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Foreword  

Mark Gallagher and Julian Str inger , University  of  Nottingham,  UK 

 
Scope is ten years old. We are pleased to mark our tenth anniversary of continuous publica-
tion with our first e-ōƻƻƪΣ Lŀƛƴ wƻōŜǊǘ {ƳƛǘƘΩǎ ŜŘƛǘŜŘ ǾƻƭǳƳŜ Cultural Borrowings: Appropri-
ation, Reworking, Transformation. We hope our readers will enjoy this free-to-all collection 
of original scholarship on processes of adaptation in film, television and new media.  
 
We are proud of the reputation Scope has built up over the past decade as one of the most 
respected journals in English-language Film and Television Studies. How has this been 
ŀŎƘƛŜǾŜŘΚ ¢ƘŜ ƧƻǳǊƴŀƭΩǎ ŎƻƴǘǊƛōǳǘƛƻƴ ǘƻ ǎŎƘƻƭŀǊǎƘƛǇ Ƴŀȅ ōŜ ƧǳŘƎŜŘ ƛƴ ŀ ƴǳƳōŜǊ ƻŦ ŘƛŦŦŜǊŜƴǘ 
ways. These include: the range and quality of the work we publish; the presence of our dis-
tinguished editorial advisory board; the fact that numerous articles first published in Scope 
have been reprinted in hard copy books by university presses and other publishers; the 
adoption of Scope articles for classroom use and for module reading packs; the widespread 
Ŏƛǘŀǘƛƻƴ ƻŦ ǘƘŜ ƧƻǳǊƴŀƭΩǎ ƻǳǘǇǳǘ ƛƴ ƻǘƘŜǊ ōƻƻƪǎΣ ƧƻǳǊƴŀƭǎ ŀƴŘ ōƛōƭƛƻƎǊŀǇƘƛŜǎΤ ŀƴŘ ǘƘŜ ǿŀǊƳ 
messages of support we frequently receive at events such as academic conferences as well 
as through the electronic ether. Further evidence of our widespread impact is supplied by 
ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƻǳǊ ǿŜō ǎƛǘŜ ŜƴƧƻȅǎ ŀ ǾŜǊȅ ƘƛƎƘ άƘƛǘέ ǊŀǘŜΣ ŀƴŘ ǘƘŀǘ ǾƛǎƛǘƻǊǎ ŎƻƳŜ ŦǊƻƳ άŀƭƭ ŦƻǳǊ 
ŎƻǊƴŜǊǎ ƻŦ ǘƘŜ ǿƻǊƭŘέΦ  
 
ScopeΩǎ Ǌŀƛǎƻƴ ŘΩŜǘǊŜ is research excellence. The feedback we receive from professional col-
leagues suggests that we are able to publish a steady stream of high-quality scholarship 
primarily because of the rigorous nature of our peer-review process. Article submissions are 
sent to external readers and only accepted for publication after full consideration of read-
ŜǊǎΩ ǊŜǇorts at editorial board meetings. We take care to provide authors with productive 
feedback, and our section editors work closely with writers to improve the quality of their 
work. Maintaining tight quality control over peer review procedures means that we publish 
far fewer articles than we receive. Indeed, many articles that we have been forced to reject 
have ended up being published in other distinguished hard copy and online journals instead. 
 
We have played an important role in publishing the work of established and emerging scho-
lars worldwide. In the fourteen issues appearing since 2005 alone, Scope has published ar-
ticles from scholars based in the US, UK, Canada, Hong Kong, China, Australia, New Zealand, 
South Korea, Greece and Finland. We have reported on conferences held in the UK, US, 
Canada, France, Turkey, Australia, Hong Kong, China and Malaysia. Our reporters, and our 
many book and film reviewers, hail from these locations as well as many other points of ori-
gin around the world. Few if any other journals in our discipline can claim a similar breadth 
of authors and zones of interest. This diverse range of voices attests to our commitment to 
truly global scholarship in film and television. Our international advisory board serves as fur-
ther evidence of this commitment, as of course does ScopeΩǎ ƭƻƴƎ ǊŜŎƻǊŘ ƻŦ ǇǳōƭƛǎƘƛƴƎ ŀr-
ticles about the many tributaries of global cinemaτand more recently televisionτin local, 
national and regional contexts as well as historical and theoretical ones. 
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As Scope looks beyond its tenth year of publication, we encourage our readers, and the Film 
and Television Studies communities in which we operate, to join us in shaping the direction 
of screen scholarship. Scope wishes to maintain a broad remit that excludes no promising 
area of film and television scholarship. At the same time, we believe periodic special issues 
can successfully concentrate attention around particular research areas, enabling the kinds 
of deep and sustained dialogues around a subject that periodicals with wide-ranging con-
tent cannot customarily provide.  
 
