀǎ DǊŀƘŀƳ aŎ[Ŝŀƴ ƘƛƎƘƭƛƎƘǘǎΣ Ψƻƴƭȅ ŀ ǎǿŜŀǘǎƘƛǊǘ ǿƛǘƘ ŀƴ ŜȄǘǊŀ 

ōƛǘΩΣ ǘƘŀǘ Ŏŀƴ ōŜ ǇǳƭƭŜŘ ƻƴ ŦƻǊ Ψ{ŀǘǳǊŘŀȅ-morning supermarket trips and lazy Sunday 

pub lunches, for late-night corner-ǎƘƻǇ ŜǊǊŀƴŘǎ ŀƴŘ Ƨŀǳƴǘǎ ǘƻ ǘƘŜ ǎŜŀǎƛŘŜΩ όMcLean, 

2005: 2). The hoodie is not a piece of intricate sartorial design or even considered 

stylish. It is, as Bruzzi would assuredly agree, unspectacular. It is also, however, 
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centrally positioned in the Hoodie Horror. On one level it is a marker, the definitive 

iconography of the cycle. As the assorted marketing material suggests, the 

utilisation of the hoodie was to focus and prime audience expectation, denote 

characterisation and convey narrative information (Figs 6 ς 10). Its centralisation 

makes visible ς spectacularises ς the abject state, but also problematises the 

realism of the films through its mimesis. While the narratives of the Hoodie Horror 

maintain a certain narrowing of social space that Hill perceives in the development 

of the British realist text (Hill, 2000a), the hoodie reverses visibility by relocating it 

to the costume. Scholars such as Hill and Lowenstein have noted how prominent 

filmic texts of the working-class accord with testing economic and social changes 

(Hill, 1986; Lowenstein, 2005). The utilisation of the hoodie onscreen scripts the 

passing of the working-class, and supplants it, crystallising the identity of the 

underclass in its place. The hoodie is the visual language, the aestheticization of the 

revolting discourse of the Hoodie. It symbolises citizenship in neoliberal Britain in 

the twenty-first century.  

Post-industrial Britain was a nation subjected to a neoliberal governmentality 

promoting individualism, class mobility and aspirational living, whilst decoupling 

citizens who failed to seize opportunity; here the identity of the working-class has 

ŦǊŀŎǘǳǊŜŘΣ ŎƭŜŀǊƛƴƎ ŎǳƭǘǳǊŀƭ ŦƻǊƳǎ ƻŦ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ƳȅǘƘƛŎŀƭ ΨǊŜŀƭ ǿƻǊƪƛƴƎ-

ŎƭŀǎǎΩΦ ²Ƙŀǘ Ƙŀǎ ǊŜǇƭŀŎŜŘ ƛǘ ŀǊŜ Ǿƛǎƛƻƴǎ ƻf the underclass, with the Burberry of the 

chav succeeded by the Hoodie. The hoodie, with its associative abject discourse, 

calibrates the underclass identity in the public sphere. The identity, as explored 

ŜŀǊƭƛŜǊ ƛƴ Ψ¢ƘŜ ŦŀǎƘƛƻƴ ƻŦ ŦŜŀǊΩΣ ƛǎ ƻǾŜǊŘŜǘŜǊƳƛƴed and fetishized, distorts and 
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fabricates impoverishment, failure, parasitical and dysfunctional behaviour to 

demonise the underclass in the formation of a moral panic. As Mooney highlights, 

ǘƘŜ ŘŜƳƻƴƛȊƛƴƎ ŘƛǎŎƻǳǊǎŜǎ ΨƻŦǘŜƴ ƘŀǾŜ ƻƴƭȅ ǘŜƴǳƻǳǎ ŎƻƴƴŜŎǘƛƻƴǎ ǘo the reality of 

ŜǾŜǊȅŘŀȅ ƭƛŦŜΩ όaƻƻƴŜȅ, 2008: 14). However, this identity, as a mechanism of social 

abjection, is also posited as a truth, something known of the underclass through 

repeated instances of imagery and stories. It conveys a sense of authenticity. The 

centralisation of the hoodie in the cycle solidifies this abject identity onscreen. It 

furthers the stigmatization of the underclass and secures it within an immobile and 

fixed identity. As the hoodie is imbued with neoliberal governmentality, the 

application of it in films infuses the cinematic texts with a reactionary and 

neoliberal ideology, resulting in films coalescing with the abject discourses and 

furthering the stigmatization. The hoodie as a visual language makes spectacle of 

the abject underclass.  

The hoodie as costume then complicates narrative and characterisation by posing 

the question as to whether a balance can be struck between discourse and 

character, mimesis and realism. The problem encapsulates the ongoing debate in 

scholarship on costume between spectacle and narrative. Does the visibility of the 

hoodie privilege discourse, through the spectacle of the abject, over narrative? The 

tension between mimesis and realism in the cycle is particularly imbued in the 

hoodie. As observed by McLean, the hoodie is an everyday piece of clothing, 

versatile and in circulation through all levels of society in contemporary Britain 

(McLean, 2005: 2). As Sarah Street asserts in her chapter on Wonderland (Michael 

Winterbottom, 1999), costume is utilised to emphasise the realism of the film 
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(Street, 2001: 73). For Street, whilst costume in realist texts is still employed as a 

mechanism through which to explore characterisation, the realist form necessitates 

ŀ ΨŦŀǎƘƛƻƴ ǎȅǎǘŜƳ ǿƘƛŎƘ ƛǎ ǊŜŦƭŜŎǘƛǾŜ ƻŦ Ƙƻǿ άƻǊŘƛƴŀǊȅέ ǇŜƻǇƭŜ ǳǎŜ ŦŀǎƘƛƻƴΩΣ ŀ 

system that must also acknowledge the social class (75).  Costume, as a component 

of the mise-en-scèneΣ Ƴǳǎǘ ƻōƭƛƎŜ ǘƘŜ ŦƛƭƳΩǎ ŦƻǊƳ ŀƴŘ ƛǎ ŀƴ ΨƛƴǘŜƎǊŀƭ ŜƭŜƳŜƴǘ ƻŦ 

ŜǎǘŀōƭƛǎƘƛƴƎ ǾŜǊƛǎƛƳƛƭƛǘǳŘŜΩ όммύΦ {ǘǊŜŜǘ ŜȄǇŀƴŘǎ ŦǳǊǘƘŜǊ ƻƴ the relationship between 

ŎƻǎǘǳƳŜ ŀƴŘ ǊŜŀƭƛǎƳ ōȅ ŘǊŀǿƛƴƎ ǳǇƻƴ WƻŀƴƴŜ 9ƴǘǿƛǎǘƭŜΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ 

ΨŜƳōƻŘƛƳŜƴǘΩΦ CƻǊ {ǘǊŜŜǘΣ ƛƴ ƻǊŘŜǊ ŦƻǊ Wonderland ǘƻ ŎŀǇǘǳǊŜ ǘƘŜ ΨƻǊŘƛƴŀǊƛƴŜǎǎΩ ƻŦ 

the everyday, costume must convince it is commonplace, that it reflects how 

clothes would be worn outside of the cinematic world (Street, 2001: 74-75). 

9ƴǘǿƛǎǘƭŜΩǎ ƛŘŜŀ ƻŦ ŜƳōƻŘƛƳŜƴǘ ǇŜǊŎŜƛǾŜǎ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ŦŀǎƘƛƻƴ ŀƴŘ ǘƘŜ 

ōƻŘȅ ōȅ ǎƛǘǳŀǘƛƴƎ ΨǿŜŀǊƛƴƎΩ ŀǎ ŀ ǎƻŎƛŀƭ ŀƴŘ ŎǳƭǘǳǊŀƭ ǇǊŀŎǘƛŎŜ ǘƘŀǘ ŎƻƴǎƛŘŜǊǎ 

individuality, identity, cultural affiliations and how fashion functions to create 

states of inclusivity and exclusivity (Entwistle, 2000: 139). As Street summarises, 

ǿŜŀǊƛƴƎ ŎƭƻǘƘŜǎ ƛǎ ŀ ǇǊƻŎŜǎǎ ƻŦ ΨŀŘŀǇǘŀǘƛƻƴΣ ƴŜƎƻǘƛŀǘƛƻƴ ŀƴŘ ǎŜƭŦ-ǇǊŜǎŜƴǘŀǘƛƻƴΩ 

(Street, 2001: 74); costume in Wonderland furthers the realism of the feature by 

ŀƴƛƳŀǘƛƴƎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭƛǘȅ ƻŦ ǘƘŜ Ƴŀƛƴ ŎƘŀǊŀŎǘŜǊΣ bŀŘƛŀΣ ōȅ ŎƻƴǾŜȅƛƴƎ ŀ ΨƭƛǾŜŘ-

ǇǊŀŎǘƛŎŜΩ ƻŦ Ƙƻǿ bŀŘƛŀ Ƙŀǎ ŀŘŀǇǘŜŘ ƘƛƎƘ-street fashion to illuminate her personal 

style (83-84).  

{ǘǊŜŜǘΩǎ ŀƴŀƭȅǎƛǎ ƛǎ pertinent here, for it raises analogous issues that aid in 

ƛƭƭǳƳƛƴŀǘƛƴƎ ǘƘŜ ƘƻƻŘƛŜΩǎ ǇǊƻōƭŜƳŀǘƛŎ ŦǳƴŎǘƛƻƴ ŀǎ ŎƻǎǘǳƳŜ ƛƴ ǘƘŜ ŎȅŎƭŜΦ !s explored 

ƳƻǊŜ ƛƴ ǘƘŜ ΨDƻǘƘƛŎ ŀōƧŜŎǘΩ ŎƘŀǇǘŜǊΣ ǘƘŜ ƘƻƻŘƛŜ ƛƴ ŦƛƭƳǎ ǎǳŎƘ ŀǎ Heartless, F and 

Citadel traces over a far more explicit and essentialist abject discourse abundant in 
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ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜΦ ¢ƘŜ ƘƻƻŘƛŜΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ƳƻƴǎǘŜǊǎ ƛǎ ƴƻǘ ǘƘŜ ŦƻŎǳǎ ƻŦ ǘƘƛǎ 

chapter, but rather how the hoodie illuminates the protagonists. Firstly, for such a 

unitary item of clothing, the hoodie in the cycle in its broadest sense scripts the 

ǎȅƳōƻƭƛŎ ǳƴŘŜǊŎƭŀǎǎ ƳŀƭŜ ǳǊōŀƴ ŜȄǇŜǊƛŜƴŎŜΦ IŜǊŜ ǘƘŜ ǘŜǊƳ ΨǳƴŘŜǊŎƭŀǎǎΩ denotes 

not just economic and social impoverishment, but also behaviour. It embodies what 

ƛǎ ǇƻǎƛǘŜŘ ŀǎ ΨǊŜŀƭΩ ŀƴŘ ΨŀǳǘƘŜƴǘƛŎΩ όŀǎ ǿŀǎ ŘƛǎŎǳǎǎŜŘ ƛƴ Ψ¢ƘŜ ŦŀǎƘƛƻƴ ƻŦ ŦŜŀǊΩύ ǘƘǊƻǳƎƘ 

the form of mimesis. However, the urban experience, while violent and traumatic 

for the protagonists, does not consistently denote the protagonists as violent 

deviants as the extra-filmic discourse would dictate. The mimesis in the tracing over 

of the symbolic attire is disrupted. As a visual signifier it denotes the extra-filmic 

discourse, crafting the character within that narrative. However, this chapter argues 

that when worn by the protagonists, the hoodie signals to a wider framework of an 

abject state. Here, the hoodie symbolises an abject figure. If we return to the 

concept of abjection as a spatialising mechanism, the hoodie and protagonist 

relationship is coded with a symbolic distance: this figure resides on the margins. As 

an example, when we first meet Jamie in Heartless, as he navigates the urban 

surroundings from a London high street to the waste grounds, he is wearing a 

hoodie with the hood up, an item he wears consistently throughout the narrative. 

Arbor too wears his hoodie, first when waiting for Swifty when they first go 

ǎŎǊŀǇǇƛƴƎ ŀŦǘŜǊ ōŜƛƴƎ ŜȄŎƭǳŘŜŘ ŦǊƻƳ ǎŎƘƻƻƭΣ ŀƴŘ ƭŀǘŜǊ ǿƘŜƴ ƘŜ ǎƛǘǎ ƻǳǘǎƛŘŜ {ǿƛŦǘȅΩǎ 

home after the latter has died. The hoodie in both instances code the characters as 

abject figures, as characters who navigate societal borders. However, both 

instances also illuminate characterisation and an interior world.  



 101 

As explored in the following chapter on the Hoodie Horror male, both Jamie and 

Arbor are denoted as insufficient masculinities due to their mental health issues, 

ǿƘƛŎƘ ƘƛƴŘŜǊǎ ǘƘŜƛǊ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǎŜƭŦ ŀƴŘ ǎƻŎƛŜǘȅΦ WŀƳƛŜΩǎ ŦŀŎŜ ƛǎ ōƭƛƎƘǘŜŘ 

by a port-wine stain, he suffers from depression due to the death of his father 

when he was a child, and has attempted suicide. He works for his brother, has no 

friends and actively withdraws from society. Jamie is an urban recluse. Arbor is 

diagnosed with ADHD, which, due to poor self-management, obstructs him from 

building relationships both at home and at school. The ADHD codes him as a 

trouble-ƳŀƪŜǊΦ !ǎ ƴŀǊǊŀǘƛǾŜ ǇǊƻƎǊŜǎǎƛƻƴ ŎƻƴǘŜȄǘǳŀƭƛǎŜǎ WŀƳƛŜΩǎ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴΣ ǎƻ 

the wearing of the hoodie for Jamie is associated with his solitary existence, his 

ŀŎǘƛǾŜ ǊŜǘǊŜŀǘ ŦǊƻƳ ǎƻŎƛŜǘȅ ǘƻ ŀƴ ƛƴǘŜǊƛƻǊ ǿƻǊƭŘΦ !ǊōƻǊΩǎ ǿŜŀǊƛƴƎ ƛǎ ƳƻǊŜ 

complicated stiƭƭΦ ¢ƘŜ ƘŀǊǊƻǿƛƴƎ ǎŎŜƴŜ ƛƴ ǿƘƛŎƘ !ǊōƻǊ ǎƛǘǎ ƻǳǘǎƛŘŜ {ǿƛŦǘȅΩǎ ƘƻƳŜ 

through day and night and rain is an act of guilt and penance, and one that seeks 

ŦƻǊƎƛǾŜƴŜǎǎ ŦǊƻƳ {ǿƛŦǘȅΩǎ ƳƻǘƘŜǊ ŦƻǊ Ƙƛǎ ŀŎŎƻǳƴǘŀōƛƭƛǘȅ ƛƴ ƘŜǊ ǎƻƴΩǎ ŘŜŀǘƘΦ Lǘ ƛǎ ŀ ƭŀǎǘ 

act of endurance thŀǘ ŘŜƳƻƴǎǘǊŀǘŜǎ ǘƘŜ ŘŜǇǘƘ ƻŦ ōƻǘƘ ǘƘŜ ōƻȅǎΩ ŦǊƛŜƴŘǎƘƛǇ ŀƴŘ 

!ǊōƻǊΩǎ ǎŜƴǎŜ ƻŦ ƭƻǎǎΦ Lǘ ƛǎ ŀƴ ŀŎǘ ǘƘŀǘ ŎƻƴǾŜȅǎ !ǊōƻǊΩǎ ŀŎƪƴƻǿƭŜŘƎŜƳŜƴǘ ŀƴŘ 

acceptance of his own failings. Arbor pulls the hood so far over his head that he is 

hidden from the world (Figs 11 and 12). The wearing of the hoodie for Arbor is 

complicated by narrative and character progression. As with Jamie, it signals a 

retreat for him and an acknowledgement of his abject state, not in a political or 

social sense, but rather an acceptance of his failings. Bataille argued that an 

individual could never be fully abject until accepting the state themselves 

(1934/1999: 8-14). As a scene that animates the lowest point for Arbor, if we 
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ŀǇǇǊƻŀŎƘ ǘƘŜ ǎŎŜƴŜ ǿƛǘƘƛƴ .ŀǘŀƛƭƭŜΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴΣ ƛǘ ŎƻƴŦƛƎǳǊŜǎ !Ǌbor as 

abject.  

wŜǘǳǊƴƛƴƎ ǘƻ {ǘǊŜŜǘΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ŎƻǎǘǳƳŜ ŀƴŘ ƛŘŜƴǘƛǘȅ ŦƻǊƳŀǘƛƻƴΣ ƛǘ ŎƻǳƭŘ ōŜ ŀǊƎǳŜŘ 

that the examples of Jamie and Arbor here demonstrate character agency and 

identity formation that pushes back against the privileging of the discourse imbued 

in the hoodie. Whilst I argue that the hoodie is utilised here as a device of 

characterisation, caution needs to be applied in a reading of identity formation and 

agency, specifically regarding Arbor. In relation to Nadia in Wonderland, Street 

asserts Ƙƻǿ bŀŘƛŀ ŀŘŀǇǘǎ ŀƴŘ ƳƻŘƛŦƛŜǎ ƘŜǊ ΨōŀǊƎŀƛƴ-ōŀǎŜƳŜƴǘΩ ŎƭƻǘƘŜǎΣ ŀǊǊŀƴƎƛƴƎ 

them to complement her identity (Street, 2001: 76). As the wider narrative of The 