We therefore welcome suggestions for further special issues, as well as discrete article 
submissions that speak to the diversity of global screen cultures as well as the specificity of 
contemporary critical models. In particular, to continue ScopeΩǎ ŘȅƴŀƳƛŎ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ 
the breadth of screen media, we encourage contributions on television and new media sub-
jects, on production studies of global and local film industries, and in areas of reception and 
audience studies. Overall, through this special tenth anniversary e-book, and through 
ScopeΩǎ ŜǎǘŀōƭƛǎƘŜŘ ƳƛȄ ƻŦ ŀǊǘƛŎƭŜǎΣ ŎƻƴŦŜǊŜƴŎŜ ǊŜǇƻǊǘǎΣ ŀƴŘ ǊŜǾƛŜǿǎ ƻŦ ōƻƻƪǎΣ ŦƛƭƳǎ ŀƴŘ ǘŜƭe-
Ǿƛǎƛƻƴ ǇǊƻƎǊŀƳǎΣ ǿŜ ƘƻǇŜ ǘƻ ŎƻƴǘƛƴǳŜ ǘƘŜ ƧƻǳǊƴŀƭΩǎ ǇǊƻŘǳŎǘƛǾŜ ƛƴǘŜǊǾŜƴǘƛƻƴǎ ƛƴǘƻ ongoing 
critical and cultural debates. 
 
 

A Note of Thanks  

 
Scope has benefited over the past decade from the hard work and goodwill of countless 
friends and colleagues. A dozen members of staff and over thirty postgraduate research 
students at the University of Nottingham have sat at one time or another on our editorial 
board ς all have given freely of their time, energy and expertise. The distinguished scholars 
comprising our editorial advisor board have read and reviewed more than their fair share of 
manuscripts while also offering invaluable advice and support. Academics from around the 
world have also served as occasional reviewers, volunteered their ideas, and sent us their 
best wishes. We are very grateful to you all.  
 
Our biggest thanks, however, must go to our contributors and readers. Without your sup-
port, Scope ǿƻǳƭŘ ƴƻǘ ŜȄƛǎǘΦ /ŜǊǘŀƛƴƭȅΣ ǘƘŜ ƧƻǳǊƴŀƭΩǎ ƻƴƎƻƛƴƎ ǎǳŎŎŜǎǎ ƛǎ ŀ ǘŜǎǘŀƳŜƴǘ ǘƻ ǘƘŜ 
talent and enthusiasm of the many fine scholars in Film and Television Studies who make 
our discipline so vibrant and so exciting. 
 
Cultural Borrowings: Adaptation, Reworking, Transformation emerged from a conference of 
the same name, held at the University of Nottingham on 19th March 2008, organized by Iain 
Robert Smith and supported by the AHRC (Arts and Humanities Research Council) and 
MeCCSA (Media, Communication and Cultural Studies Association). Scope is indebted to Iain 
for the dedication and passion with which he has brought this e-book to maturity. 
 



Cultural Borrowings:  

Appropriation, Reworking, Transformation  
ISBN: 978 -0956464101  

 

1 
 

Introduction  

Iain  Robert  Smith,  University  of  Nottingham,  UK 

 

Talent  Borrows,  Genius  Steals  (Anon.)  

The above  quotation  has  been  variously  attributed  to  Oscar  Wilde,  Pablo  Picasso,  

TS Eliot,  Igor  Stravinsky,  William  Burroughs,  and  even  Morrissey,  singer  with  
British  indie  band  The  Smiths.  This  uncertainty  of  origin  seems  rather  apt.  Reso-

nant  of  the  current  shift  in  adaptation  studies,  it  draws  attention  away  from  the  
notion  of  textual  originality  to  reflect  the  more  intertextual  processes  of  borro w-
ing  and  theft  that  pervade  cultural  production.  Challenging  static  notions  of te x-

tuality  which  implicitly  construct  a hierarchy  between  source  and  adaptation,  the  
study  of  adaptations  has  instead  shifted  its  attention  onto  the  endless  circles  of  

intertextual  borrowings  and  hybridity.  Indeed,  in  an  essay  that  has  done  much  
to  reinvigorate  the  study  of  adaptations,  Robert  Stam  has  suggested  that:  

Film  adaptations  areé caught  up  in  the  ongoing  whirl  of  intertextual  refe r-

ences  and  transformation,  of  texts  generating  other  texts  in  an  endless  
process  of  recycling,  transformation  and  transmutation,  with  no  clear  

point  of  origin.  (Stam,  2000:  66)  

This  emphasis  on  adaptation  as an  endless  process  of  recycling  with  no  clear  
point  of  origin  has  helped  shift  the  field  away  from  the  dreaded  Achilles  heel  of  

adaptation  studies  --  namely,  fidelity  discourse.  Offering  a textual  comparison  
between  the  novel  and  its  adaptation,  such  studies  were  structured  by  implicit  

value  judgements  based  around  whether  the  film  had  been  faithful  to  the  ñorigi-
nalò text.  Often  concluding  with  the  authors  simply  deriding  the  filmic  adapt a-
tions  as ñsycophantic, derivative,  and  therefore  inferior  to  their  literary  counte r-

partsò (Cartmell  and  Whelehan,  2007:  1),  studies  of  this  kind  rested  upon  pro b-
lematic  conceptions  of  originality  and  literary  value.   

Thankfully,  over  the  last  decade,  pioneering  work  in  adaptation  studies  (Stam,  
2000;  Sanders,  2005;  Hutcheon,  2006;  Cartmell  and  Whelehan,  2007;  Gerag h-
ty,  2007;  Leitch,  2007)  and  its  younger  sibling  remake  studies  (Mazdon,  2000;  

Verevis,  2006,  Bozelka,  200 8)  has  reoriented  the  field  of  study  away  from  re-
du ctive  value  judgements  and  stale  conceptions  of  textual  fidelity  towards  a fo-

cus  on  Bakhtinian  intertextuality.  This  shift  has  also  birthed  two  new  academic  
journals  --  Adaptation:  The Journal  of  Literature  on  Screen  Studies , launched  in  

2008,  and  the  Journal  of  Adaptation  in  Film  and  Performance , launched  in  2007.  
In  the  words  of  Thomas  Leitch,  ñAfter years  of  being  stuck  in  the  backwaters  of  
the  academy,  adaptation  studies  is on  the  moveò (Leitch,  2008:  63).  

Nevertheless,  despite  this  shift  in  theoretical  focus,  there  is still  a prevailing  
model  of  book - into - film  that  ignores  the  rich  variety  of  adaptations  throughout  

film,  television  and  new  media  --  from  character -oriented  franchises  to  internet  
mash -ups,  and  from  found - footage  video  art  to  B-movie  rip -offs.  This  special  is-
sue  seeks  to  challenge  the  current  limitations  of  adaptation  studies  by  conside r-
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ing  cultural  borrowings  across  a diverse  range  of  media  and  through  a diverse  
range  of  methodologies.  

When  video  artist  Charles  Lum  mixed  sequences  from  the  horror  film  Carrie  
(1976)  with  images  and  sounds  from  gay  pornography  in  his  experimental  short  

Indelible  (2004);  or  when  director  Sanjay  Gupta  reworked  elements  of  Reservoir  
Dogs  (1992)  in  the  Bollywood  musical  Kaante  (2002);  or  when  the  Beastie  Boys  

recreated  scenes  from  the  Italian  comic  book  adaptation  Danger:  Diabolik  
(1968)  in  the  music  video  to  ñBody Movinô,ò they  were  all  appropriating  elements  
from  prior  cultural  texts  for  use  in  the  creation  of  new  works.  Bringing  together  

insights  from  across  the  disciplines,  this  collection  develops  our  academic  models  
of  adaptation  and  appropriation  in  order  to  consider  what  is at  stake  when  these  

artists  borrow  and  transform  elements  from  pre -existing  work  in  new  cultural  
texts.  

The  issue  is organised  in  four  sections,  each  dealing  with  a different  form  of  cul-

tural  borrowing.  Part  I  examines  ñHollywood Cinema  and  Artistic  Imitationò and  
provides  three  complimentary  historical  accounts  of  the  development  of  adapt a-

tion  within  US cinema.  First,  IQ  Hunter,  in  his  article  ñExploitation as Adapt a-
tion,ò complicates  notions  of  textual  originality  by  examining  the  whirl  of  inte r-
textual  references  that  fed  into  Jaws  (1975)  and  the  cycle  of  exploitation  films  

that  followed,  which  he terms  ñJawsploitation.ò Functioning  as a thorough  cat a-
loguing  of  the  Jaws  meme  from  Piranha  (1978)  to  Deep  Blue  Sea (1999),  the  ar-

ticle  also  offers  a productive  model  for  understanding  exploitation  cinema  as it-
self  a mode  of  adaptation.  Jason  Scott  then  takes  us back  to  an earlier  incarn a-
tion  of  artistic  imitation  in  Hollywood,  historicizing  its  development  in  ñThe Cha-

racter -Oriented  Franchise:  Promotion  and  Exploitation  of  Pre-Sold  Characters  in  
American  Film,  1913 -1950.ò While  most  discussions  of  franchises  and  synergy  

focus  on  the  contemporary  media  landscape,  this  is the  first  article  to  conce n-
trate  its  sole  attention  on  the  role  of  pre -sold  characters  --  from  Dick  Tracy  to  
Superman  --  in  the  development  of  the  early  Hollywood  franchise  system.  

Rounding  off  this  section  is Stijn  Joye  with  ñNovelty Through  Repetition:  Explo r-
ing  the  Success  of  Artistic  Imitation  in  the  Contemporary  Film  Industry,  1983 -

2007,ò building  on  current  work  in  the  field  of  adaptation  studies  by  exploring  
the  phenomenon  from  a quantitative  perspective.  Examining  an  extensive  data  
set  from  1983 -2007,  Joye  helps  lend  credence  to  the  oft  asserted  yet  rarely  

substantiated  notion  that  adaptations  and  remakes  have  become  increasingly  
prevalent  in  the  contemporary  film  industry.  