Selfish Giant ŎƻƴǾŜȅǎΣ !ǊōƻǊΩǎ ŦŀƳƛƭȅ ŀƴŘ Ƙƛǎ ƭƛǾƛƴƎ ŎƻƴŘƛǘƛƻƴǎ ŀǊŜ ǘƘŀǘ ƻŦ 

impoverishment, which significantly impacts his facility as a consumer. Indeed, 

Arbor undertakes scrapping work so that he can help his mother pay the bills. While 

ǘƘŜ ǿŜŀǊƛƴƎ ƻŦ ǘƘŜ ƘƻƻŘƛŜ ƘŜǊŜ ǎŎǊƛǇǘǎ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴ ŀƴŘ !ǊōƻǊΩǎ ƛƴǘŜǊƛƻǊƛǘȅΣ ǘƘŜ 

hoodie does not wholly constitute agency or identity formation. The hoodie, as 

noted earlier, conveys a broad meaning of the state of abjection, one that includes 

a life of poverty. The narratives of the cycle not only centralise abject figures, but, 

as outlined in the previous chapters, are themselves tales of abjection. As Elseasser 

sketches in his article, narratives of abjection revolve around protagonists being 

ǇǊƻƎǊŜǎǎƛǾŜƭȅ ǎǘǊƛǇǇŜŘ ƻŦ Ψŀƭƭ ǎȅƳōƻƭƛŎ ǎǳǇǇƻǊǘǎ ƻŦ ǎŜƭŦƘƻƻŘΩ όElseasser, 2006: 655), a 

narrative trajectory that similarly saturates the Hoodie Horror cycle. The films, 

including The Selfish Giant, are abject tales of abject states that subject the 

protagonists to the most extreme experiences of the human condition; there is no 
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escape from the abject state in the Hoodie Horror. The hoodie as discourse, as 

device of characterisation and narrative, is the visual language of abjection that 

functions on one level as a self-fulfilling prophecy. Tyler argues in her work how 

figures and communities that are subjected to the continual discriminatory practice 

ƻŦ ōŜƛƴƎ ΨƳŀŘŜ ŀōƧŜŎǘΩ ōŜƎƛƴ ǘƻ ƭƛǾŜ ŀƴŘ ŜƳōƻŘȅ ǘƘŜ ŀōƧŜŎǘ ǎǘŀǘŜ ǘƘŜƳǎŜƭǾŜǎ όTyler, 

2013: 4-5); there is a transference from figurative form to embodiment of a lived 

condition. The hoodie as costume directs a similar trajectory, in that by inscribing 

the body as abject, it makes the characters eventually realise their full abject 

condition through narrative progression. The concern of Higson over how social 

realist texts narrate a form of fatalism for the lower-class (Higson, 1996) is fully 

realised in the Hoodie Horror. The hoodie then subjugates and directs all narrative 

and characterisation to the spectacle of the symbolism of abjection.  

As outlined earlier, the hoodie scripts the whole gamut of abjection onto the 

characters and into the narratives of the films. While it clothes the protagonists in 

the state of abjection, it can also narrate abjection. This is most obvious in the 

ŎƘŀǊŀŎǘŜǊ ƻŦ bƻŜƭ /ƭŀǊƪŜΩǎ {ŀƳ ƛƴ ǘƘŜ Hood trilogy, where the hoodie signifies the 

essentialist discourse that swathes the monsters of the cycle. It is clear from the 

two marketing examples (Figs 6 and 7), where Sam is the sole wearer of a hoodie, 

that he is positioned as the abject villain in both films. His centralisation in the 

poster for Adulthood recognises and demonstrates his move to protagonist (but still 

Ǿƛƭƭŀƛƴƻǳǎύ ŀǎ ǿŜƭƭ ŀǎ /ƭŀǊƪŜΩǎ ŀǎŎŜƴŘŜƴŎȅ ŀǎ ŀƴ ŀŎǘƻǊΣ ǿǊƛǘŜǊ ŀƴŘ ŘƛǊŜŎǘƻǊ ƻŦ .ǊƛǘƛǎƘ 

cinema. Throughout both films Sam wears a hoodie. In the opening sequence of 

KidulthoodΣ {ŀƳΩǎ ƘƻƻŘƛŜΣ ǿƘƛŎƘ ǇŀǊŀŘƻȄƛŎŀƭƭȅ ƳŀƪŜǎ ƘƛƳ ǾƛǎƛōƭŜ ŦƻǊ ōŜƛƴƎ ǘƘŜ ǎƻƭŜ 
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wearer of such a garment, denotes his violent character. It affords him respect 

through making others fearful of him. So while the hoodie embodies the discourse 

and infuses Sam with the extra-filmic narrative of the Hoodie, within the cinematic 

ǿƻǊƭŘ ǿƘŜƴ ŀǇǇǊƻŀŎƘŜŘ ŀǎ ŀ ŎƻƳǇŀǊŀǘƛǾŜ ǘƻƻƭΣ ǘƘŜ ƘƻƻŘƛŜ ƛƭƭǳƳƛƴŀǘŜǎ {ŀƳΩǎ 

identity as experienced by other characters. The hoodie aids in creating character 

narrative. While the abject construction of character remains stable, the character 

narrative as visualised by the hoodie is permeable to change. In Adulthood, Sam 

wears it as Jamie from Heartless does, as a sartorial defence of concealment, on his 

release from prison, to be able to navigate the urban-scape unnoticed. However, in 

Kidulthood, it is his hoodie that makes him recognisable and a target for violent 

attack. Although Sam retains his abject form in both films, the hoodie narrates 

characterisation and character trajectory within the confines of abjection.  

The last example in this chapter is that of Jake from Ill Manors. After passing an 

initial impromptu initiation, Marcel persuades Jake to run with his crew. Marcel 

ŘŜŎƛŘŜǎ WŀƪŜΩǎ ŎƭƻǘƘŜǎ ŀǊŜ ǘƻƻ ōǊƛƎƘǘ ŦƻǊ ǘƘeir activities and takes Jake and the crew 

shopping. The following montage is shot by camera phone and disrupts the 

ontology of the film, similar to scenes analysed further in Harry Brown, when the 

ŎŀƳŜǊŀ ǇƘƻƴŜ ŦƻƻǘŀƎŜ ŦǳǎŜǎ ǿƛǘƘ ǘƘŜ ŦƛƭƳΩǎ ŦƛŎǘƛƻƴ. The montage encapsulates Jake 

first choosing new clothes, which include a black hoodie, before the crew take him 

to a party where he is introduced to hard drugs, alcohol and sex. As the footage is 

returned to the ontology of the fiction form, Jake, dressed in his new black attire, 

accompanies the gang to a warehouse lock-up where a rival drug runner is tied up. 

Jake, fuelled by his new look, steps up as a gang member and joins in the 
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intimidation and assault of the hostage (Figs 13 and 14). The hoodie aids not only in 

ƴŀǊǊŀǘƛƴƎ WŀƪŜΩǎ ǘǊŀƴǎƛǘƛƻƴ ŦǊƻƳ ǿŜŜŘ-smoking teenager to crew-member, it also 

marks and functions as a symbolic ensnarement of Jake within the abject form. 

²ƘƛƭŜ WŀƪŜΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ ƳŀƴƘƻƻŘ ƛǎ ŜȄǇƭƻǊŜŘ ƳƻǊŜ Ŧǳƭƭȅ ƛƴ 

the following chapter, what is of importance here is how the hoodie symbolically 

supplies an identity for him to try on and perform ς an identity which rapidly results 

ƛƴ WŀƪŜΩǎ ƻǿƴ ƳǳǊŘŜǊΦ ¢ƘŜ ǳǎŜ ƻŦ ǘƘŜ ƘƻƻŘƛŜ ƛƴ WŀƪŜΩǎ ƴŀǊǊŀǘƛǾŜ ƛǎ ŜƳōƭŜƳŀǘƛŎ ƻŦ ǘƘŜ 

ƛǎǎǳŜ ƻŦ ƘƻƻŘƛŜ ŀǎ ŎƻǎǘǳƳŜ ŀŎǊƻǎǎ ǘƘŜ ŎȅŎƭŜΦ ²ƘƛƭŜ ǘƘŜ ƘƻƻŘƛŜ ƛƴ WŀƪŜΩǎ ŀōƧŜŎǘ 

narrative symbolises agency and negotiation in his identity formation, the mimesis 

ƻŦ ǘƘŜ ŀōƧŜŎǘ ŘƛǎŎƻǳǊǎŜ ƻŦ ǘƘŜ IƻƻŘƛŜ ǿƛǘƘƛƴ WŀƪŜΩǎ ŎƘŀǊŀŎǘŜǊ ǘǊŀƧŜŎǘƻǊȅ ŜƴƘŀƴŎŜǎ 

ǘƘŜ ŦƛƭƳΩǎ ŎƭŀƛƳ ǘƻ ǾŜǊƛǎƛƳƛƭƛǘǳŘŜ ōǳǘ ŎƻƳǇƭƛŎŀǘŜǎ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ 

ŦƛƭƳΩǎ ŦƛŎǘƛƻƴ ŀƴŘ ŀǳǘƘŜƴǘƛŎƛǘȅΦ ¢ƘŜ ƛǎǎǳŜ ǿƛǘƘ ǘƘŜ ƘƻƻŘƛŜ ƛǎ ƻǾŜǊ Ƙow the films fuse 

ƴŀǊǊŀǘƛǾŜ ǘǊŀƧŜŎǘƻǊȅ ǿƛǘƘ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴ ǿƛǘƘƛƴ ǘƘŜ ƎŀǊƳŜƴǘΩǎ ǎȅƳōƻƭƛǎŀǘƛƻƴΦ ¢ƘŜ 

abject discourse of the underclass underpins not only narrative trajectory, but also 

elements of the mise-en-scène, including the costume. The return of the dramatic 

ŘǊƛǾŜ ƻŦ ΨǇǊƻōƭŜƳ ŀƴŘ ǎƻƭǳǘƛƻƴΩ ƛƴ ǘƘŜ ǊŜŀƭƛǎǘ ǘŜȄǘ ŜƴƎǳƭŦǎ ŎƘŀǊŀŎǘŜǊ ƛƴ ŀƴ ŀōƧŜŎǘ 

state, resulting in an inevitable fatalism that the protagonists battle to escape. In 

the Hoodie Horror, narrative, characterisation and costume have to oblige the 

privilege of the revolting discourse of the underclass. The horror of abjection in the 

cycle is the new realism.  
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нΦпΥ ¢ŜƴŘŜǊ ƳŀǎŎǳƭƛƴƛǘƛŜǎΥ Ψ.ƻȅǎ ǿƛƭƭ ōŜ ōƻȅǎΩ 

 

Pity the plight of young fellows. 

Regard all their worries and cry. 

όΨtƛǘȅ ǘƘŜ tƭƛƎƘǘΩΣ Ill Manors, Plan B feat. John Cooper Clark) 

And do the dirty work for them 

The kind of work for men 

That are with the darkest pasts 

Not impressionable young children that never had a chance 

Growing up in these manors most are doomed from the start 

Cause the minds of their peers are as ill as their hearts 

όΨtƛǘȅ ǘƘŜ tƭƛƎƘǘΩΣ Ill Manors, Plan B feat. John Cooper Clark) 

Put your head up like a bad man. This is where you want to be 

(Chris, Ill Manors) 
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.Ŝƴ 5ǊŜǿΩǎ όŀƪŀΣ tƭŀƴ .ύ нлмн ŘƛǊŜŎǘƻǊƛŀƭ ŘŜōǳǘ ǘƘŜ ǊŀǇ ƻǇŜǊa, Ill Manors, 

epitomises the urban underclass male experience animated by the Hoodie Horror 

cycle. The film interweaves an ensemble of tandem narratives constructing the 

pervasiveness of abject lives across a localised urban setting in London. The 

multiple protagonists, Aaron, Ed, Jake and Chris, are situated in their own 

impossible narratives of a battle to survive, to exist, narratives that seek to 

illuminate the depth of impoverished lives in Britain of the new millennium. Drug-

use, drug-running, prostitution, human-trafficking, and gang-life, all feature in the 

film, demonstrating that human exploitation is not just a practice for globalisation 

and corporations, and not just a subject of Dickensian Britain. It is a film of the 

unloved and the desperate. The stylised back-stories constructed by montage 

sequences of either flashbacks or homespun cine-film inserts, overlaid with the 

soundtrack of individualised songs, narrate childhoods lost to abuse, drug-use, 

inadequate single-parenting, songs that serve to induce sympathy for the 

ŎƘŀǊŀŎǘŜǊǎΩ ǇƭƛƎƘǘǎΦ 5ǊŜǿ ǾƛŜǿǎ Ƙƛǎ ŦƛƭƳΣ ŀ Ǿƛǎǳŀƭƭȅ ǎǘȅƭƛǎŜŘ ŎƻƴŦƛƎǳǊŀǘƛƻƴ ƻŦ .Ǌƛǘ-grit, 

ŀǎ ƻŦŦŜǊƛƴƎ ǘƘŜ ΨŘŀǊƪ ǊŜŀƭƛǘȅΩ ƻŦ ƭƛǾŜǎ ǘƘŀǘ ǎƻƳŜ ƛƴ ƳƛŘŘƭŜ 9ƴƎƭŀƴŘ Řƻ ƴƻǘ ōŜƭƛŜǾŜ 

exists (Drew interviewed by Bainbridge, 2012: 27). Bainbridge perceives the film as 

ƻƴŜ ΨŎŀǇǘǳǊƛƴƎ ŀ ƳƻƻŘ ς ƻŦ ŘŜǎƻƭŀǘƛƻƴ ŀƴŘ ŀƴȄƛŜǘȅΩ ǊŀǘƘŜǊ ǘƘŀƴ ŀ ŎƛƴŜƳŀǘƛŎ ǇƻƭŜƳƛŎ 

(Bainbridge, 2012: 27), and a film that seeks to strike a debate on the causes of 

modern-day destitution. If there is a message the film conveys (and it is reasonable 

to assume there are some) it is as a nation, we should be ashamed.  

Lƭƭ aŀƴƻǊǎΩ animation of a young underclass masculinity is typical of the cycle of the 

whole. The male of the Hoodie Horror is pitted against what the films posit as the 
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real horrors of modern Britain, gun crime, gang-life, drug-use and familial 

abandonment. Theses male protagonists navigate and perform the monstrous 

realism of the cycle. These tender masculinities are confronted with events and 

lives that prove their masculinity to be insufficient for what the abject urbanscape 

threatens. The desolate and anxious tone of Ill Manors that Bainbridge identifies is 

the fatalistic abjection that contemporary cultural forms, the British cinematic text 

specifically here, conceptualise the underclass exist within. As this thesis asserts, 

the recent trajectory of British social realism envisages the underclass in 

increasingly revolting narratives and aesthetics, and the Hoodie Horror continues 

this progression. The narratives focus on the young underclass masculinity that is 

both violent and angry, and the confrontational challenges he encounters from the 

socio-economic to complicated communal and homosocial bonds, and how he 

navigates the adult masculinity that he must perform for his survival. The cycle is 

ŎƻƴŎŜǊƴŜŘ ƴƻǘ Ƨǳǎǘ ǿƛǘƘ ŀ ΨǎƭƛŎŜ ƻŦ ƭƛŦŜΩ ƻǊ ǘƘŜ ƳŜǊŜ ΨŜǾŜǊȅŘŀȅΩΣ ōǳǘ ǿƛǘƘ ŜȄƛǎǘŜƴŎŜ 

and survival of the Hoodie Horror male.   

2.4.1: Narratives of crisis  

As outlined in the previous two chapters in this section, for dramatic necessity an 

abject male is required for narratives of abjection, and this chapter argues how the 

Hoodie Horror male is crafted within the broad confines of the abject figure, 

symbolised through the hoodie as garment, and scripted by the overriding 

discourse of the Hoodie and underclass as abject. I suggest then, the films 

necessitate a performance of discourse and abjection by the male protagonists that 

subjugate the protagonists to acts of symbolic violence, a visual measure of the 
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symbolic abject state of the underclass male. Within the narrative bounds there is 

space given for variance in the presentation of abject states. However, the 

elicitation of sympathy and empathy from the audience, coupled with a narrative 

trajectory of capture and escape, ensure a continued entrapment within the 

symbolic abject.    