Just  as Part  I  investigates  the  historical  development  of  artistic  imitation  in  Hol-
lywood,  then  Part  II  looks  to  the  future  and  examines  the  contemporary  practice  
of  ñFound Footage  and  Remix  Culture.ò Opening  with  Eli Horwattôs article  ñA 

Taxonomy  of  Digital  Video  Remixing:  Contemporary  Found  Footage  Practice  on 
the  Internet,ò the  section  provides  insights  into  the  complex  processes  of  ada p-

tation  that  pervade  new  media  technologies.  Horwattôs contribution  offers  both  a 
useful  taxonomy  of  the  different  form  of  digital  video  remixing  from  ñPolitical 

Remix  Videoò to  ñTrailer Mash -Upsò and  traces  the  antecedents  to  this  trend  in  
avant -garde  found - footage  filmmaking  practice.  Next,  Emma  Cockerôs article  
ñEthical Possession:  Borrowing  from  the  Archivesò focuses  on the  Italian  fil m-

making  team  Yervant  Gianikian  and  Angela  Ricci -Lucchi,  who  utilise  found -



          Introduction  

3 
 

footage  in  their  work.  Cocker  theorises  a movement  in  cultural/art  practice  away  
from  hollow  borrowing  towards  forms  of  creative  appropriation  that  offer  more  

empathic  models  of  engagement  with  memory,  history  and  the  archive.  Closing  
this  section  is Sérgio  Dias  Brancoôs ñMusic Videos  and  Reused  Footage.ò Discus s-

ing  music  videos  that  rework  existing  footage,  and  drawing  on  William  Wees  to  
propose  a new  typology  (assemblage,  collage,  montage)  to  categorise  these  dis-

tinct  forms  of  reuse  and  recombination,  Branco  makes  a significant  contribution  
to  the  study  of  found  footage  in  music  video.  

Shifting  focus  onto  more  imitative  fo rms  of  appropriation,  Part  III  focuses  on  

ñModes of  Parody  and  Pastiche.ò Offering  a fresh  take  on  the  phenomenon  of  cult  
film  pastiche  in  the  contemporary  music  video,  Brigid  Cherry  utilizes  a close  

analysis  of  the  Beastie  Boysô video  for  ñBody Movinôò and  its  palimpsestuous  re-
lationship  with  Mario  Bavaôs Danger  Diabolik , to  interrogate  the  role  of  pastiche  
in  music  video  and  how  this  relates  to  the  wider  cultural  economy  of  fandom  and  

subcultural  identity.  In  her  article,  ñFrom Cult  to  Subculture:  Re­Imaginings  of  
Cult  Films  in  Alternative  Music  Video,ò Cherry  considers  how  such  borrowings  

can  be seen  to  evoke  culturally  shared  cognitive  schema  in  which  bands  comm u-
nicate  their  own  set  of  generic  and  subcultural  competencies  directly  to  the  
viewer.  Next,  Darren  Elliottôs ñQueering the  Cult  of  Carrie:   Appropriations  of  a 

Horror  Icon  in  Charles  Lumôs Indelible ò seeks  to  problematize  the  appropriative  
act.   Discussing  the  various  queer  borrowings  of  Brian  De Palmaôs film  Carrie ,  

the  article  explores  the  sexual  politics  of  appropriation  through  various  case  stu-
dies  including  an  RSC musical,  a drag  performance  entitled  ñCarrie: A Period  
Pieceò and  the  video  art  film  Indelible . Specifically  addressing  the  relationship  

between  the  gay  male  subject  and  the  female  protagonist  of  Carrie , the  author  
raises  pertinent  questions  regarding  disavowals  of  femininity  in  queer  appropri a-

tion.  Continuing  this  interrogation  of  the  potentially  dangerous  implications  of  
appropriation,  Jordan  Lavender  Smithôs ñIrony Inc.:  Parodic -Doc Horror  and  The 
Blair  Witch  Project ò utilizes  Linda  Hutcheonôs work  on  parody  to  interrogate  the  

parodic  documentary  form.  Showing  how  parody  does  not  always  function  as a 
challenge  to  social  hierarchies,  and  can  actually  work  to  re -establish  authority  

both  formally  and  socially,  the  article  injects  a note  of  caution  into  discussions  of  
the  parodic  form.   

Finally,  in  Part  IV,  the  focus  shifts  away  from  the  predominant  focus  on  US me-

dia  to  consider  the  contribution  that  ñTransnational Screen  Culturesò can  make  
to  our  understandings  of  the  adaptive  act.  Exploring  the  political  implications  of  

the  spaghetti  western,  Austin  Fisherôs ñA Marxistôs Gotta  Do What  a Marxistôs 
Gotta  Do:  Political  Violence  on  the  Italian  Frontierò considers  ways  the  militant  
Italian  Westerns  of  the  late  1960s  adapted  the  conventions  of  the  American  