As this thesis is concerned with elucidating a cycle, this chapter focuses on the 

themes, motifs and concerns that construct the Hoodie Horror male ς the 

neoliberal other - across the films. This chapter asserts how the narratives of the 

Hoodie Horror provide the cultural, social, and aesthetic space that constructs the 

underclass masculinity within a punishing urban spectacle of violence, trauma and 

impoverishment that is specific to a national and temporal context. As an onscreen 

body as site through which socio-economic change and nationhood is explored, this 

chapter surveys how symbolic neoliberal citizenship in the films is constructed 

through discourse. While this thesis does position the representations of the 

underclass masculinity within narratives of a gender in crisis model, it does so with 

some qualification. If we were to approach the cycle uncritically, the films would 

appear as reflections of a nation experiencing insecurity and anxiety due to a raging 

urban criminality. Young, underclass males as disempowered and alienated, and 

using violence and illegal activities to reconfigure their identities would be a 

normative coming-of-age ritual. However, while this thesis is not disputing the film 

narratives do indeed follow a crisis model, these are narratives of a cultural 

discursive strategy in articulating how lower-Ŏƭŀǎǎ Ψōƻȅǎ ōŜŎƻƳŜ ƳŜƴΩ ƛƴ ƭŀǘŜ 

modernity, where economic and social transitions have negatively impacted the 
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ƭŀōƻǳǊ ƳŀǊƪŜǘ ŀƴŘ ǘǊŀŘƛǘƛƻƴŀƭ ƳŀƭŜ ǊƻƭŜǎΦ L Řƻ ƴƻǘ ŀǊƎǳŜ ǘƘŜǎŜ ŀǊŜ ΨǊŜŦƭŜŎǘƛƻƴǎΩ ƻƴ 

the everyday urban, or argue for authenticity, despite the form of some films or the 

claim of veracity by writers and directors. It does assert the representations are 

troubled and experience a crisis in identity which is presented as psycho-social 

narratives, and that the male protagonists are contingent on a contemporary 

discursive concern over the lower-class adolescent male, the discourse of Hoodie as 

national abject, and through a cinematic lineage of a gendered body that is utilised 

to explore and express cultural and economic fears. As R.W. Connell articulates, 

ΨǘƘŜ ōƻŘȅ ǊŜƳŀƛƴǎ ǘƘŜ ǎŎǊŜŜƴ ƻƴ ǿƘƛŎƘ ǘƘŜ ǿŜƭƭ-launched dramas of power and 

ŀƴȄƛŜǘȅ ŀǊŜ ǇǊƻƧŜŎǘŜŘΩ ό/ƻƴƴŜƭƭΣ мфутΥ 82).  

This chapter explores a cultural performance of abjection. I position the male of the 

cycle within a cultural and social reading of gender, but one that requires 

contextualisation against the lineage of representations of masculinity in the social 

realist texts. Approaching the male of the cycle as a cultural and social construction 

ŀƭƭƻǿǎ ŦƻǊ ŀ ǊŜŀŘƛƴƎ ƻŦ ƎŜƴŘŜǊ ŀǎ ǎƻŎƛŀƭ ǇǊŀŎǘƛŎŜ ǿƘƛŎƘ ƛǎ ƛƴŦƻǊƳŜŘ ōȅ wΦ²Φ /ƻƴƴŜƭƭΩǎ 

conceptualisation of how gender relations are arranged around reproductive 

grouping but respond to historical and social situations within the power structures 

ƻŦ ǎƻŎƛŜǘȅ όнллрΥ тнύΦ ¢ƘŜ ǇŀǊŀƳŜǘŜǊǎ ƻŦ ǘƘŜ ŎƘŀǇǘŜǊΩǎ ŀƴŀƭȅǎƛǎ ŀǊŜ ǘƻ ŀǇǇǊƻŀŎƘ ǘƘŜ 

male within his social, communal and domestic spheres and to argue that the 

performance of male underclass abjection reveals a broader range of male 

anxieties, concerns and resentments that articulate anxieties over citizenship that 

circle those of economic, social and political disempowerment. Furthermore, this 
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ŎƘŀǇǘŜǊ ǿƛƭƭ ŎƻƳƳŜƴǘ ƻƴ Ƙƻǿ ǘƘŜ ŎȅŎƭŜΩǎ ŀƴƛƳŀǘƛƻƴ ƻŦ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ƳŀƭŜ ǊŜǾŜŀƭǎ 

an absence and a lack in these masculinities as a condition of late modernity.  

I begin by broadly summarising recent key texts on onscreen masculinity, with an 

obvious focus on the British male. To open the analysis I shall start with a broad and 

constructive platform to the cinematic male, an approach sketched by Pat Kirkham 

and Janet Thumim. The provision of such a precis here is to illuminate the critical 

analytical approaches in conceptualising this gender and how these inform the 

methodology of this thesis. Attention is also granted to scrutinise the idea of a 

ΨŎǊƛǎƛǎ ƛƴ ƳŀǎŎǳƭƛƴƛǘȅΩ ōȅ ǇŜǊǳǎƛƴƎ ŦǳǊǘƘŜǊ ŎƛƴŜƳŀǘƛŎ ŜƴǉǳƛǊȅ ŀƴŘ ǊŜŎŜƴǘ ǎƻŎƛƻ-

cultural research.  

 2.4.2: Mad about the boy 

!ƴŘ ŀƭƭ ōŜŎŀǳǎŜ LΩƳ ƳŀŘ ŀōƻǳǘ ǘƘŜ ōƻȅ 

(ΨMad About the BoyΩ, Noel Coward, 1932) 

Kirkham and Thumim open both their edited collections, You Tarzan, Masculinity, 

Movies and Men (Kirkham and Thumim, 1993) and Me Jane: Masculinity, Movies 

and Women (Kirkham and Thumim, 1995), with expedient summarisations of 

certain persistent sites that signal particular traits and themes of masculinity which 

are interrogated in the chapters across both volumes. The broad sites Kirkham and 

Thumim identify are, the body, action, the external world and the internal world 

(Kirkham and Thumim, 1993: 11). The body is concerned with the physical body as 

spectacle, which also can be broadened to comprise actor performance and star 

persona. Action engages with the doing, or acts of men ς violence, endurance and 

aggression ς the instruction and formation of the body in constructing masculinity 
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(12-16). The external world encompasses the male as a social being, with 

consideration given to patriarchal order and hierarchal status within social and 

cultural mechanisms (18-21). Lastly, the interior world which Kirkham and Thumim 

ŘŜǎŎǊƛōŜ ŀǎ ǘƘŜ ΨŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ŀǊǘƛŎǳƭŀǘƛƻƴ ƻŦ ōŜƛƴƎΩ όмнύ ǿƘƛŎƘ ƭƻƻǎŜƭȅ ǘǊŀƴǎƭŀǘŜǎ 

into the expression of male anxiety (22-26).  

The British onscreen male as a performance of anxiety is a consistent thread in 

ǎŎƘƻƭŀǊǎƘƛǇΦ [Ŝƻƴ IǳƴǘΩǎ ǿƻǊƪ ƻŦŦŜǊǎ ƻŦŦŜǊǎ ǎǳŎƘ ŀ ŘƛŀƎƴƻǎƛǎ ƛƴ Ƙƛǎ ŀƴŀƭȅǎƛǎ ƻŦ .ǊƛǘƛǎƘ 

ƳŀǎŎǳƭƛƴƛǘȅ ƛƴ ǘƘŜ мфтлǎ όIǳƴǘΣ мффуύΦ IǳƴǘΩǎ ŀǎǎŜǎǎƳŜƴǘ ƻŦ ǘƘŜ ΨǳƴŎŜǊǘŀƛƴ 

ƳŀƭŜƴŜǎǎΩ ƻŦ ǘƘŜ ŘŜŎŀde is that this is the first crisis in masculinity since the end of 

the second world war. This indeterminate male was affected by the decline in 

industrialisation and labour relations, and the ascendency of feminism and the gay 

movement (Hunt, 1998), but a maleness that endeavoured to reassert itself by 

masculinization after a period of what Fintan Walsh would assess to be a period of 

ǎƻŎƛŀƭ ŀƴŘ ŜŎƻƴƻƳƛŎ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ό²ŀƭǎƘΣ нлмлΥ фύΦ bƛŎƻƭŀ wŜƘƭƛƴƎΩǎ ŀǊǘƛŎƭŜ ƻƴ 

male representation in the British hooligan film (Rehling, 2011: 162-72) and Sarah 

DƻŘŦǊŜȅΩǎ ŀƴŀƭȅǎƛǎ ƻŦ {ƘŀƴŜ aŜŀŘƻǿΩǎ Twenty-Four Seven (Shane Meadows, 1997) 

(Godfrey, 2013: 846-62) both explore the gender politics of individualism and male 

collectivity as a response to the shifting nature of working-class identities in a post-

ƛƴŘǳǎǘǊƛŀƭ ƴŀǘƛƻƴΦ wŜƘƭƛƴƎΩǎ ŦƻŎǳǎ ƻƴ Ƙƻǿ ǾƛƻƭŜƴŎŜ ǊŜƳŀǎŎǳƭƛƴƛȊŜǎ ǿƻǊƪƛƴƎ-class 

male identities, relocating homosocial bonds to the tribal formation of hooliganism 

ǿƘŜǊŜΣ ΨŦƻƻǘōŀƭƭ ǾƛƻƭŜƴŎŜ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ŀƴ ŜȄŎƭǳǎƛǾŜƭȅ Ƴale preoccupation, one 

ǘƘŀǘ ŜƴŀōƭŜǎ ǘƘŜ ŜƴŀŎǘƳŜƴǘ ƻŦ ŀƴ ǳƴŘƛƭǳǘŜŘΣ ǇǊƛƳŀƭ ƳŀǎŎǳƭƛƴƛǘȅΩ όwŜƘƭƛƴƎΣ нлммΥ 

мсуύΦ DƻŘŦǊŜȅ ŎƻƴǘŜȄǘǳŀƭƛǎŜǎ ǘƘŜ ŎǊƛǎƛǎ ƻŦ ǘƘŜ ΨǘǊƻǳōƭŜŘ ǿƘƛǘŜ ƳŀǎŎǳƭƛƴƛǘȅΩ όDƻŘŦǊŜȅΣ 
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2013: 848) in Twenty-Four Seven ŀǎ ǇŀǊǘ ƻŦ aŜŀŘƻǿǎΩ ƎǊƻǿƛƴƎ ƻŜǳǾǊŜΣ and within 

the cultural and social changes that have impacted employment and gender 

ǊŜƭŀǘƛƻƴǎ όупфύΦ aƻƴƪΩǎ ǿƻǊƪ ƻƴ ǘƘŜ мффлǎ ǳƴŘŜǊŎƭŀǎǎ ŦƛƭƳ όнлллŀύ ŀƴŘ ƳŜƴ ƛƴ ǘƘŜ 

decade (2000b), also situates the representation of an underclass masculinity as a 

site of anxiety and an effect of the loss of working-class male labour (Monk, 2000a: 

нулύΦ aƻƴƪΩǎ ǿƻǊƪ ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ wŜƘƭƛƴƎΩǎ ƻƴ ƴŀǊǊŀǘƛǾŜ ǎǘǊŀǘŜƎƛŜǎ ǘƘŀǘ ǎŜŜƪ ƴƻǘ 

only to position male disempowerment as a problem, but also to reverse it, as well 

as positioning films such as Trainspotting and Twin Town ŀǎ ΨǊŜŀǎǎǳǊƛƴƎΩ 

representations of an underclass as subculture (279). Monk positions the films and 

the underclass male within the lineage of the social realist text, while 

contextualising the films within the transformed national cultural industries that 

commodified subcultural lives and the underclass in a reinvigorated national and 

political identity, exemplified by Cool Britannia and Brit Art (282-83).  

The male as a site of political and social anxiety is not only the concern of the realist 

ǘŜȄǘΦ !ǎ [ƛƴƴƛŜ .ƭŀƪŜΩǎ ǿƻǊƪ ƻƴ ǘƘŜ .ǊƛǘƛǎƘ ƘƻǊǊƻǊ ŦƛƭƳ ƛƴ ǘƘŜ ŜŀǊƭȅ ȅŜŀǊǎ ƻŦ ǘƘŜ 

millennium demonstrates, the changing political and social landscape is reflected in 

representations of the male in horror. In Wounds of a Nation (2008), Linnie Blake 

asserts that the arrival of the New Labour government in the late 1990s, wrought a 

crisis in masculinity models as the hybridised model of gender identity the 

government espoused endangered the traditional roles already under threat from 

the social changes instigated by the Thatcherite project. Blake argues that what was 

emblematic of New Labour was its hybridity. And this extended to the model of 

masculinity that the incoming government conceived and promoted, and that for 
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Blake, Tony Blair himself embodied (Blake, 2008: 155-59). Blake maps out this 

model of masculinity as one that fused traditional male characteristics such as 

ŀǎǎŜǊǘƛǾŜƴŜǎǎ ŀƴŘ ŘŜŎƛǎƛǾŜƴŜǎǎ ǿƛǘƘ ƳƻǊŜ ΨƴŜǿ ƳŀƴΩ ǉǳŀƭƛǘƛŜǎ ǎǳŎƘ ŀǎ ƴǳǊǘǳǊƛƴƎ ƛƴ 

both familial and social justice capacity (157-руύΦ ²ƛǘƘ ǘƘŜ ƴŀǘƛƻƴ ǎǘƛƭƭ ƛƴ ΨǘǊŀǳƳŀΩ 

from the catastrophic social and economic changes that Thatcherism heralded in 

transforming the country from industrialised nation to a service culture, Blake 

argues how British horror cinema in the new millennium are explorations of the 

battles between progressive and traditional models of masculinity.  

2.4.3: Approaching offscreen crisis of masculinity 

¢ƘŜǊŜ ŀǊŜΣ ǘƘƻǳƎƘΣ ƛƴƘŜǊŜƴǘ ƛǎǎǳŜǎ ǿƛǘƘ ǘƘŜ ŜƳǇƭƻȅƳŜƴǘ ƻŦ ǿƻǊŘ ΨŎǊƛǎƛǎΩ ƛƴ ǊŜƭŀǘƛƻƴ 

to the position of masculinity, and it is often used too idiomatically to be 

meaningful. Scholarship on masculinity (Connell, 2005; Beynon, 2002; Nayak and 

Kehily, 2008) warns to be vigilant on the meaning of crisis when applied to gender. 

Lynne Segal views the masculine in crisis as a discursive strategy to preserve 

patriarchal privilege (Segal cited in Beynon, 2002: 91). Connell argues that to speak 

of a masculinity in crisis is misleading as it pre-supposes a coherent and hegemonic 

system already in place. Rather, by locating masculinity as a configuration of a 

social and historical practice within a structure of gender relations, Connell asserts 

how there can be a criǎƛǎ ƻŦ ŀ ΨƎŜƴŘŜǊ ƻǊŘŜǊΩΣ ƻǊ ŀ ΨǘŜƴŘŜƴŎȅ ǘƻǿŀǊŘǎ ŎǊƛǎƛǎΩΣ ǿƘŜǊŜ ƛǘ 

is more suitable to approach masculinity in terms of a gender disrupted or 

transformed (Connell, 2005: 84-85). Beynon somewhat agrees by arguing 

generational changes to masculinity initiates the idea of crisis, when in essence it is 

a gender in transformation as it realigns itself in response to changing social and 
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ŜŎƻƴƻƳƛŎ ŘŜƳŀƴŘǎΣ ŘŜƳŀƴŘǎ .Ŝȅƴƻƴ ŎŀǘŜƎƻǊƛǎŜǎ ƛƴǘƻ ŀ Ψƭƻǎǎ ƻŦ ǊƛƎƘǘǎΩ ŀƴŘ ǎƘƛŦǘƛƴƎ 

employment opportunities (Beynon, 2002: 75-97). Mangan, with a focus on the 

instability and mutability of the masculine identity, asserts that crisis is constitutive 

of masculinity,  

/Ǌƛǎƛǎ ƛǎ Χ ŀ ŎƻƴŘƛǘƛƻƴ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅ ƛǘǎŜƭŦΦ aŀǎŎǳƭƛƴƛǘȅ ƎŜƴŘŜǊ ƛŘŜƴǘƛǘȅ ƛǎ 

never stable: its terms are continually being re-defined and re-negotiated 

and gender performance continually being re-staged. Certain themes and 

tropes inevitably reappear with regularity, but each ear experiences itself in 

different ways.  

(Mangan cited in Beynon, 2002: 90)  

Furthermore, Fintan Walsh asserts how the process of crisis is a constitutive 

component of political mechanisms, and social and economic structures. Indeed, 

periods of crisis and trauma are succeeded with remasculinization (Walsh, 2010: 9).  

IƻǿŜǾŜǊΣ .ŜȅƴƻƴΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ǿǊƛǘing (including self-help books, media, 

broadsheets and magazines) and scholarship on masculinity argues of the year 

нллл ōŜƛƴƎ ŀ ǿŀǘŜǊǎƘŜŘ ŦƻǊ ŀƭŜǊǘƛƴƎ ŜǾŜǊȅƻƴŜ ǘƻ ǘƘŜ ΨƳŀǎŎǳƭƛƴŜ ƛƴ ŎǊƛǎƛǎΩ ŘƛǎŎƻǳǊǎŜ 

ό.ŜȅƴƻƴΣ нллнΥ тнύΦ /ƛǘƛƴƎ ŀƴ ŀǊǊŀȅ ƻŦ ǇǳōƭƛŎŀǘƛƻƴǎ ƻŦ Ψōƻȅ ƛƴ ŎǊƛǎƛǎΩ ƳŀǘŜǊƛŀƭ ǘƘŀǘ 

ŦƻƭƭƻǿŜŘ !ƴǘƘƻƴȅ /ƭŀǊŜΩǎ On Men (2000), Beynon views the cultural landscape 

proliferated with concerning data on the performance of the contemporary male as 

its gender and thus position within the social being consistently curtailed through 

employment and familial changes (Beynon, 2002: 77). Beynon briefly elaborates by 

arguing how available data on masculinity in Britain during the closing decade of 

the twentieth century displayed boys underperforming at school, young men being 

ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ Ƴƻǎǘ ǎƻŦǘ ŎǊƛƳŜ ŀƴŘ ƳŜƴ ό.ŜȅƴƻƴΩǎ ŘŜƳŀǊŎŀǘƛƻƴύ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ 



 116 

most violent crime; men were four times more likely to commit suicide than 

ǿƻƳŜƴΣ ŀƴŘ ƳŜƴΩǎ ƘŜŀƭǘƘ ǎǳŦŦŜǊŜŘ ŦǊƻƳ ƴŜƎŀǘƛǾŜ ƛƳǇŀŎǘ ŜŀǊƭƛŜǊ ƛƴ ƭƛŦŜ ǘƘŀƴ 

ǿƻƳŜƴΩǎ όтп-78). For Beynon, when this data is combined with the rise of feminism 

and the gay movement and the social and economic changes wrought by the shift 

from industrialisation to service industry, Beynon positions the British masculinity 

as negatively impacted across the strata of social and cultural life and become a site 

ŦƻǊ ŀ ǾŀƴƎǳŀǊŘ ƻŦ ǎƻŎƛŀƭ ŎƻƴŎŜǊƴǎ ŀƴŘ ǿŀǎ ƻŦǘŜƴ ΨǘƘŜ ŎŀǳǎŜ ŀƴŘ ǎȅƳǇǘƻƳ ƻŦ ŀ 

ǎƻŎƛŜǘȅ ƛƴ ŎǊƛǎƛǎΩ όтпύΦ  

bŀȅŀƪ ŀƴŘ YŜƘƛƭȅΩǎ ǊŜǎŜŀǊŎƘ ŎƻƴǘƛƴǳŜǎ ǘƘŜ ŎƘŀƭƭŜƴƎŜ ǘƻ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ŀ ŎǊƛǎƛǎ ƛƴ 

gender. Critically they ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŀǘ ǘƘŜ ΨŎǊƛǎƛǎ ƛƴ ƳŀǎŎǳƭƛƴƛǘȅΩ ƳƻŘŜƭ ƛǎ ǘƘŜ 

dominant discourse for analysis of the male adolescent but impose four critical 

ǉǳŀƭƛŦƛŎŀǘƛƻƴǎ ƻƴ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ǘŜǊƳΣ ΨŎǊƛǎƛǎΩΣ ŎƻƴŎŜǊƴƛƴƎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴΣ ŎǳƭǘǳǊŀƭ 

differences in gender, the imprecision in application, and lastly the misplaced 

relationship between gender and employment (Nayak and Kehily, 2008: 38-51). 

First, they highlight, as Connell has before, the conceptual contradiction in 

attaching the word, crisis, to a term such as masculinity that is a fluid social 

construct, temporally and culturally informed, rather than a fixed object (48). 

Second, the notion of a crisis in masculinity is a western problem relating to the 

relocation of manufacturing work to developing countries. Therefore, is this a far 

ōǊƻŀŘŜǊ ŎƻƴŎŜǊƴ ƻŦ ŀ ΨǿƘƛǘŜ ŎǊƛǎƛǎΩΚ όпуύΦ ¢ƘƛǊŘΣ ǘƘŜ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ǘŜǊƳ ƛǎ ǘƻƻ 

ƻŦǘŜƴ ƛƴŘƛǎǘƛƴŎǘΣ ŀƴŘ ƛǎ ƳƻǊŜ ŀƭƛƎƴŜŘ ǘƻ ǘƘŜ ǇŜǊǇŜǘǳŀƭ ΨǘǊƻǳōƭŜǎƻƳŜ ȅƻǳǘƘΩ ǊƘŜǘƻǊƛŎ 

that is interwoven with moral panics and sub-cultures; rhetoric that is class-bound 

and consistently applied to the lower-class male (49-50). Lastly, the approach to 
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understanding masculinity within the sphere of employment is too narrow, 

ǊŜǎǳƭǘƛƴƎ ƛƴ ŀ ΨŎǳƭǘǳǊŀƭ ŘƛǎǎƻƴŀƴŎŜΩ ōŜǘǿŜŜƴ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ƳŜŘƛŀ ŀǊǘƛŎǳƭŀǘƛƻƴǎ ŀƴŘ 

tƘŜ ΨƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜΩ ƻŦ ȅƻǳƴƎ ƳŜƴ όрлύΦ LƴŘŜŜŘΣ bŀȅŀƪ ŀƴŘ YŜƘƛƭȅ ŀǎǎŜǊǘ ǘƘŀǘ ǘƘŜ 

ŎǊƛǎƛǎ ƛƴ ƳŀǎŎǳƭƛƴƛǘȅ ƛǎ ŀ ƳŜǊŜ ΨƳȅǘƘ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅΩ όоуύ ŀƴŘ ƴƻ ƳƻǊŜ ǘƘŀƴ ŀ 

ΨŎƻƳǇŜƭƭƛƴƎ ƴŀǊǊŀǘƛǾŜΩ όофύΦ CǳǊǘƘŜǊƳƻǊŜΣ bŀȅŀƪ ŀƴŘ YŜƘƛƭȅ ƻōǎŜǊǾŜǎ ƛǘ ƛǎ ƻŦǘŜƴ ŀ 

narrative applied to lower-class young men for the following reasons (41). First, the 

ŎƻƴŎŜǇǘ ƻŦ ȅƻǳǘƘ ƛǎ ƻŦǘŜƴ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ōŜƛƴƎ Ψƻǳǘ ƻŦ ŎƻƴǘǊƻƭΩ ŀƴŘ ǘƘǊŜŀǘŜƴƛƴƎ ŀƴŘ 

ŜƳǇƭƻȅŜŘ ǘƻ ǊŜǇǊŜǎŜƴǘ ΨǿƘŀǘ ƛǎ ǿǊƻƴƎΩ ǿƛǘƘ ǎƻŎƛŜǘȅ όтύΦ {ŜŎƻƴŘΣ ŀǎ {ƪŜƎƎǎ ƻōǎŜǊǾŜǎΣ 

ΨǘƘŜ ōƻŘȅ ƛǎ ǘƘŜ Ƴƻǎǘ ǳōƛǉǳƛǘƻǳǎ ǎƛƎƴƛŦƛŜǊ ƻŦ ŎƭŀǎǎΩ ό{ƪŜƎƎǎΣ мффтΥунύΣ ŀƴŘ ǘƘŜ ōƻŘƛŜǎ 

of lower-class masculinities are often inscribed as disorderly, unruly and disruptive 

(Hebdige, 1979; Cohen, 1997), or as Nayak and Kehily assert, lumpen (Nayak and 

Kehily, 2008: 41).  

bŀȅŀƪ ŀƴŘ YŜƘƛƭȅ ƻŦŦŜǊ ŀ ŎƻƴŎŜǇǘǳŀƭ ǊŜǇƭŀŎŜƳŜƴǘ ŦƻǊ ΨŎǊƛǎƛǎΩ ōȅ ǊŜǇƻǎƛǘƛƻƴƛƴƎ ǘƘŜ 

gender anxiety to a crisis of identity. They accept how labour market transition 

from manual labour to the service industry, from full-time to more casual terms of 

employment as effecting the lower-Ŏƭŀǎǎ ƳŀƭŜΩǎ ǘǊŀƴǎƛǘƛƻƴ ǘƻ ŜŘǳŎŀǘƛƻƴ ǘƻ 

ŜƳǇƭƻȅƳŜƴǘΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ΨȅƻǳƴƎ ƳŜƴ ŀǘǘŜƳǇǘƛƴƎ ǘƻ ǊŜǿǊƛǘŜ ǘƘŜƛǊ ƭŀōƻǳǊ 

ōƛƻƎǊŀǇƘƛŜǎ Χ ǇǳǊǎǳƛƴƎ ƳǳƭǘƛǇƭŜΣ ŦǊŀƎƳŜƴǘŜŘ ƻǊ ǳƴŀŎŎƻƳǇƭƛǎƘŜŘ ǘǊŀƴǎƛǘƛƻƴǎΩ όпл-

41).  

The selected scholarship is chosen for the framework it provides for analysis of 

ƳŀǎŎǳƭƛƴƛǘȅ ƛƴ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊΦ YƛǊƪƘŀƳ ŀƴŘ ¢ƘǳƳƛƳΩǎ ǿƻǊƪΣ ŀƴŘ bŀȅŀƪ ŀƴŘ 

YŜƘƛƭȅΩǎ ǊŜǎŜŀǊŎƘΣ ŎǊŜŀǘŜǎ ŀ ōǊƻŀŘ ŀƴŘ ǿƛŘŜ ǇƭŀǘŦƻǊƳ ƛƴ ǿƘƛŎƘ ǘƻ ŀǇǇǊƻŀŎƘ ƴƻǘ ƻƴƭȅ 

a cinematic construction of masculinity, but also the performance of gender, aiding 
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this chapter with its analysis of enacting male abjection. Monk, Rehling and 

DƻŘŦǊŜȅΩǎ ǿƻǊƪ ǎǳǇǇƭƛŜǎ ŀƴ ƻǳǘƭƛƴŜ ƻŦ ǘƘŜ ŎƻƴŎŜǊƴǎ ƻŦ ǎŎƘƻƭŀǊǎƘƛǇ ƛƴ ŎƻƴŎŜǇǘǳŀƭƛǎƛƴƎ 

the onscreen British lower-class male, and the cruciality of perceiving the gender as 

disrupted and distressed within a post-industrial nation and changing labour and 

gender conditions. What is critical here is how British realist texts conceive identity 

formation within the political and social national landscape ς the individual and 

society.  

2.4.4: Absence in the neoliberal other 

But, for young people, hoodies are often more defensive than offensive. 

They're a way to stay invisible in the street. 

(David Cameron, 2006) 

The Hoodie Horror continues this avenue of investigation, but with a focus of the 

underclass male as central to, and the effect of, the political project of 

ƴŜƻƭƛōŜǊŀƭƛǎƳΣ ǿƘƛŎƘ ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ .ŜȅƴƻƴΩǎ ŀǎǎŜǎǎƳŜƴǘ ƻŦ ŎŀǳǎŜ ŀƴŘ ǎȅƳǇǘƻƳΣ 

ŀƴŘ bŀȅŀƪ ŀƴŘ YŜƘƛƭȅΩs notion of cultural dissonance. This chapter acknowledges 

the gender crisis model in the narratives, but positions it as one of male identity, 

and how it offers an appropriate platform for the abject discourse of the male 

underclass.   

I begin with a broad brush, with a comparative scrutiny between the body of the 

Hoodie Horror male across the cycle and the celebrated male of the British New 

Wave. Whilst approaching the figure for what it is not may come with its own 

challenges and disadvantages, this avenǳŜ ŀƛŘǎ ƛƴ ŀǇǇǊŜŎƛŀǘƛƴƎ ǘƘŜ ŎȅŎƭŜΩǎ 

masculinity as abject and in perceiving the transition from pleasurable spectacle of 
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working-class representation to abject spectacle of underclass. If we take the 

position that the 1960s was a decade that ushered in a focus on working-class 

representation across cultural platforms, and the body of the lower-class male as a 

site that is inscribed with cultural and social shifts, then we can logically perceive 

the male as a body where performance of class is enacted. The body of the Hoodie 

Horror male then becomes vital to trace a contemporary history of working-class 

ŀƴŘ ǳƴŘŜǊŎƭŀǎǎ ǇŜǊŦƻǊƳŀƴŎŜΦ YƛǊƪƘŀƳ ŀƴŘ ¢ƘǳƳƛƳΩǎ ŀǇǇǊŀƛǎŀƭ ƻŦ ǘƘŜ ƳŀƭŜ ōƻŘȅ 

onscreen discusses its qualities, both naked and adorned, as an erotic spectacle, 

cultural icon and a site inscribed on the surface with masculine characteristics 

(Kirkham and Thumim, 1993: 12-13). While the physical body is approached as 

ǎƛƎƴƛŦƛŜǊ ƻŦ ŜƴŘǳǊŀƴŎŜ ŀƴŘ ǇƭŜŀǎǳǊŜΣ ǘƘŜ ŦƻŎǳǎ ƛǎ ƻƴ ΨǉǳŀƭƛǘƛŜǎ ŜƛǘƘŜǊ ŀǎǎŜǊǘŜŘ ƻǊ 

assumed in the construction and development of masculine characters, or they may 

ōŜ ǎƛƎƴƛŦƛŜǊǎ ƻŦ ǘƘŜƳŜǎ Χ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ŀƴ ƛƴǘŜǊǊƻƎŀǘƛƻƴ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅΩ όYƛǊƪƘŀƳ 

and Thumim, 1993: 11). One aspect omitted is the body as signifier of class. The 

assertion here is how the physical male body in the Hoodie Horror embodies 

ǳƴŘŜǊŎƭŀǎǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΦ Lƴ ƘŜǊ ŎƘŀǇǘŜǊ ƻƴ !ƭōŜǊǘ CƛƴƴŜȅΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƛƴ 

Saturday Night and Sunday Morning (Karel Reisz, 1966), Christine Geraghty 

ƻōǎŜǊǾŜǎ Ƙƻǿ ǘƘŜ ƻǇŜƴƛƴƎ ǎŎŜƴŜǎ ŜǎǘŀōƭƛǎƘŜǎ !ǊǘƘǳǊ {ŜŀǘƻƴΩs masculinity. Geraghty 

ŀǊƎǳŜǎ Ƙƻǿ ǘƘŜ ŎŀƳŜǊŀ ǇǊƛǾƛƭŜƎŜǎ {ŜŀǘƻƴκCƛƴƴŜȅΩǎ ōƻŘȅ ƛƴ ǘƘŜ ŦǊŀƳŜ ǘƘŀǘ 

ŎƻƴǎǘǊǳŎǘǎ ŀ ōǊŀǿƴ ƳŀǎŎǳƭƛƴƛǘȅ ŀǎ ǇƭŜŀǎǳǊŀōƭŜ ǎǇŜŎǘŀŎƭŜΣ ōǳǘ ŀƭǎƻ ǘƻ ŀǎǎŜǊǘ {ŜŀǘƻƴΩǎ 

sexual prowess and male independence. A certain type of brawn is required for 

manual labour. As the narrative domesticates and desexualises Seaton, so as 

Geraghty argues, his body is closed off by the frame (Geraghty, 1993: 62-72). I 

ǿƻǳƭŘ ŀƭǎƻ ŀŘŘ CƛƴƴŜȅΩǎ ǇƘȅǎƛŎŀƭ ǇǊŜǎŜƴŎŜ Ŏŀƴ ōŜ ǊŜŀŘ ŀǎ ŀ ǎƛƎƴƛŦƛŜǊ ƻŦ ŀƴ ŀǎǎŜǊǘƛƻƴ 
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of working-cƭŀǎǎ ǿƛǘƘƛƴ ǘƘŜ ǇǳōƭƛŎ ŀǊŜƴŀΦ !ǎ DŜǊŀƎƘǘȅ ƴƻǘŜǎΣ {ŜŀǘƻƴΩǎ ōƻŘȅ ƛǎ 

framed at his work-ǇƭŀŎŜ Ψǎƻ ǘƘŀǘ Ƙƛǎ ǎƘƻǳƭŘŜǊǎΣ ǳǇǇŜǊ ŀǊƳǎ ŀƴŘ ŦŀŎŜ ƛƳǇƻǎŜ 

ǘƘŜƳǎŜƭǾŜǎ ƻƴ ǘƘŜ ǎŎǊŜŜƴΩ όсоύΣ ŀƴŘ ƭŀǘŜǊ ƛƴ ŀ ΨōƻƻȊƛƴƎ-ƳŀǘŎƘΩ όсоύ ŀƴŘ ǘƘŜƴ ƛƴ ŀ 

passionate embrace with his girlŦǊƛŜƴŘΣ .ǊŜƴŘŀΣ ƛƴ ŀ ǎƘƻǘ ǘƘŀǘ ΨƎƛǾŜǎ ŀ ǾƛŜǿ ƻŦ Ƙƛǎ 

ΨōŜŜŦȅΩ ŀǊƳǎ ŀƴŘ ǎƘƻǳƭŘŜǊǎΩ όспύΦ CƛƴƴŜȅΩǎ ōƻŘȅ ƛǎ ŎŜƴǘǊŀƭƛǎŜŘ ƛƴ ǘƘŜ ŦǊŀƳŜ ƘŜǊŜ ŀǎ ŀ 

ŦƛƭƳƛŎ ǎǘǊŀǘŜƎȅ ƻŦ ΨǾƛǎǳŀƭ ǇƻǿŜǊΩ όтмύ ǘƻ ƴƻǘ ƻƴƭȅ ǘƻ ŜƴŀŎǘ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ 

working-class and manual labour in how employment is a signifier of class, but also 

ǘƻ ŜȄǇƭƻǊŜ Ψŀ ǿƻǊƪƛƴƎ-Ŏƭŀǎǎ ŎƻƳƳǳƴƛǘȅ ŀǘ ǘƘŜ Ǉƻƛƴǘ ƻŦ ŎƘŀƴƎŜΩ όстύΦ L ǿƻǳƭŘ ŀƭǎƻ 

extend this to how the sheer physical presence of actors also aided in asserting 

working-class representation in cultural forms. As with Alan Bates in A Kind of 

Loving (John Schlesinger, 1962) and Richard Harris in This Sporting Life (Lindsay 

!ƴŘŜǊǎƻƴΣ мфсоύΣ ǘƘŜ ŀŎǘƻǊǎΩ ōƻŘƛŜǎ ƴƻǘ ƻƴƭȅ ƳŀǊƪŜŘ ŀƴ ΨŀǊǊƛǾŀƭΩ ƻŦ ǿƘŀǘ Iƛƭƭ 

ŘŜǎŎǊƛōŜǎ ŀǎ ΨǘƘŜ ƴŜǿ ǿƻǊƪƛƴƎ-Ŏƭŀǎǎ Χ ƛŘŜƴǘƛŦƛŜŘ ǿƛǘƘ ŀŦŦƭǳence, consumption and 

ƭŜƛǎǳǊŜΩ όIƛƭƭΣ нлллŀΥ нрмύΣ ōǳǘ ŀƭǎƻ ƛƭƭǳƳƛƴŀǘŜŘ ǘƘŜ ǿƻǊƪƛƴƎ-class male as 

charismatic, sexualised and pleasurable. As Colls and Dodd have observed, 

representations of the working-Ŏƭŀǎǎ ƳŀƭŜ ƻŦǘŜƴ ΨŎŜƭŜōǊŀǘŜΩ ǘƘŜ ƳŀƭŜ ōƻŘȅ ǘƘǊƻǳƎƘ 

spectacularising the body in action either at work or undertaking a sports activity 

(Colls and Dodd, 1985: 24).  