Western  for  explicitly  political  ends.  Through  a discussion  of  the  ways  the  West-
ern  genreôs central  fixation  on  the  justification  of  lethal  violence  in  a noble  cause  

resonates  with  contemporaneous  discourse  on  the  efficacy  of  armed  insurrection,  
Fisher  makes  an  important  contribution  to  scholarship  on  the  relationship  be-

tween  cinema  and  the  New  Left.  Continuing  the  focus  on  transnational  adapt a-
tion  of  American  popular  culture,  Neelam  Sidhar  Wright,  in  ñóTom Cruise?  Tara n-
tino?  E.T.?  ...Indian!ô: Innovation  Through  Imitation  in  the  Cross -Cultural  Boll y-

wood  Remake,ò offers  an  authoritative  survey  of  such  texts  as Main  Hoon  Na 
(2004),  Kaante  and  KoiéMil Gaya  (2003)  that  respectively  adapt  elements  from  
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the  Hollywood  films  Mission:  Impossible  (1996),  Reservoir  Dogs  and  E.T.:  The 
Extra  Terrestrial  (1982).  Closing  the  special  issue  with  what  appears  to  be a 

more  traditional  study  of  adaptation  is Pamela  Atzori  with  ñóLa Television  des  
Professeurs?ô: Charles  Dickens,  French  Public  Service  Television  and  Olivier  

Twist.ò Yet what  Atzori  offers  is a unique  perspective  on  cross -national  adapt a-
tion,  considering  a 1962  French  televisual  adaptation  of  Oliver  Twist  entitled  

Olivier  Twist .  Responding  to  some  recent  attempts  in  adaptation  studies  to  move  
away  from  studying  adaptations  as adaptations  (see  Geraghty,  2007)  the  author  
makes  the  case  for  retaining  the  comparative  aspect  of  adaptation  study,  while  

avoiding  the  danger  of  falling  back  into  fidelity  discourse.  

Taken  as a whole,  this  special  issue  points  the  way  towards  a more  inclusive  

form  of  adaptation  studies.  Drawing  on  insights  from  across  the  fields  of  film  and  
television  studies,  cultural  studies,  sociology,  literature  and  social  anthropology,  
the  collection  expands  our  notion  of  adaptation  well  beyond  book - into - film.  Of 

course,  with  such  a diverse  range  of  material  now  being  studied  as adaptations,  
one  could  well  ask,  as Linda  Hutcheon  has:  ñWhat is not  an  adaptation?ò (Hu t-

cheon,  2006:  170).  With  remakes,  mash -ups,  found  footage,  parodies,  pastic h-
es,  franchises,  and  music  videos  all  appearing  alongside  more  traditional  forms  
of  adaptation,  the  field  appears  to  be diverse  indeed.  Yet,  rather  than  attempt  to  

offer  any  kind  of  definitive  answer  as to  what  qualifies  as an  adaptation,  this  col-
lection  suggests  that  the  blurring  of  boundaries  is ultimately  more  productive.  If  

adaptation  studies  can  adapt  and  draw  in  insights  from  across  the  disciplines,  
then  it  will  have  succeeded  where  so many  other  fields  of  study  have  ultimately  
failed.  It  is time  for  us to  borrow.  It  is time  for  us to  steal.  
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Exploitation  as  Adaptation  

I.Q.  Hunter,  De Montfort  University,  Leicester,  UK 

 

It  is better  to  fail  in  originality  than  to  succeed  in  imitation.  

            (Melville,  1850)  

This  shark,  swallow  you  whole.  

            (Quint  in  Jaws [1975])  

This  article  argues,  first,  that  exploitation  can  be usefully  thought  of  as a mode  
of  adaptation;  and,  second,  that  this  throws  light  on  "Jawsploitation"  films  --  the  
franchised  sequels,  unlicensed  rip -offs  and  other  imitations  that  followed  the  un-

precedented  success  of  Steven  Spielberg's  Jaws  in  197 5.  These  exploitation  ve r-
sions,  from  Grizzly  (1976),  Tentacles  (1977),  Tintorera  (1977)  and  Piranha  

(1978)  right  up  to  Deep  Blue  Sea (1999),  Lake  Placid  (1999),  Open  Water  
(2004),  Adrift  (2006),  Rogue  (2008)  and  Shark  in  Venice  (2008),  attest  to  
Jaws 's  memetic  vitality  and  continuing  cultural  impact.  My intention  in  this  art i-

cle  is to  pursue  "Jawsness"  across  numerous  adaptations  from  copying  and  pla-
giarism  to  parody,  homage  and  glancing  allusion.  Jaws  lends  itself  to  this  kind  of  

cinephiliac  intertextual  dérive more  readily  than  pretty  much  any  other  film,  ex-
cept  perhaps  King  Kong  (1933)  (Erb,  1998).  Certainly,  few  movies  have  given  
rise  to  such  an  extravagant  surfeit  of  imitations,  so much  so that  the  "Jaws  rip -

off"  film  is virtually  a horror  sub -genre  in  its  own  right.  