In comparison, the physical presence of the male in the Hoodie Horror illuminates 

the neoliberal other not just as vulnerable and insufficient, but an imperilled and 

subjugated masculinity. It is the physical manifestation of male disempowerment. 

The male protagonists of the cycle perform the abject state. Paradoxically, it is their 

desire for invisibility that makes them visible. Joe in Piggy, Matthew in The 
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Disappeared, Jamie in Heartless, and Tommy in Citadel, all seek to withdraw from 

society as their mental health and fractured familial relationships prohibits 

socialisation and entry into community, or wider social structures. Tommy is 

continually narrated within the domestic and is often framed hiding in his home 

from the hoodies he considers are stalking him and his daughter, Elsa. Jamie 

persistently wears his hoodie when navigating his urban surroundings due to his 

marked face, as mentioned earlierΦ WƻŜΩǎ ǾƻƛŎŜƻǾŜǊ ƴŀǊǊŀǘŜǎ WƻŜΩǎ ƭƻƴŜ ŦƛƎǳǊŜ ƛƴ ǘƘŜ 

frame in his workplace, his home and around the local streets, whilst Harry 

¢ǊŜŀŘŀǿŀȅΩǎ ōƻŘƛƭȅ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ ŀōƧŜŎǘƛƻƴΣ ƘŜŀŘ ŘƻǿƴǘǳǊƴŜŘΣ ǎƘƻǳƭŘŜǊǎ ƛƴΣ 

ŜƴŀŎǘǎ Ƙƛǎ Ǝǳƛƭǘ ƻǾŜǊ Ƙƛǎ ōǊƻǘƘŜǊΩǎ ŘƛǎŀǇǇŜŀǊŀnce and the fractured relationship with 

his father. All are consistently framed as the loners of the narratives, and their lack 

of physical presence onscreen amplifies the extent of their symbolic abjection, their 

disempowerment and inability to exert agency over their own lives. Even when 

framed in a close-up, the wearing of the hoodie serves to conceal and deny the very 

presence of their bodies from the gaze of the audience (Figs 15 ς 18). In Kidulthood 

and Adulthood, Sam in both films and Trife in the first film are regularly framed 

wearing their hoodies. While Sam wears his as a symbol of his machismo in order to 

assert his male authority amongst his peers, the hoodie also serves to secrete his 

criminal activities and to conceal his identity, enabling him to navigate his hostile 

urban seemingly unseen (Figs 19 and 20). In Kidulthood, Trife is framed wearing his 

in a stylised sequence that conveys a moral crossroads for him that necessitates a 

gendered response and action (Fig 21). The overall message here is how the 

physical presence onscreen of the male protagonists of the cycle engenders a 

reading of performance of class. The trajectory from the brute force and 
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spectacularisation of the male in the British New Wave to the neoliberal other of 

the Hoodie Horror, demonstrates the cultural and social relevance of the British 

lower-class within the nation. The sheer physicality of actors such as Albert Finney, 

Alan Bates and Richard Harris convey the desire to centralise working-class stories 

and voices to the cultural landscape of Britain in the 1960s. As John Hill asserts, 

films of this period endeavoured to make visible the working-class to the wider 

population (Hill 1986; 2000a; 2000b), and the physicality of the actors and space 

afforded them on the screen, communicated such visibility. The shrinkage of the 

onscreen presence denoted by the Hoodie Horror male speaks to the broader 

concerns of this thesis in how the cycle is a haunted form. Returning to Mark 

CƛǎƘŜǊΩǎ ŜƳǇƭƻȅƳŜƴǘ ƻŦ aŀǊǘƛƴ IŅƎƎƭǳƴŘΩǎ ŘƛǎǘƛƴŎǘƛƻƴ ƻŦ 5ŜǊǊƛŘŀΩǎ ŎƻƴŎŜǇǘ ƻŦ 

ƘŀǳƴǘƻƭƻƎȅ ōŜǘǿŜŜƴ ǘƘŜ Ψƴƻ ƭƻƴƎŜǊΩ ŀƴŘ ǘƘŜ Ψƴƻǘ ȅŜǘΩ όCƛǎƘŜǊΣ нлмоΥ мфύΣ ǿŜ Ŏŀƴ 

position the male of the cycle as a figure haunted by the symbolic lost futures as 

conceived in the film texts from the 1960s. Fisher distinguishes the difference 

ōŜǘǿŜŜƴ ǘƘŜǎŜ ǘǿƻ ŘƛǊŜŎǘƛƻƴǎ ƻŦ ƘŀǳƴǘƻƭƻƎȅ ǿƛǘƘ Ψƴƻ ƭƻƴƎŜǊΩ ŀǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ Ƙŀǎ 

ǇŀǎǎŜŘ ōǳǘ ǊŜƳŀƛƴǎ ŜŦŦŜŎǘƛǾŜ ŀǎ ŀ ǎƛƎƴƛŦƛŜǊΣ ŀƴŘ ǘƘŜ Ψƴƻǘ ȅŜǘΩ ŀǎ ŀƴ ŀƴǘƛŎƛǇŀǘƛƻƴΣ ōǳǘ 

ǿƘƛŎƘ ƛǎ ŀƭǊŜŀŘȅ ƛƴ ŜŦŦŜŎǘ όCƛǎƘŜǊΣ нлмоΥ мфύΦ !ǊƧǳƴ !ǇǇŀŘǳǊŀƛΩǎ ǿƻǊƪ ƻƴ Ǉostcolonial 

.ƻƳōŀȅ ŀƭǎƻ ŘǊŀǿǎ ǳǇƻƴ 5ŜǊǊƛŘŀΩǎ ƘŀǳƴǘƻƭƻƎȅ ŀǎ ŀ ƳŜŎƘŀƴƛǎƳ ǘƻ ŎǊƛǘƛǉǳŜ ǘƘŜ 

inequality effected by social and economic changes and ethnic violence on Mumbai 

(Appadurai, 2000: 649). Appadurai positions those who have been impoverished by 

deindustǊƛŀƭƛǎŀǘƛƻƴ ŀƴŘ Ǝƭƻōŀƭ ŎŀǇƛǘŀƭƛǎƳ ŀǎ ΨǎǇŜŎǘǊŀƭ ŎƛǘƛȊŜƴǎΩΣ ŀ ǘŜǊƳ ǘƘŀǘ 

ŜƴŎŀǇǎǳƭŀǘŜǎ ŜƳōƻŘƛŜŘ ǎǳōƧŜŎǘƛǾƛǘƛŜǎ ǳƴƘƻƳŜŘ ōȅ aǳƳōŀƛΩǎ ǘǊŀƴǎƛǘƛƻƴ ǘƻ Ǝƭƻōŀƭ 

ŎƛǘȅΦ !ǇǇŀŘǳǊŀƛ ǳǘƛƭƛǎŜǎ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ǎǇŜŎǘǊŀƭƛǘȅ ŀǎ ŀ ǇŀǘƘ ǘƻ ŦŀŎƛƭƛǘŀǘŜ ΨǘƘŜ ǎǘŜŀŘȅ 

dematerialization of .ƻƳōŀȅΩǎ ŜŎƻƴƻƳȅ ŀƴŘ ǘƘŜ ǊŜƭŜƴǘƭŜǎǎ ƘȅǇŜǊƳŀǘŜǊƛŀƭƛȊŀǘƛƻƴ ƻŦ 
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ƛǘǎ ŎƛǘƛȊŜƴǎΩ όсорύΦ 5ǊŀǿƛƴƎ ǳǇƻƴ CƛǎƘŜǊΩǎ ŀƴŘ !ǇǇŀŘǳǊŀƛΩǎ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ 5ŜǊǊƛŘŀΩǎ 

hauntology, we can position the Hoodie Horror male within the conception of 

spectral citizenship, in how the figurative possibilities of the spectral can bear 

witness to the erasure of figures subject to symbolic social, economic and historical 

violence. The figure of the Hoodie Horror male embodies the symbolic violence 

enacted upon the working-class by neoliberal ideology.    

The 1960s as a period in terms of music, fashion, film ς a period of cultural and 

social innovation ς centralised the working-class not only in representation, but 

also in terms of creative input. Despite the broad generalisation, centralisation of 

the working class provided the appearance of affording agency to the community in 

offering platforms through which to tell their stories, resulting in a seemingly 

democratisation of culture. With this period of innovation and creativity is what 

Berardi would perceive ŀǎ ŀ ΨǇǎȅŎƘƻƭƻƎƛŎŀƭ ǇŜǊŎŜǇǘƛƻƴΩ ƻŦ ǇǊƻƎǊŜǎǎƛƻƴ ό.ŜǊŀǊŘƛΣ 

2011: 18-19). With a period of intensified innovation, a persistency of newness as it 

were, so expectations are set for a future of continual invention. Positioning 

representations of class onscreen (even within the narrative concerns of an 

impinging domesticity and consumerism) within this perspective, marked the arrival 

and heralded a future of working-class representation, that when contextualised 

against the creation of prosperity (both economic and cultural), symbolised a future 

working-class affluence. The lack of physicality in the Hoodie Horror as a 

ŎƻƳǇŀǊƛǎƻƴ ŀƎŀƛƴǎǘ ǘƘƛǎ ƭƛƴŜŀƎŜΣ ǊŜǇǊŜǎŜƴǘǎ ŀƴ ŀōǎŜƴŎŜΣ ƻǊ ƛƴ CƛǎƘŜǊ ŀƴŘ IŅƎƎƭǳƴŘΩǎ 

ǘŜǊƳƛƴƻƭƻƎȅΣ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ƛǎ ōƻǘƘ Ψƴƻ ƭƻƴƎŜǊΩ ŀƴŘ Ψƴƻǘ ȅŜǘΩ ŀƴŘ ŀƴ ΨƻƴǘƻƭƻƎƛŎŀƭ 

ƛƴǎŜŎǳǊƛǘȅΩ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ƭŀǘŜ ƳƻŘŜǊƴƛǘȅ όDƛŘŘŜƴǎΣ мффмύΦ ¢ƘŜ ǎƘǊǳƴƪŜƴ ŦƻǊƳ ƻŦ 
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lower-class representation is symbolic of the deleterious impact social and 

economic transformations and abject discourse have impacted on this community. 

In essence, the underclass has been subjected to symbolic violence, an act of 

subjugation of the subject. The future promise of economic and social prosperity 

for the working-class as symbolised in the potent physical presence of the working-

class protagonists of the new wave is absent from the Hoodie Horror male. The 

absence of physicality communicates a future unarrived.  

The intervening years between the British New Wave and the Hoodie Horror cycle 

have witnessed discursive constructions of masculinity that have endeavoured to 

ǊŜŎƻƴŦƛƎǳǊŜ ŀƴŘ ǊŜƴƻǾŀǘŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƻ ōŜ ΨŦƛǘ ŦƻǊ ǇǳǊǇƻǎŜΩ ŦƻǊ ŎƻƴǘŜƳǇƻǊŀǊȅ ƭƛǾƛƴƎ 

ōǳǘ ŀƭǎƻ ǘƻ Ǉƻǎƛǘ ǿƘŀǘ ŀ ΨǊŜŀƭ ƳŀƴΩ ƛǎΦ wƻǎ /ƻǿŀǊŘ ŀǎǎŜǊǘǎΣ  

Traditional masculinity has been rendered at best absurd and at worst 

something menacing ς ŀ ǉǳŀƭƛǘȅ ǘƘŀǘ ƴŜŜŘǎ ǘƻ ōŜ ǘŀǳƎƘǘ ŀ ƭŜǎǎƻƴ Χ 

masculinity is no longer a position from which to judge others, but a 

puzzling position in its own right. 

(Coward, 1999: 91, 94) 

In his book, Masculinities and culture, Beynon argues there have been four 

discursive threads on masculinities in circulation bridging the 1990s and the new 

millennium, the old man/new man dichotomy; the anti-social male; emasculated 

men and men as victims and aggressors (Beynon, 2002: 120-21), that have resulted 

in a masculinity been considered as a damaging condition, as a problem to be 

solved (139). Furthermore, Beynon asserts a contemporary cultural trajectory of 

formation of masculinity identity, arguing how in the 1980s, masculinity was 
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reconstructed by economic and commercial ŜƴŘŜŀǾƻǳǊǎ ǘƘŀǘ ǎŀƛŘ ΨάƘŜƭƭƻέ ǘƻ ǘƘŜ 

ȅǳǇǇƛŜ ŀƴŘ άƎƻƻŘōȅŜέ ǘƻ ǘƘŜ άƻƭŘ ƛƴŘǳǎǘǊƛŀƭ ƳŀƴέΩ όфсύΣ ǇŀǾƛƴƎ ǘƘŜ ŦƻǳƴŘŀǘƛƻƴǎ ŦƻǊ 

ǘƘŜ ŦǳǊǘƘŜǊ ŎƻƳƳŜǊŎƛŀƭƛǎŀǘƛƻƴ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅ ƛƴ ǘƘŜ мффлǎ ǿƛǘƘ ǘƘŜ ΨƴŜǿ ƭŀŘΩ ŀƴŘ 

laddism, so expounded by magazines such as Loaded (96). Masculinity then has 

become unfashionable and unfavourable (77-78), with traditional masculine traits 

ŀǊŜ Ψƴƻǿ ǎŜŜƴ ŀǎ ǘƘŜ ǎǘƛƎƳŀǘŀ ƻŦ ŘŜǾƛŀƴŎŜΩ ό/ƭŀǊŜΣ нлллΥ суύΦ  ²Ƙƛƭǎǘ ƳǳŎƘ 

scholarship on male representation in British cinema focuses on the political, social 

ŀƴŘ ŜŎƻƴƻƳƛŎ ŎƻƴŘƛǘƛƻƴǎ ŦƻǊ ƳŀǎŎǳƭƛƴŜ ŎƻƴǎǘǊǳŎǘƛƻƴǎ όǿƛǘƘ aƻƴƪΩǎ ǿƻǊƪ όнлллŀύ ƻƴ 

the underclass film of the 1990s as an exception), this thesis expands the remit to 

the discursive constructions. The reasoning being, the Hoodie as a discourse of 

abjection has a history within such discursive formations. Beynon talks of the anti-

ǎƻŎƛŀƭ ƳŀƭŜ ό.ŜȅƴƻƴΣ нллнΥ мнлύΣ {ǘŀƴƭŜȅ /ƻƘŜƴΩǎ ǎŜƳƛƴŀƭ ǿƻǊƪ ƻƴ ƳƻǊŀƭ ǇŀƴƛŎǎ 

investigates how societal power mechanisms demonise certain groups and 

communities ς mods, rockers as examples ς as a means to determine and 

marginalise said groups in order to maintain prevailing power structures (Cohen, 

мфтнύΣ ŀƴŘ Wƻƴ {ŀǾŀƎŜΩǎ ǿƻǊƪ ƻƴ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǘƘŜ ǘŜŜƴŀƎŜǊ ŜȄǇƭƻǊŜǎ Ƙƻǿ ǘŜŜƴŀƎŜ 

delinquency and style were combined to in a media driven creation of a deviant 

identity  at the turn of the twentieth century with such gangs as the Peaky Blinders, 

the Bowry Boys, the Forty Row and the High Rip (Savage, 2008: 43). Such discursive 

constructions of an anti-social masculinity are not new, and it is critical to situate 

the Hoodie within a legacy in order to appropriately acknowledge the function of 

discourse in this abject onscreen identity.  
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The contrasting presence of the neoliberal other in the Hoodie Horror, notable for 

his very invisibility through the wearing of the hoodie and his delicate physical 

presence, aids in illuminating the marginalised position of the underclass in Britain 

in the 2000s. As a community, as configured through the national abject figure of 

the Hoodie here, the process of social abjection seeks to expel the class to the 

margins of the social proper. The performance here in the cycle of the abject is 

initially presented via the shrunken onscreen presence afforded to the male 

protagonists. Where Walsh asserts periods of crisis result in a remasculinisation of 

ǘƘŜ ƳŀƭŜ ό²ŀƭǎƘΣ нлмлΥ фύΣ ŀǎ ŘŜƳƻƴǎǘǊŀǘŜŘ ƛƴ IǳƴǘΩǎ ŀƴŀƭȅǎƛǎ ƻŦ .ǊƛǘƛǎƘ ƳŀǎŎǳƭƛƴƛǘȅ 

of the 1970s (Hunt, 1998), so the demasculinization of the male of the Hoodie 

Horror by a contraction in his presence, marks a response to a period of celebration 

of working-class values. As scholars such as Monk (2000a; 2000b), Smith (2002) and 

Dave (2006) have observed, 1990s witnessed the recentralisation of the working-

class representation in the British cultural landscape. Cool Britannia, Brit-Art, Oasis, 

Blur, such films as Lock Stock and Two Smoking Barrels, Trainspotting and the 

resurgence of Ray Winstone and Paul Weller, all contributed to the renaissance of a 

pleasurable working-class representation, specifically male, resulting in a retro 

swaggering masculinity that explicitly recalled the 1960s male (Monk, 2000a, 

2000b; Smith, 2002; Dave, 2006). As Bev Skeggs argues, working-class 

representations on occasions can produce a value, that reconfigures the class from 

pathological to a site for consumption (Skeggs, 2004: 98). Criminality is one such 

occupation and Skeggs views films such as Lock, Stock and Two Smoking Barrels as 

ǇǊƻǾƛŘƛƴƎ ŀ ǎȅƳōƻƭƛŎ ΨǎƘƻǊώƛƴƎϐ ǳǇΩ ƻŦ ŀ ƳƛŘŘƭŜ-class superior masculinity (105). As 

Skeggs writes, ΨǘƘŜ ƘŀǊŘƴŜǎǎ ƻŦ ǿƘƛǘŜ ǿƻǊƪƛƴƎ-Ŏƭŀǎǎ ƳŜƴΧŀǊŜ ƳŀǊƪŜǘŀōƭŜΣ ƻŦŦŜǊŜŘ 
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ŀǎ ŀƴ ŜȄǇŜǊƛŜƴŎŜ Χ ƻŦŦŜǊŜŘ ŦƻǊ ƻǘƘŜǊǎ ǘƻ ŎƻƴǎǳƳŜ όмлрύΦ /ǊƛƳƛƴŀƭƛǘȅ ŀƴŘ ǾƛƻƭŜƴŎŜ 

are re-evaluated and deemed glamorous and desirable, rather than anti-social and 

a social problem (99). The Hoodie is a symbolic response to such pleasurable 

excessive spectacles, and a mechanism to restrain agency of the lower-classes. To 

follow Skeggs rationale, criminality and violence are returned to the realms of social 

problem. Through the process of social abjection, the working-class are expelled 

from the cultural landscape. The return of anti-social behaviour to the discourse of 

social problem, is animated in the Hoodie Horror as activities that mark the rituals 

of adolescence to manhood in the cycle.  