Adaptation  as  Exploitation  

Adaptation  studies  used  to  focus  on  the  translation  of  books,  especially  "classic"  
and  literary  novels,  into  films  and  TV series.  Recent  scholarship  works  with  a 

much  broader  definition  of  adaptation,  no  longer  taken  to  mean  simply  novel -
into - film  (with  the  assumption  being  that  "the  novel  is better")  but  also  films  de-
rived  from  such  non - literary  sources  as comics,  trading  cards,  and  theme  park  

rides.  Emphasising  intertextuality  over  fidelity,  the  best  work  in  the  field  locates  
adaptation  within  a range  of  long  established  industry  practices  th at  spin  out  and  

recycle  narratives  in  the  form  of  remakes,  sequels,  hyphenates,  novelisations,  
videogames,  DVD extras  and  "world  building"  franchises  as well  as straightfo r-
ward  "films  of  the  book"  (Stam  2000;  Elliott  2003;  Leitch  2007;  Hutcheon  2007;  

Geraghty  2007;  Cartmell  and  Whelehan  2007;  Jenkins  2007).  Adaptation,  from  
this  point  of  view,  is a rational  commercial  strategy  for  commodifying  textual  

material  by  disseminating  it  across  numerous  media  (for  authoritative  stat e-
ments  of  this,  see McFarlane,  2000;  Leitch,  2003;  Murray  2008).  In  fact  it  is ex-
tremely  difficult  to  find  any  film  that  is not  involved  in  a relation  of  adaptation  or  

indeed  multiple,  overlapping  kinds  of  adaptation  and  textual  extension.  Casino  
Royale  (2006),  for  example,  is certainly  an  adaptation  (the  third)  of  Ian  Flem-

ing's  novel,  but  it  is also  a remake;  a prequel  and  "origin  story;"  the  first  insta l-
ment  of  a serial  continued  with  Quantum  of  Solace  (2008);  and  a "rebooting"  of  
a long  running  series  with  its  own  intertextual  authority  and  requirements.  Linda  
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Hutcheon  asks,  "What  is not  an  adaptation?"  (Hutcheon,  2006:  170);  one  might  
equally  ask,  "What  is only  an  adaptation?"  Analysing  adaptation  as an  industrial  

process  therefore  involves  more  than  directly  comparing  books  with  films,  using  
fidelity  as the  key  yardstick.  As Robert  Ray notes,  "the  cinema's  very  different  

determinations  (commercial  exposure,  collaborative  production,  public  consum p-
tion)  [makes]  irrelevant  methods  of  analysis  developed  for  'serious  literature'"  

(Ray,  2001:  128).  Adaptation,  much  like  genre  itself,  is a method  of  standardi s-
ing  production  and  repackaging  the  familiar  within  an  economy  of  sameness  and  
difference.  

Using  this  notion  of  adaptation  as intertextuality,  I  want  to  consider  that  seem-
ingly  marginal  phenomenon,  the  exploitation  film.  

Exploitation  is an  all - purpose  and  invariably  pejorative  label  for  cheap,  sens a-
tional  movies  distributed  to  a sectionalised  market,  nowadays  mostly  straight  to  
DVD.  What  has  usually  been  exploited  since  the  period  of  "classical  exploitation"  

in  the  1920s -50s  is a controversial  topic  like  sex  or  drugs,  presented  in  a luridly  
voyeuristic  manner  (Doherty,  2002:  2-36).  But  exploitation  films  often  explicitly  

imitate  other  movies,  cannibalising  their  titles,  concepts  and  publicity  gimmicks.  
Sometimes  this  gives  rise  to  a tightly  defined  cycle  of  films  inspired  by  a mai n-
stream  or  exploitation  success  --  a slew  of  blaxploitation  films  after  Sweet  

Sweetback's  Baad  Asssss  Song  (1971)  or  Hell's  Angels  films  after  The Wild  An-
gels  (1966)  --  but  it  may  involve  aping,  more  or  less  faithfully,  the  most  exploi t-

able  elements  of  a specific  high -profile  movie.  Such  "exploitation  versions"  --  low  
budget  and  invariably  low  grade  --  piggy -back  on  the  hype  accompanying  a ma-
jor  release.  This  was  Roger  Corman's  signature  production  method  with  Bloody  

Mama  (1970)  and  Boxcar  Bertha  (1972)  (cashing  in  onBonnie  and  Clyde  
(1967)),  Death  Race 2000  (1975)  (Rollerball  (1975)),  and  Carnosaur  (1993)  (Ju-

rassic  Park ,  which  it  pipped  to  the  box  office  by  three  months)  (Hillier  and  Lip-
stadt,  1981:  12 -20).  Even  though  exploitation  versions  may  borrow  little  more  
than  a title,  concept  and  poster  design,  that  is more  than  enough  to  secure  a po-

tentially  lucrative  association  with  the  original.  

For  example,  the  internet  buzz  around  Snakes  on  a Plane  (2007),  whose  ou t-

landish  title  earned  it  a cult  following  during  production,  inspired  Snakes  on  a 
Train  (2007),  which  was  released  to  DVD three  days  before  the  cinema  release  
of  its  big -budget  rival.  While  Snakes  on  a Train  pilfers  Plane 's  title  and  basic  

premise,  its  supernatural  back -story,  emphasis  on  body  horror  and  curiously  se-
rious  tone  are  sufficiently  different  to  avoid  a plagiarism  suit.  Some  contemp o-

rary  companies  are  wholly  dedicated  to  pre -emptive  straight  to  video  imitations  
of  blockbusters,  notably  The Asylum,  which  produced  Snakes  on  a Train ,  The Da 
Vinci  Treasure  (2006),  Transmorphers  (2007),  AVH:  Alien  vs.  Hunter  (2007)  and  