As outlined previously, the figure of the male in the Hoodie Horror is a site through 

which concerns over citizenship in neoliberal Britain is explored by its association 

with the discourse of the Hoodie. But as this thesis situates this male within the 

legacȅ ƻŦ ǘƘŜ ǎƻŎƛŀƭ ǊŜŀƭƛǎǘ ǘŜȄǘ ƛƴ ƛǘǎ ǾŀǊƛƻǳǎ ƎǳƛǎŜǎ ƛǘ ƛǎ ŀƭǎƻ ǘƘŜ ǎƛǘŜΣ ŀǎ LΩǾŜ ǇƻǎƛǘŜŘΣ 

on which anxieties over social and economic shifts are inscribed. Lastly, as a cultural 

construct, the male is also subject to discursive formations of masculinity. The 

Hoodie Horror male then is subject to cultural, social and economic discourses that 

ǎǳōƧǳƎŀǘŜ ƛǘ ŀǎ ǘƘŜ ΨƻǘƘŜǊΩΦ ¢ƘŜ ƛƴǘŜǊǎŜŎǘƛƻƴ ƻŦ ŘƛǎŎƻǳǊǎŜ ŀƴŘ ƻǘƘŜǊƛƴƎ ŎƻƴǎǘǊǳŎǘ ŀ 

ƴŀǊǊŀǘƛǾŜ ǘƘŀǘ ǎǳōƧŜŎǘǎ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊ ƳŀƭŜ ǘƻ Ǌƛǘǳŀƭǎ ǘƻ ΨǇǊƻǾŜΩΣ ŀƴŘ ǘƘŀǘ ǘŜǎǘ 

his masculinity, a subjugation that enacts a further symbolic violence on underclass 

masculinity, and that present the protagonists with a narrative of monstrous 

realism. The focus on class discourse of masculinity in the cycle results in a further 

absence, that of female representation. Whilst the ensemble narratives of both 

Kidulthood and Adulthood, apportion screen time to female stories of Alisha, Becky 
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and Lexi, the overall narrative arc ς and thus protagonist privilege ς is placed with 

the male characters. An overview of the cycle results in a receding female presence, 

relegated to motherly walk-ons or sexualised territory procured by men. The Hood 

trilogy and Ill Manors, despite screen time, are particularly misogynistic. In 

Kidulthood, Jay, Trife and Mƻƻƴȅ ΨƻǾŜǊǊǳƴΩ {ŀƳΩǎ ōŜŘǊƻƻƳ ǿƘŜƴ {ŀƳ ƛǎ ŀōǎŜƴǘΣ ŀ 

ǎǇŀŎŜ ǘƘŀǘ ƛǎ ǇŜǊŎŜƛǾŜŘ ŀǎ {ŀƳΩǎ ƳŀƴƻǊ ŀƴŘ ǘŜǊǊƛǘƻǊȅΦ {ŀƳΩǎ ƎƛǊƭŦǊƛŜƴŘ Clare is 

ǇǊŜǎŜƴǘΣ ŀƴŘ WŀȅΩǎ ƻōƧŜŎǘƛŦƛŎŀǘƛƻƴ ƻŦ her delineates her as part of ƘŜǊ ōƻȅŦǊƛŜƴŘΩǎ 

ǘŜǊǊƛǘƻǊȅΦ WŀȅΩǎ ŀŘǾŀƴŎŜǎΣ ǊŜǎǳƭǘƛƴƎ ƛƴ Ŝngaging Clare in sex, becomes an act of 

property violation, an act of symbolic theft against Sam. This conceptualisation of 

women as merchandise is fully realised in Brotherhood, where nude and semi-

ƴŀƪŜŘ ǿƻƳŜƴ ŀǊŜ ƻōƧŜŎǘƛŦƛŜŘ ƛƴ ΨŘŜƭƛōŜǊŀǘŜƭȅ ŎƻƳǇƻǎŜŘ ŦǊŀmes as just so much eye-

catching furniture or sad-ŜȅŜŘ ƭƛǾŜǎǘƻŎƪΩ ό.ǊŀȅΣ нлмсύΦ {ǳŎƘ ǿŀƴƛƴƎ ŀƴŘ ǘƻȄƛŎ 

representations of women illuminate a further absence in the male protagonists. 

Despite sexualised encounters in the Hood films, the Hoodie Horror male is 

strangely desexualised, especially when compared to the virile men of the 1960s 

British realist texts discussed earlier. Sex is a commodity employed as something to 

exchange within the local power structures. The prevailing discourse of the 

underclass in the cycle denies a male sexual potency in favour of constructing the 

underclass male body as vulnerable, enabling symbolic acts of violence.  

The trials task him with a performance of masculinity as a symbolic transition from 

boy to man. As Linda McDowell observes, a critical process for young men in 

ǘǊŀƴǎƛǘƛƻƴƛƴƎ ŦǊƻƳ ŎƘƛƭŘƘƻƻŘ ǘƻ ŀŘǳƭǘƘƻƻŘ ƛǎ ΨƭŜŀǊƴƛƴƎ Ƙƻǿ ǘƻ ōŜ ŀ ƳŀƴΩ όaŎ5ƻǿŜƭƭΣ 

2003: 10) and lower-class masculinities are often constructed through 
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representations of violence (15). Much of these trials resonate with the political 

and media dialogue of the Hoodies, disrupting the fiction of the films with mimesis. 

While Higson analyses authenticity in the realism of the British New Wave to be 

established through setting, naturalistic camera-work and regional actors (Higson, 

1996), authenticity and realism in the Hoodie Horror is partly created by mimesis of 

discourse of the Hoodie. The trials also confront the Hoodie Horror male with a 

local social order, which this thesis posits as a reconfiguration of a patriarchy within 

ŀƴ ǳƴŘŜǊŎƭŀǎǎ ǇƻǿŜǊ ǎǘǊǳŎǘǳǊŜ ŀƴŘ ŀ ƭƻŎŀƭ ōƭŀŎƪ ŜŎƻƴƻƳȅΦ !ǎ /ƻƴƴŜƭƭ ŀǎǎŜǊǘǎΣ ΨǘƘŜǊŜ 

ŀǊŜ ŘƛŦŦŜǊŜƴǘ ǿŀȅǎ ƻŦ ŜƴŀŎǘƛƴƎ ƳŀƴƘƻƻŘΣ ŘƛŦŦŜǊŜƴǘ ǿŀȅǎ ƻŦ ƭŜŀǊƴƛƴƎ ǘƻ ōŜ ŀ Ƴŀƴ Χ 

ŘƛŦŦŜǊŜƴǘ ǿŀȅǎ ƻŦ ǳǎƛƴƎ ŀ ƳŀƭŜ ōƻŘȅΩ ό/ƻƴƴŜƭƭ, 2005: 10) and to embrace knowledge 

ƻŦ ŎƻƴǎǘǊǳŎǘƛƻƴǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅ ΨǿŜ Ƴǳǎǘ ŀƭǎƻ ǊŜŎƻƎƴƛǎŜ ǘƘŜ relations [original 

emphasis] between the different kinds of masculinity: relations of alliance, 

ŘƻƳƛƴŀƴŎŜ ŀƴŘ ǎǳōƻǊŘƛƴŀǘƛƻƴ Χ ǘƘŜǊŜ ƛǎ ŀ ƎŜƴŘŜǊ ǇƻƭƛǘƛŎǎ ǿƛǘƘƛƴ ƳŀǎŎǳƭƛƴƛǘȅΩ 

(Connell, 1995: отύΦ /ƻƴƴŜƭƭΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ǇƻǿŜǊ ǊŜƭŀǘƛƻƴǎ ŀǘ Ǉƭŀȅ ƛƴ ǘƘŜ 

construction of male identities resonates with the Hoodie Horror, as the male 

protagonists are imperilled by a confrontation with an underclass hierarchal 

patriarchy. It also reverberaǘŜǎ ǿƛǘƘ YƛǊƪƘŀƳ ŀƴŘ ¢ƘǳƳƛƳΩǎ ŎŀǘŜƎƻǊƛǎŀǘƛƻƴ ƻŦ 

performing the male onscreen in that the Hoodie Horror narrative can be 

approached by utilising their categories of action, the external and internal world 

(Kirkham and Thumim, 1993: 11-27).  
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2.4.5: Rituals. Homosocial bonds. Trauma. Effect. Citizenship.  

These are the tears of a wanna-be thug 

Crying tears as thick as blood cause his elders set him up 

¢ƻ ǘŀƪŜ ǘƘŜ Ŧŀƭƭ ŀƴŘ ƴƻǿ ƘŜΩǎ ǎǘǳŎƪ ǿƛǘƘ ƴƻ ǿŀȅ ƻŦ ƎŜǘǘƛƴƎ ƻǳǘ 

/ŀǳǎŜ ŜǾŜƴ ƛŦ ǘƘŜǊŜ ǿŀǎ ŀ ǿŀȅΣ ƘŜΩŘ ǎǘƛƭƭ ǿŀƴǘ ǘƻ ǾŜƴǘ ǘƘƛǎ ŀƴƎŜǊ ƻǳǘΩ 

(Pity the Plight, Ill Manors, Plan B) 

¢ƘŜȅ ŀƛƴΩǘ ƳŜƴΦ ¢ƘŜȅΩǊŜ Ƨǳǎǘ ƪƛŘǎΦ ²Ŝ ŀƭƭ ŀǊŜΦ ¢ƘŀǘΩǎ ǿƘȅ ȅƻǳΩǊŜ ǇƛŎƪƛƴƎ ƻƴ 

us. 

(Leanne, Summer Scars, 2007) 

The impossible narratives of the cycle necessitate the adolescent protagonists to 

respond as if men. The requisite to be a man is thrusted upon them as their entry 

into the wider social structures that exist beyond education and the domestic 

sphere is fraught with actions and moral decisions that test their manhood, trials 

that impact their homosocial and communal bonds as well as imperilling their own 

existence. This ritual of transition to maturity, through a configuration of the test of 

male endurance as a psycho-social experience, constructs the central narrative arc 

of the films. The discursive strategies of masculinity and class that coalesce in the 

films present the boundaries of symbolic citizenship in neoliberal Britain in the new 

millennium.  

The centralisation of the male protagonists, even in the ensemble narratives of 

Kidulthood, Adulthood and Ill Manors, continue the male-centric films that both Hill 

and Monk consider characterised British cinema in the 1990s (Hill, 2000b; Monk, 

нлллŀύΤ ŦƛƭƳǎ ǘƘŀǘ ŀƴƛƳŀǘŜΣ ΨŘǊŀƳŀǘƛŎ ŎƻƴŦƭƛŎǘǎ ŦŀŎŜŘ ōȅ ǿƻǊƪƛƴƎ-Ŏƭŀǎǎ ƳŜƴΩ όIƛƭƭΣ 
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2000b: 179). Except here in the Hoodie Horror, the male is coded as underclass. But 

unlike films of the 1990s that framed a correlation between dysfunctional 

masculinity as a consequence of rising unemployment, shifting familial roles and 

the waning of traditional industries (Hill, 2000b: 178), the Hoodie Horror films 

suggest a decoupling of these male melodramas from such traditional economic 

conditions. The films follow loosely a neoliberal ideology of individualism where the 

reconfiguring of governmental responsibility to individual accountability in that 

your social, economic and cultural status is a result of an individual actions. In the 

cycle as a whole, the underclass are not the victims of unforgiving economic and 

social conditions within the cinematic world. Rather the films suggest the Hoodie 

Horror male is the result, the end product, the creation of what comes after the 

economic and social changes the social realist text has traced since the 1960s. The 

ǳƴŘŜǊŎƭŀǎǎ ƛǎ ǘƘŜ ŎƻƳƳǳƴƛǘȅ ǘƘŀǘ Ƙŀǎ ōŜŜƴ ΨƭŜŦǘ ōŜƘƛƴŘΩΦ ¢ƘŜ ΨƴŜǿΩ ŜŎƻƴƻƳƛŎ ŀƴŘ 

social conditions he encounters is the black economy; an economy reconfigured by 

the underclass to be a local financial and employment structure for those who have 

been marginalised and abjected by the social, economic and political shifts that 

have transformed the nation. It is a response to being marginalised. The narratives 

are informed by the media reports and political rhetoric that position the 

underclass adolescent as violent and threatening, forming a discourse of violent 

underclass adolescent as normative as demonstrated by the Hoodie as national 

abject. The events and characters of the films interweave then discourse with 

fiction, displaying a diminishing role for creativity in construction of plot6, whilst 

suggesting that authenticity, so fundamental to realism, is served here by mimesis.  

                                                             
6 The problematic fusion of mimesis and fiction is explored further in the section, Monsters.  
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The obscuring of mimesis, realism and authenticity is highlighted by David 

/ŀƳŜǊƻƴΩǎ ƴƻǿ ƛƴŦŀƳƻǳǎ нллс IǳƎ-a-hoodie speech. Speaking at the Centre for 

Social Justice, Cameron presents strategies for tackling youth delinquency and 

criminality in a vision of apparent communitarianism. To illuminate his ideas, he 

aligns the discursive narrative of Kidulthood with youth crime in the new 

ƳƛƭƭŜƴƴƛǳƳ ǎǘŀǘƛƴƎΣ ΨǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ŀǊŜ ǎƛƳǇƭȅ children in circumstances none of us 

ǿƻǳƭŘ ǿŀƴǘ ǘƻ ƎǊƻǿ ǳǇ ƛƴΩ ό/ŀƳŜǊƻƴΣ нллсύΦ ¢ƘŜ ŎƻƴŎŜǇǘǳŀƭ ŀǎǎƻŎƛŀǘƛƻƴ ōŜǘǿŜŜƴ 

fiction and tackling youth crime emphasises two critical issues. First, the argument 

made by Nayak and Kehily, that discursive constructions of lower-class masculinity 

involve inscribing the identities as threatening, disruptive and violent. Second, how 

authentic representation in Kidulthood, and by default the wider cycle, resonates as 

mimesis of discursive strategies of class and masculinity.  