I  am  ǹmega (2007);  and  Seduction  Cinema,  which  specialises  in  such  soft -core  
versions  asKinky  Kong  (2006),  The  Lord  of  the  G-Strings:  The  Femaleship  of  the  

Ring  (2003)  and  Spider -babe  (2003)  that  seize  on  appetising  textual  material  
and  rework  it  in  a lower  --  or  since  the  originals  are  rarely  art  films,  even  lower  -

-  cultural  register  (Hunter,  2006;  Smith,  2009).  As I  have  argued  elsewhere  
unlicensed  adaptations  often  illuminate  their  originals  by  modifying  and  correc t-
ing  their  subtexts  and  implications  (Hunter,  2006).  The  possibility  exists,  though  

most  parodies  don't  take  advantage  of  it,  that  they  "might  exercise  their  ped a-
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gogical  vocation  by  revealing  with  clarity  and  irony  the  ideological  significations  
embedded  in  the  entertainment  values  of  Hollywood  high - tech  spectacles"  

(Vieira  and  Stam,  1985:  37).  Even  soft -  and  hardcore  porn  versions  such  as The 
Lord  of  the  G-Strings  and  A Clockwork  Orgy  (1995)  can  been  seen  as potentially  

creative  appropriations  at  the  limits  of  copyright  rather  than  simply  as parodic  
rip -offs  (Hunter,  2005,  2006,  2007a).  

Imitation  is,  of  course,  standard  practice  across  all  entertainment  media.  Holl y-
wood  minimises  risk  by  sticking  closely  to  generic  formulae  and  updating  familiar  
properties  in  disguised  versions.  Thus,  in  ascending  order  of  cynicism  and  pos t-

modern  homage,  Sleepless  in  Seattle  (1993)  reworks  An Affair  to  Remember  
(1957);  Barb Wire  (1996),  Casablanca  (1942);  and  Disturbia  (2007),  Rear  Win-

dow  (1 954)  (see  Verevis,  2006:  3-30).  This  might  reasonably  be described  as 
exploitation,  the  economical  reuse  of  pre -existing  narrative  resources  (though  
unlike  natural  resources,  stories  proliferate  rather  than  deplete  with  exploit a-

tion).  Exploitation  films,  insofar  as exploitation  still  remains  a distinctive  mode  of  
production,  are  set  apart  chiefly  by  independent  production,  video  or  DVD distr i-

bution,  vanishingly  small  budgets,  an  emphasis  on  nudity  and  violence,  and  of-
ten  nowadays  a self -consciously  trashy  air  of  camp  parody  (Hunter,  2006).  

On the  one  hand,  exploitation  is a minor,  left -handed  form  of  adaptation;  on  the  

other,  it  is adaptation's  shadowy  Other  (as  exploitation  is also  mainstream  cin-
ema's)  --  because  all  adaptation,  by  a certain  way  of  thinking,  is exploitation.  

Mainstream  cinema  adapts  novels  for  the  same  reason  exploitation  films  latch  
onto  hit  movies  --  it  makes  financial  sense  to  capitalize  on  products  pre - tested  in  
the  marketplace.  Even  with  an  eminently  respectable  heritage  movie  like  Pride  

and  Prejudice  (2005),  the  purpose  of  adapting  Austen's  novel  for  the  umpteenth  
time  was  to  secure  commercial  advantage  from  its  familiarity,  Janeite  fan -base  

and  literary  reputation.  Exploitation  and  adaptation  differ  insofar  as adaptation  
typically  implies  an  acknowledged  and,  if  copyright  is relevant,  legitimately  pu r-
chased  relationship  with  a prior  text  usually  in  another  medium.  An exploitation  

film  that  copies  another  film,  as a short  cut  to  establishing  a relationship  with  an  
audience,  is constrained  to  play  a different  intertextual  game  from  a conve n-

tional  adaptation.  While  emphasising  marketable  similarities  to  its  unlicensed  
"hypotext's"  selling  points,  an  exploitation  film  must  nimbly  evade  the  legal  
problems  that  would  attend  genuine  fidelity;  duplication  must  pass  as generic  

similarity  (Stam  2000:  66).  Crossing  the  line  from  exploit ation  to  outright  pla-
giarism  (exploitation's  own  Other,  one  might  say)  can  prove  an expensive  mi s-

take,  as in  the  case  of  Queen  Kong  (1976),  whose  release  was  blocked  by  the  
producers  of  the  1976  remake  of  King  Kong  because  it  violated  their  copyright  
on  oversized  lovelorn  gorillas  (Hunter,  2005).  

If  adaptation  often  invokes  metaphors  of  adultery  (a  bad  adaptation  is guilty  of  
infidelity),  exploitation  suggests  other  crimes  --  theft,  con -artistry  or  rape.  Even  

so,  the  most  literary  of  literary  adaptations  shares  with  the  most  tawdry  explo i-
tation  movie  (and,  one  might  add,  with  all  remakes  and  sequels)  this  fundame n-

tal  and  troubling  similarity  --  both  are  "copies"  typically  regarded  as inferior  to  
their  sources  and  even  as necessarily  inferior  to  them.  This  is no  less  true  of  
Oscar -bait  like  Atonement  (2007)  than  of  trash  like  Snakes  on  a Train .  Unnece s-
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sary  supplements,  both  films  exist  in  derogatory  relationships  of  parasitism  and  
anxious  dependency  on  their  pre - texts.  