In Kidulthood, Trife is confronted with a moral choice of two futures: two sets of 

values. Either to follow a familial future by accepting a relationship with Alisa and 

being a father to their child, or entering the criminal world as offered by his Uncle 

Curtis. The strategy of constructing the opening sequence through montage 

stylistically dramatizes and amplifies pressures teenagers experience, from sexual 

encounters, bullying and peer pressure. Within this sequence, Trife is framed in 

close head shots, using school facilities, and his skill, in shaving a gun barrel, which 

ǿŜ ƭŀǘŜǊ ŦƛƴŘ ƻǳǘ ƛǎ ŦƻǊ Ƙƛǎ ¦ƴŎƭŜ /ǳǊǘƛǎΦ ²ƘƛƭŜ ǘƘŜ ǎŎƘƻƻƭ ǎŜǘǘƛƴƎ ŀƴŘ ¢ǊƛŦŜΩǎ ōǳƭƭȅƛƴƎ 

ōȅ {ŀƳ ǎǘƛŦƭŜǎ ŀƴȅ ǎǳƎƎŜǎǘƛƻƴ ƻŦ ¢ǊƛŦŜΩǎ ŎǊƛƳƛƴŀƭ ƛƴǘŜƴǘƛƻƴǎΣ ƴŀǊǊŀǘƛǾŜ ŘŜǾŜƭƻǇƳŜƴǘǎ 

further pǊŜǎǎǳǊƛǎŜ ¢ǊƛŦŜ ƛƴǘƻ ŀŎŎŜǇǘƛƴƎ Ƙƛǎ ¦ƴŎƭŜ /ǳǊǘƛǎΩǎ ƻŦŦŜǊ ǘƻ ǿƻǊƪ ŦƻǊ ƘƛƳΦ .ǳǘ 

as is archetypal of the cycle, the film presents the male protagonist as naïve as to 
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the reality of gang life and what is expected of him and frames the ritual of 

realisation in close-ǳǇǎΦ /ǳǊǘƛǎ ŘŜƳŀƴŘǎ ¢ǊƛŦŜ ΨǘŜŀŎƘΩ !ƴŘǊŜŀǎΣ ŀ ŘǊǳƎ ǊǳƴƴŜǊ ŦƻǊ 

Curtis, a lesson by carving a C on his face. The camera frames Trife in head shots as 

ƘŜ ŀŎǉǳƛŜǎŎŜǎ ǘƻ ǘƘŜ ƻǊŘŜǊ ŀƴŘ ǎŎƻǊŜǎ !ƴŘǊŜŀǎΩ ŦŀŎŜΦ hƴ ŎƻƳǇƭŜǘƛƻƴ ¢ǊƛŦŜ ŦƭŜŜǎ ŀƴŘ 

is framed outside visƛōƭȅ ǘǊŀǳƳŀǘƛǎŜŘΦ ¢ƘŜ ŎƭŀǳǎǘǊƻǇƘƻōƛŎ ŦǊŀƳƛƴƎ ŎŜƴǘǊŀƭƛǎŜǎ ¢ǊƛŦŜΩǎ 

experience (Figs 22 and 23) of this ritual of masculinity that compels him to enter 

manhood by a shift from naivety to realisation. The physical anguish Trife displays 

drains the frame of any pleasure in the spectacle and is not a sign of a weak 

manhood. Rather, it is a masculinity who acknowledges the immorality in the action 

and feels remorse for his actions. Kirkham and Thumin observe one important 

element for the presentation of the male bƻŘȅ ƻƴǎŎǊŜŜƴ ƛǎ ΨǘƘŜ ǇǊƻŎŜǎǎ ƻŦ forming 

[original emphasis] a body that will function effectively, to which audience 

ŀǘǘŜƴǘƛƻƴ ƛǎ ƛƴǾƛǘŜŘΩ όYƛǊƪƘŀƳ ŀƴŘ ¢ƘǳƳƛƴΣ мффоΥ мрύΦ Lƴ ǘƘŜ IƻƻŘƛŜ IƻǊǊƻǊΣ ǘƘŜ 

male body is not spectacularised for onscreen competition or sporting prowess. It is 

one crafted to be subjected to violence. Attention is given to the male body to 

highlight an ill-ǇǊŜǇŀǊŜŘƴŜǎǎΣ ŀƴ ƛƳƳŀǘǳǊƛǘȅ ǘƘŀǘ ŜƳǇƘŀǎƛǎŜǎ ǘƘŜǎŜ ΨƳŜƴΩ ŀǊŜ ǎǘƛƭƭ 

boys, and ill-equipped for socialisation into the wider underclass community. The 

following sequence, stylised in music video-style editing, follows a lone Trife on the 

backstreets of the west end of London, agonizing over his actions (Figs 24 and 25). 

CƛƴŘƛƴƎ ǊŜǎƻƴŀƴŎŜ ǿƛǘƘ YƛǊƪƘŀƳ ŀƴŘ ¢ƘǳƳƛƴΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ƻƴǎŎǊŜŜƴ Ƴale body 

(Kirkham and Thumin, 1993: 12-15), Nayak and Kehily (2008: 38-51) and Skeggs 

(1997: 82), the male body here embodies the physical experience of being inscribed 

with a class discourse. The explicit visual unease of Trife signals a frisson with the 

discursive strategies that continually conceptualise the underclass male as violent 
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and threatening. This is not the pleasurable spectacle of swaggering masculinities 

that have come to epitomise the cultural lower-class male of the 1990s. Rather, this 

is an embodiment of anguish that signify a remorseful acceptance of entry into 

manhood and desire to return to a life before, now closed to the male protagonists 

as a result of their criminal actions. The emotional response of Trife positions him 

as victim, rather than perpetrator.  

It is also a filmic strategy that widens the abject discourse that inscribes the 

ŎƘŀǊŀŎǘŜǊǎ ǿƛǘƘ ŀƴ ΨƻǘƘŜǊƛƴƎΩ ŘƛǎŎƻǳǊǎŜΦ ¢ƘŜ Ǿƛǎǳŀƭ ǘŀŎǘƛŎǎ ƻŦ ǇƭŀŎƛƴƎ ǘƘŜ ŎŀƳŜǊŀ 

close to the protagonists during this transition to adulthood invites not only 

empathy but also provokes debate as to the validity of the discourse of the Hoodie, 

and to consider contextualising how youths come to undertake acts of criminality. 

However, while such visuals suggest a potentially progressive reading, it also acts as 

a consensus of the discourse that posits the problematic underclass as an 

intergenerational condition, an area I will return to further on in the chapter.   

Ill Manors ŀƭǎƻ ŜƳǇƭƻȅǎ ŀ ǎƛƳƛƭŀǊ Ǿƛǎǳŀƭ ǎǘǊŀǘŜƎȅ ǿƘŜƴ WŀƪŜ ƪƛƭƭǎ YƛǊōȅ ŀƴŘ /ƘǊƛǎΩǎ 

half-sister. I analyse the circumstances of WŀƪŜ ƧƻƛƴƛƴƎ aŀǊŎŜƭΩǎ ƎŀƴƎ ƛƴ ΨƳonstrous 

gŜƻƎǊŀǇƘƛŜǎΩΣ ǎƻ ƘŜǊŜ L ŎƻƴŎŜƴǘǊŀǘŜ ƻƴ WŀƪŜΩǎ ƪƛƭƭƛƴƎ ƻŦ YƛǊōȅ ŀǎ ǊŜǎǳƭǘ ƻŦ aŀǊŎŜƭΩǎ 

manipulation. The non-linear narrative of the film allows the shooting to be 

performed twice. Lƴ ǘƘŜ ŦƛǊǎǘΣ ǘƘŜ ŀǳŘƛŜƴŎŜ ŜȄǇŜǊƛŜƴŎŜ ǘƘŜ ǎƘƻƻǘƛƴƎ ǿƛǘƘ YƛǊōȅΩǎ 

ǎǘƻǊȅΤ ǘƘŜ ǎŜŎƻƴŘΣ ǘƘŜ ƻƴŜ L ŦƻŎǳǎ ƻƴ ƘŜǊŜΣ ƛǎ ŜȄǇŜǊƛŜƴŎŜŘ ŦǊƻƳ WŀƪŜΩǎ ŜƳōƻŘƛŜŘ 

enactment. The creative style in the temporal structure and visual form, then, 

invites potential contestation to the discourse of the Hoodie, as with Kidulthood. As 

WŀƪŜ ŜƴǘŜǊǎ YƛǊōȅΩǎ ƘƻǳǎŜΣ ǘƘŜ ŎŀƳŜǊŀ ƛǎ ǇƭŀŎŜŘ ōŜƭƻǿ WŀƪŜΩǎ ŦŀŎŜ ƛƴ ŀ ƭƻǿ-angled 
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shot. ¢ƘŜ ǎƪƛǘǘƛǎƘ ƳƻǾŜƳŜƴǘ ƻŦ ǘƘŜ ŎŀƳŜǊŀ ŎŀǇǘǳǊŜǎ WŀƪŜΩǎ ƛƴŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ŦŜŀǊΦ 

Aimlessly shooting into his surroundings, we can hear Jake breathing and shouting 

sorry to his victims (Figs 26 and 27ύΦ ¢ƘŜ ŦƛƭƳΩǎ ŎŜƴǘǊŀƭƛǎŀǘƛƻƴ ƻŦ WŀƪŜΩǎ ŜƳōƻŘƛŜŘ 

experience here individualises the adolescent criminal, a stylistic strategy that as 

with Trife, disrupts the homogenising effect of discourse and seeks to solicit a 

broader understanding to the external pressures that underclass young males are 

confronted with in their passage to adulthood. Paradoxically, the camera 

placement denies the visualisation of the victims of the shooting, but by focusing on 

Jake elicits a sympathy for him, enabling a reading of Jake as victim. 

¢ƘŜ ŎǳƭǘǳǊŀƭ ŎǳǊǊŜƴŎȅ ŀƴŘ ǊŜǎƻƴŀƴŎŜ ƻŦ ǎǳŎƘ ΨǿŀƴƴŀōŜ-ǘƘǳƎΩ ƴŀǊǊŀǘƛǾŜǎ ŀǎ 

epitomised by the Hood films is demonstrated with the 2011 parody, Anuvahood 

(Adam Deacon and Daniel Toland, 2011) and more opaquely with Brewis in Attack 

the Block. Adam Deacon, who played Jay in both Kidulthood and Adulthood, wrote 

and directed Anuvahood in an attempt to move away from the urban film form, and 

ǿǊƛǘŜ ŀ ŎƻƳŜŘȅ ƻƴ ΨǘƘŜ ƪƛƴŘ ƻŦ ǇƭŀŎŜ L ŎƻƳŜ ŦǊƻƳΩ ό!ƴƻƴΣ нлммōύΦ 9ŎƘƻƛƴƎ bƻŜƭ 

/ƭŀǊƪŜΩǎ ǎŜƴǘƛƳŜƴǘǎ ƻƴ Kidulthood, Deacon says of the context to AnuvahoodΣ ΨǘƘƛǎ 

ƛǎ [ƻƴŘƻƴ ŎǳƭǘǳǊŜ ƴƻǿΦ Lǘϥǎ ƴƻǘ ōƭŀŎƪ ƻǊ ǿƘƛǘŜΣ ȅƻǳƴƎ ƻǊ ƻƭŘΦ [ƻƴŘƻƴ ƛǎ [ƻƴŘƻƴΩ 

(Anon, 2011b). The narrative of the main character Kenneth, who wants to be 

known by his gangster name Kay, is an explicit parody of the Hoodie character, as 

the openinƎ ǎŎŜƴŜ ǳƴŘŜǊƭƛƴŜǎΦ ¢ƘŜ ŦƛƭƳΩǎ ƻǇŜƴƛƴƎ ǊŜŎŀƭƭǎ ǘƘŜ ƛƴƛǘƛŀƭ ǎŎŜƴŜ ƛƴ Harry 

Brown, and knowingly draws upon imagery, themes and motifs readily associated 

with urban Hoodie narratives. Kay wearing the obligatory hood and is smoking 

weed with gang members whilst discussing attacking a rival. Intimate camera work, 
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the dark setting, and the use of urban language, point towards an apparent urban 

film form, with its associative thematic focus of violence. With Kay confronting his 

ΨǊƛǾŀƭΩΣ ǘƘŜ ǘƻƴŜ ƭƛƎƘǘŜƴǎ ŀǎ ǿƛǘƘ one punch Kay is knocked to the ground and his 

gang start laughing at him. Now on the ground, the image of Kay as a threatening 

ŎǊƛƳƛƴŀƭ ƛǎ ǉǳƛŎƪƭȅ ŘƛǎǇŜƭƭŜŘΣ ŀŎǘƛǾŀǘƛƴƎ ǘƘŜ ŦƛƭƳΩǎ ǇŀǊƻŘƛŎ ŦƻǊƳΦ ²ƘƛƭŜ ŀ ǎƛƳǇƭŜ 

reading would suggest a mere parody of the Hoodie, it would be just as appropriate 

to approach the film as highlighting the distance between discourse and the 

actuality. Anuvahood is a reminder that discourses such as the Hoodie as national 

abject are political and media strategies that fetishize and conflate imagery for their 

political and economic reasons, and that such discourses are not an accurate or 

even truthful reflection on urban living.  

While Anuvahood seeks to reveal the fabrication that epitomises the discourse of 

the Hoodie through parody, Brewis of Attack the Block is a more intricate and 

nuanced characterisation of identities known colloquially as, wanksta, wigger and 

wannabe. Wanksta is a wannabe gangsta (gangster); wigger is a white person 

strongly identifying with black culture, and wannabe is someone performing 

another identity as a means to disidentify with their own culture (Kitwana, 2005: 

ммоύΦ YƛǘǿŀƴŀΩǎ ŀǊƎǳƳŜƴǘ ƛǎ ƛƴ ƛŘŜƴǘƛŦȅƛƴƎ ǿƛǘƘ ƘƛǇ-hop culture, white people are 

identifying with a sub-cultural and political resistance against oppression (Kitwana, 

2005: 111-ооύΦ .ǊŜǿƛǎΩǎ ŎƘŀǊŀŎǘŜǊ ƛǎ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ŀŎƪƴƻǿƭŜŘƎŜƳŜƴǘ ƻŦ ǘƘŜ ŎǳƭǘǳǊŀƭ 

shift of the 1990s, where hip-hop culture, historically the domain of urban black 

communities in northeastern United States, transitioned into mainstream culture 

ǇŀǊǘƭȅ ŘǳŜ ǘƻ ǘƘŜ ŎƻƳƳŜǊŎƛŀƭƛǎŀǘƛƻƴ ƻŦ ǊŀǇ ƳǳǎƛŎ ŀǎ ŀ Ǝƭƻōŀƭ ǇǊƻŘǳŎǘ όȄƛƛύΦ ¢ƘŜ ŦƛƭƳΩǎ 
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introduction to Brewis is a comedic scene that amplifies through parody the 

appropriation of hip-hop culture by white middle-class adolescents. Parody is 

constructed through the music, editing and framing, all of which converge to mock 

such white appropriation, but also suggests how contemporary identities such as 

the Hoodie are not formed through violence, but are rather more complex 

constructions of identification through music. As Moses and the gang carry the 

ŀƭƛŜƴ ǘƘŜȅΩǾŜ ƪƛƭƭŜŘ ǘƻ Iƛ-IŀǘȊΩǎ ŦƭŀǘΣ ǘƘŜ ŦƛƭƳ ƛƴǘǊƻŘǳŎŜǎ .ǊŜǿƛǎ ōȅ ŦŜǘƛǎƘƛȊƛƴƎ ƘƛƳ 

Ǿƛǎǳŀƭƭȅ ŀƎŀƛƴǎǘ ŀ ǎƻǳƴŘǎŎŀǇŜ ƻŦ Ψ{ƻǳƴŘ ƻŦ Řŀ tƻƭƛŎŜΩ ōȅ Yw{ hƴŜΦ [ƛǎǘŜƴƛƴƎ ǘƻ ǘƘŜ 

track on his headphones, Brewis moves as if he is rapping. When his phone rings, 

his middle-class accent and his promise to his father to return the car Brewis has 

ōƻǊǊƻǿŜŘ ŦǊƻƳ ƘƛƳΣ ƳƻŎƪǎ Ƙƛǎ ΨǿŀƴƴŀōŜΩ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ōȅ ƻǇŜƴƛƴƎ ŀ ƎŀǇ ōŜǘǿŜŜƴ 

surface and reality. This is further parodied when the gang surrounds him as they 

ǿŀƛǘ ŦƻǊ ǘƘŜ ƭƛŦǘ ŀƴŘ .ǊŜǿƛǎ ŀƴƴƻǳƴŎŜǎ ƛƴ ǳǊōŀƴ ǎǇŜŀƪ ǘƘŜ ƭƛŦǘ Ƙŀǎ ΨōŜŜƴ ŜƴƻǳƎƘ 

ǘƛƳŜΩΦ ²ƘƛƭŜ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ƛǎ ŦƻǊƎƛǾƛƴƎ ƻŦ .ǊŜǿƛǎΩ ǇǊŜǘŜƴǘƛƻƴǎΣ ǿƘŜƴ Ƙƛǎ ƛƴǘŜƭƭŜŎǘ ŀƴŘ 

education (a masculine identity more readily associated with middle-class men 

(McDowell, 2003: 15)) helps Moses overcome the aliens, this initial comparison 

between him and the gang emphasises not just a white but, more critically, a 

classed inauthenticity of the appropriation of hip-hop culture. While the overriding 

discourse of the Hoodie constructs an identity founded in acts of violence and 

criminality, Brewis highlights, as with Jay from Anuvahood, identity is a more 

nuanced composition and is associated with broader cultural artefacts such as 

music and fashion. What Brewis demonstrates is the hoodie is more than a signifier 

ƻŦ ŘƛǎŎƻǳǊǎŜΦ .ǊŜǿƛǎ Ƴŀȅ ǿŜƭƭ ōŜ ŀ ǿƛƎƎŀΣ ōǳǘ Ƙƛǎ ŎƘŀǊŀŎǘŜǊΩǎ ŦǳƴŎǘƛƻƴ ƛǎ ǘƻ ǊŜƳƛƴŘ 

the audience the hoodie has a more nuanced connotation and can be read as a 
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fashion and cultural statement of symbolic resistance beyond that of an essentialist 

discourse of criminality.    

2.4.6: The underclass as intergenerational condition 

As mentioned elsewhere, Tyler argues an element of the process of social abjection 

of the underclass is imagining the community as a race, rather than a class. This 

ŀƭƭƻǿǎ ŎƻƴŘƛǘƛƻƴǎ ǘƘŀǘ ŀǊŜ ǇƻǎƛǘŜŘ ŀǎ ΨŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎΩ όŀƴ ƛǎǎǳŜ ƛƴ ƛǘǎ ƻǿƴ ǊƛƎƘǘύ ƻŦ 

the underclass to be perceived as a condition, hereditary and even a disease (Tyler, 

2013: 188). The discursive strategy animates states such as worklessness, 

impoverishment and dysfunctionality not only as intergenerational conditions, but 

ŀǎ ƛƴƘŜǊƛǘŜŘ ǎǘŀǘŜǎΦ ²Ƙƛƭǎǘ ǎǳŎƘ ǊŀŎƛŀƭƛȊƛƴƎ ƻŦ Ŏƭŀǎǎ ƛǎ Ƴƻǎǘ ŜȄǇƭƛŎƛǘ ƛƴ !ǊōƻǊΩǎ 

condition of ADHD, films in the cycle animate these conditions of the underclass ς 

violent, impoverished, dysfunctional ς ŀǎ ǇǊƻōƭŜƳǎ ΨǘǊŀƴǎƳƛǘǘŜŘ Řƻǿƴ ǘƘǊƻǳƎƘ 

ƎŜƴŜǊŀǘƛƻƴǎΩ όtƘƛƭƭƛǇǎΣ нлммύ ŀǎ ǿŜƭƭ ŀǎ ƛƴǘŜǊƎŜƴŜǊŀǘƛƻƴŀƭ ƛǎǎǳŜǎΦ {ǳŎƘ ŘƛǎŎƻǳǊǎŜǎ 

ƴƻǊƳŀƭƛǎŜ ΨŎƻƴŘƛǘƛƻƴǎΩ ƻŦ ǘƘŜ ǳƴŘŜǊŎƭŀǎǎ ŀƴŘΣ ǿƘŜƴ ŘǊŀƳŀǘƛȊŜŘΣ decouple political 

accountability from social and class conflict (Tyler, 2013, 147). In the Hoodie Horror, 

ǘƘŜǎŜ ŘƛǎŎƻǳǊǎŜǎ ƳŜǎƘ ǿƛǘƘ ǘƘŜ ǎƻŎƛŀƭ ǊŜŀƭƛǎǘ ŦƻǊƳΩǎ ǘƘŜƳŀǘƛŎ ƻōǎŜǎǎƛƻƴ ǿƛǘƘ 

ŘŀƳŀƎƛƴƎ ǇŀǊŜƴǘƛƴƎΦ ¢ƘŜ ŎȅŎƭŜΩǎ ŎƭŀƛƳ ƻƴ ǊŜŀƭƛǎƳΣ ŦǳǎƛƴƎ ǎƻŎƛŀƭ ƛǎǎǳŜǎ with style, 

further authenticate the underclass as an intergenerational condition.  

The initial relationship between Trife and his uncle, as explored above, utilises the 

discursive construction of the underclass male as a violent criminal, and positions it 

within a familial relationship of paternal instruction and allegiance. In Attack the 

BlockΣ aƻǎŜǎ ƛǎ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ΨȅŀǊŘǎǘƛŎƪώǎϐ ƻŦ ŘƻƳƛƴŀƴǘ ƳŀǎŎǳƭƛƴƛǘȅΩ όYƛǊƪƘŀƳ ϧ 

Thumim, 1993: 18), strength and assertiveness. In the final third of the film, the 
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audience and Sam are privileged with a brief glimpse of the interior of the flat he 

calls home. The contradictory images of a cartoon designed duvet set and empty 

take-away containers assimilate social concerns into a comedy-horror, illuminating 

Moses as not only less than an adult in terms of age, but also as an adolescent 

within the domestic home, the latter of which emblematises the fractured familial 

structure of absentee parenting. In The Selfish GiantΣ {ǿƛŦǘȅΩǎ ŦŀǘƘŜǊΣ ΨtǊƛŎŜ 5ǊƻǇΩ 

{ǿƛŦǘȅΣ ƛǎ ŎƻŘŜŘ ŀǎ ǘƘŜ ǎƻǳǊŎŜ ƻŦ ǘƘŜ ŦŀƳƛƭȅΩǎ ƛƳǇƻǾŜǊƛǎƘŜŘ ǎǘŀǘŜΣ ƴƻǘ ǘƘŜ ŎƻƴǘŜȄǘǳŀƭ 

waning of industry, which is relegated to a backdrop presence. Price drop is a 

ƎŀƳōƭŜǊ ŀƴŘ ŀ ŘǊǳƴƪΣ ŦǊƛǘǘŜǊƛƴƎ ǘƘŜ ŦŀƳƛƭȅΩǎ ƳƻƴŜȅ ƻƴ Ƙƛǎ ǎocial habits. When the 

ŦŀƳƛƭȅ ƴŜŜŘ ƳƻƴŜȅΣ tǊƛŎŜ 5ǊƻǇ ǿƛƭƭ ǎŜƭƭ ŦǳǊƴƛǘǳǊŜ ŦǊƻƳ ǘƘŜƛǊ ƻǿƴ ƘƻƳŜΦ tǊƛŎŜ 5ǊƻǇΩǎ 

financial dealings are notorious around the local estate. When Swifty and Arbor 

begin scrapping, and push an empty old pram around, a local lad scoffs at Swifty by 

ǎŀȅƛƴƎΣ Ψ²ƘŜǊŜΩǎ ǘƘŜ ōŀōȅΚ hǊ ŘƛŘ ȅƻǳ ŘŀŘ ǎŜƭƭ ƛǘΚΗΩ  

Masculine identity as an effect of damaging parenting is overtly realised in Ill 

Manors, while sub-plots of earlier family lives, illuminated through a stylised 

framing, editing and shiftƛƴƎ ǘƘŜ ŦƛƭƳΩǎ ƻƴǘƻƭƻƎȅΣ ŜƭǳŎƛŘŀǘŜ ǇǊŜǎŜƴǘ Řŀȅ ŀōƧŜŎǘ 

existences. There is a fleeting shot in Ill Manors ƻŦ WŀƪŜΩǎ ƘƻƳŜΦ !ǎ WŀƪŜ ǊƛŘŜǎ ƻŦŦ ƛƴ 

the car with Chris, unaware that Chris is intending to execute him, there is a 

ǘǊŀƴǎƛǘƻǊȅ ǎƘƻǘ ƻŦ ƻƴŜ ƻŦ WŀƪŜΩǎ Ǉŀrents asleep in a chair, through a gap made by the 

half-drawn curtains. The momentary focus granted to the home here is 

representative of the marginalisation of the home and domestic sphere in the cycle, 

(with the exception of the haunted housing estate narratives for obvious reasons), 

but also of how the domestic is a site of loss, conflict and neglect (themes explored 
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ƳƻǊŜ Ŧǳƭƭȅ ƛƴ ΨaŀƴƻǊǎΩύΦ hƴŜ ƻŦ ǘƘŜ ǎǳōǘŜȄǘǎ ƻŦ Ill Manors is how the fractured 

relationships between parents and their children negatively impact the future lives 

ς what is yet to be ς of the offspring; an archetypal motif of the British realist text. 

¢ƘŜ ƻǇŜƴƛƴƎ ƛƳŀƎŜ ƻŦ ǘƘƛǎ ǎŜŎǘƛƻƴ ΨaŜƴΩ ƛǎ ƻŦ /ƘǊƛǎ ŀǎ ƘŜ ǎƘƻƻǘǎ WŀƪŜΦ ¢ƘŜ ƳƻǊǇƘƛƴƎ 

ƻŦ ǘƘŜ ƻƭŘŜǊ /ƘǊƛǎ ǿƛǘƘ Ƙƛǎ ȅƻǳƴƎ ǎŜƭŦ ƛǎ ǘƘŜ ŦƛƭƳΩǎ Ǿƛǎǳŀl stylisation of this subtext, a 

visual petition for empathy and compassion and to look beyond the discourse of 

ŘŜƳƻƴƛǎŜŘ ȅƻǳǘƘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ȅƻǳǘƘ ΨǇǊƻōƭŜƳΩ ƴƻǘ ŀǎ ŀ ŎŀǳǎŜΣ ōǳǘ ŀǎ ŀƴ 

ŜŦŦŜŎǘΦ /ƘǊƛǎΣ ŀǎ tƭŀƴ . ǎƛƴƎǎ ƛƴ ǘƘŜ ǎƻǳƴŘǘǊŀŎƪΩǎ Ψ5ǊǳƎ ŘŜŀƭŜǊΩΣ ƎǊew up in a single-

parent household with his mother, a drug addict. When his mum died from an 

overdose, Chris spent his time with Kirby, the local drug dealer who peddled drugs 

ǘƻ /ƘǊƛǎΩ ƳǳƳΦ ¢ƘŜ ŦƛƭƳ ǎŜŜƪǎ ƴƻǘ ǘƻ ǿƘƻƭƭȅ ŜȄŎǳǎŜ /ƘǊƛǎΩǎ ŀŘǳƭǘ ŎǊƛƳƛƴŀƭƛǘȅΣ ōǳt 

rather requests the spectator to look beyond the headlines.  

2.4.7: Pressurised homosocial bonds 

As Kirkham and Thumim argue, a significant element in any analysis of masculinity 

ƻƴǎŎǊŜŜƴ ƛǎ ǘƻ ŎƻƴǎƛŘŜǊ ǘƘŜ ƳŀƭŜΩǎ ǇƻǿŜǊ ǿƛǘƘƛƴ ŀ ǿƛŘŜǊ ŎƻƴǘŜȄǘ ƻŦ ǎǘŀǘǳǎ ŀƴŘ 

ƘƛŜǊŀǊŎƘȅ ŦƻǊ ΨǇŀǘǊƛŀǊŎƘŀƭ ƻǊŘŜǊ Ŏƻƴǘƛƴǳŀƭƭȅ ŀǘǘŜƳǇǘǎ ǘƻ ŘŜŦƛƴŜ ǇƻǿŜǊ ŀƴŘ 

masculinity as practicŀƭƭȅ ǎȅƴƻƴȅƳƻǳǎΩ όYƛǊƪƘŀƳ ŀƴŘ ¢ƘǳƳƛƳΣ мффоΥ муύΦ !ǎ L 

outlined previously, the Hoodie Horror male is exploited by a symbolic oppressive 

underclass patriarchy that has reasserted itself within the margins of society that 

the wider underclass exists within. This resurgence of such an assertive underclass 

patriarchy onscreen is one that operates within a local black economy and 

ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ aƻƴƪΩǎ ŀǎǎŜǎǎƳŜƴǘ ƻŦ ǘƘŜ ƳŀǎŎǳƭƛƴŜ ŘȅƴŀƳƛŎ ƛƴ ǘƘŜ ƎŀƴƎǎǘŜǊ ŦƛƭƳǎ 

of the 1960s and 1970s (Monk, 1999: 173) in that the cȅŎƭŜΩǎ ƘƛŜǊŀǊŎƘȅ ƛǎ ƛƴƘŜǊŜƴǘƭȅ 
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homosocial, violent and demonstrates a disdain for women. The exploitation the 

ŎȅŎƭŜΩǎ ƳŀƭŜ ƛǎ ŜȄǇƻǎŜŘ ǘƻΣ ŦǳƴŎǘƛƻƴ ŀǎ ŀ ŘƻǳōƭŜ ŘƛǎŜƳǇƻǿŜǊƳŜƴǘΣ ŀǎ ƘŜ ŦƛƴŘǎ 

himself subjugated to a local patriarchal hierarchy that leads to imperilment and/or 

death.  

Central to both KidulthoodΩǎ ¢ǊƛŦŜ ŀƴŘ WŀƪŜ ŦǊƻƳ Ill Manors individual narratives is 

Ƙƻǿ ōƻǘƘ ŀǊŜ ƳŀƴƛǇǳƭŀǘŜŘ ŦƻǊ ƻǘƘŜǊǎΩ Ǝŀƛƴ ŀƴŘ ƳŀƛƴǘŜƴŀƴŎŜ ƻŦ ǎǘŀǘǳǎΦ WŀƪŜ ƛǎ 

exploited by Marcel, enabling Marcel to seek revenge on local drug dealer, Kirby, in 

ǊŜǘŀƭƛŀǘƛƻƴ ŦƻǊ YƛǊōȅΩǎ ƘǳƳƛƭƛŀǘƛƻƴ ƻŦ aŀǊŎŜƭΦ WŀƪŜΣ ƴƻǘ ƪƴƻǿƛƴƎ ǿƘƻ YƛǊōȅ ƛǎ ƻǊ Ƙƻǿ 

the wider local drug economy operates, undertakes the killing naïve to the wider 

ƛƳǇƭƛŎŀǘƛƻƴǎΣ ǊŜǎǳƭǘƛƴƎ ƛƴ WŀƪŜΩǎ ŘŜŀǘƘΦ /ǳǊǘƛǎ ƳŀƴƛǇǳƭŀǘŜǎ ¢ǊƛŦŜΩǎ Ƴŀƴǳŀƭ skills he 

Ƙŀǎ ƭŜŀǊƴǘ ŀǘ ǎŎƘƻƻƭ ŀƴŘ ¢ǊƛŦŜΩǎ ŀŎŎŜǎǎ ǘƻ ǎŎƘƻƻƭ ŦŀŎƛƭƛǘƛŜǎ ŦƻǊ Ǝǳƴ ƳƻŘŜƭƭƛƴƎΦ 9ǾŜƴ 

Jamie in Heartless, within the mythical urban created from his own psychosis, is 

misused by Papa B ς aka, the Devil ς and the Weapons Man, to work on behalf of 

ΨŜǾƛƭΩ ŀƴŘ ŎǊŜŀǘŜ ŎƘŀƻǎ ōȅ ƪƛƭƭƛƴƎΦ ¢ƘŜ ǇǊƛŎŜ ƻŦ tŀǇŀ . ǘǊŀƴǎŦƻǊƳƛƴƎ WŀƳƛŜΩǎ ǇƘȅǎƛŎŀƭ 

appearance is for Jamie to kill and place a heart on the steps of a local church by 

midnight. Intricately woven within these exploitative tests of manhood are the 

consequences, other than individual jeopardy, in how the exploitative patriarchal 

power structures exert pressure on the homosocial bonds of the male protagonists. 

!ǎ ǿƛǘƘ wŜƴǘƻƴΩǎ ŀŎǘƛƻƴǎ ƛƴ ǘƘŜ ŎƭƻǎƛƴƎ ǎŜǉǳŜƴŎŜ ƻŦ Trainspotting, where individual 

survival supersedes homosocial allegiance, so in the Hoodie Horror, individualism is 

pitted against male communal bonds and where survival is complicated by moral 

dilemmas.   
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An ongoing concern of the social realist text and of the underclass films of the 

1990s, is how onscreen class identity is partly formulated in relation to what Hill 

ŘŜǎŎǊƛōŜǎ ŀǎ ŀ ΨǎŜƴǎŜ ƻŦ ŎǳƭǘǳǊŜ ŀƴŘ ŎƻƳƳǳƴƛǘȅΩ όIƛƭƭΣ нлллŀΥ нрмύΦ ²ƘƛƭŜ ǘƘŜ 

trajectory of the social realist text traces the decline of the working-class life in 

relation to identity and community, films of the 1990s such as Brassed Off and The 

Full Monty ŀǊŜ ƴƻǘƛŎŜŀōƭŜ ŦƻǊ ŀ ƴƻǎǘŀƭƎƛŎ ǊŜǘǳǊƴ ǘƻ ǘƘŜ ΨǇƻǿŜǊŦǳƭ ŜƳƻǘƛƻƴŀƭ ōƻƴŘǎΩ 

of homosocial communities (Monk, 2000a: 280), whilst texts such as Trainspotting 

and Lock, Stock and Two Smoking Barrels, reconfigured homosocial bonds to a 

pleasurable sub-cultural framework (Monk, 2000a: 278). British horror films in the 

new millennium are also concerned with masculinity identity, male emotions and 

homosocial bonds; Dog Soldiers, Reign of Fire and Kill List are some such examples. 

The Hoodie Horror cycle continues these concerns but repositions such male bonds 

to within ongoing school and gang relationships. The test to these homosocial 

relationships is one of allegiance, but also the wider context of a masculine 

morality. The wider context of the local underclass patriarchy is the bearing it 

imprints on the individual protagonists, where the external and internal 

frameworks as outlined by Kirkham and Thumim (1993) collide, creating a male 

anxiety. Masculinity in Hoodie Horror is one associated with trauma and effect. 

While its physical manifestation in performance, as explored previously, is one 

marked by absence, masculinity representation is one that suffers loss and absence. 

Two archetypal examples that I will focus on initially are Arbor and Shifty in The 

Selfish Giant, and Aaron and Ed in Ill ManorsΣ ŀƴŘ Ƙƻǿ ōƻǘƘ ŦƛƭƳǎΩ ŦƻǊƳ ŀƛŘ ƛƴ 

constructing masculine allegiance in the cycle.  