Jaws  and  Intertextuality  

Jaws is based  on  the  novel  by  Peter  Benchley,  a bestseller  whose  paperback  

rights  were  sold  for  half  a million  dollars  and  whose  movie  rights  went  before  
publication  for  $150,000  (Sounes,  2006:  223).  The  film's  status  as adaptation  

was  emphasised  in  its  publicity  --  which  made  sense  since  the  book  had  become  
a publishing  phenomenon  (Morgan,  1978:  140 -50).  The  film  acknowledges  its  
source  directly  both  in  the  text  --  Benchley  has  a cameo  as a news  reporter  --  

and  in  its  advertising,  the  poster  design,  for  example,  being  carried  over  from  
Paul Bacon's  artwork  on  the  US hardback  edition.  

It  is important  to  note  that  not  all  adaptations  make  much  of  the  fact.  Adapt a-
tion  is an  optional  frame  of  reference  in  the  film's  publicity  as well  as in  the  
minds  of  audiences  and  critics.  The  frame's  usefulness  depends  on  whether  the  

source's  literary  cachet  or  commercial  success  justifies  discursively  identifying  
the  film  as an  adaptation  in  posters,  trailers,  press  kit  and  other  "paratexts."  

"These  secondary,  ancillary  and  satellite  texts,"  as Martin  Barker  argues,  "shape  
in  advance  the  conditions  under  which  interpretations  are  formed"  (Barker,  

2004).  "Architextuality,"  Gérard  Genette's  term  for  how  texts  anticipate  their  re-
ception  by  invoking  other  texts  and  contexts,  prep ares  audiences  to  make  sense  
of  a film,  manages  their  expectations  of  it,  and  retrospectively  shapes  their  un-

derstanding  of  its  meaning  and  significance  (see  Verevis,  2006:  130 -31,  for  a 
discussion  of  this  in  relation  to  remakes).  In  the  case  of  Atonement , framing  the  

film  within  a discourse  of  adaptation  (indeed,  one  of  authentic  and  faithful  ada p-
tation)  was  both  unavoidable  and  commercially  essential,  given  the  high  profile  
of  the  source  novel  and  the  advantages  of  aligning  the  film  with  the  prestigious  

and  lucrative  "genre"  of  literary  adaptations  (see  Leitch,  2008,  for  an  analysis  of  
adaptation  as a genre).  Catherine  Grant  remarks,  "The  most  important  act  that  

films  and  their  surrounding  discourses  need  to  perform  in  order  to  communicate  
unequivocally  their  status  as adaptations  is to  [make  viewers]  recall  the  adapted  
work,  or  the  cultural  memory  of  it"  (Grant,  2002:  57).  The  same  is true  of  ex-

ploitation  versions,  whose  ancillary  materials  discursively  anchor  them  to  their  
objects  of  imitation.  

In  fact,  there  are  good  reasons,  even  in  the  case  of  the  most  faithful  literary  ad-
aptation,  to  argue  against  necessarily  prioritising  the  novel  as the  film's  dete r-
mining  inter -  or  pre - text  (strictly,  if  fidelity  is an  issue,  a film  should  be judged  

by  how  far  it  realised  the  potential  of  its  screenplay,  which  is the  most  immed i-
ate  and  authoritative  pre - text)  (see  Hunter,  2007b,  which  argues  this  with  refe r-

ence  to  The Lord  of  the  Rings  trilogy  (2001 -2005)).  As Sarah  Cardwell  notes,  in  
any  film  adaptation  "a  considerable  proportion  of  the  filmic  textéis not  explicable  
in  terms  of  the  source  book"  (Cardwell,  2002:  62).  This  is certainly  the  case  with  

Jaws , which,  though  obviously  indebted  to  the  novel  for  its  characters,  storyline  
and  defining  gimmick  of  the  man -eating  shark,  is complexly  related  to  numerous  

genres  and  texts  ranging  from  canonical  classics  to  camp  trash.  
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Briefly  and  in  no  particular  order  of  relevance,  Benchley's  novel  shares  discursive  
space  (allusion,  influence,  similarity)  in  Spielberg's  film  with  Melville's  Moby -

Dick ;  Hemingway's  The Old  Man  and  the  Sea (1952);  Spielberg's  TV movie,  Duel  
(1971),  also  about  a relentless  behemoth;  1950s  monster  movies  such  as The 

Creature  from  the  Black  Lagoon  (1954)  and  It  Came  from  Beneath  the  Sea 
(1955);  Henrik  Ibsen's  The Enemy  of  the  People  (1882);  the  films  of  John  Ford  

(the  motif  of  the  obsessive  hunt  echoes  The Searchers  (1956);  "Shall  we  gather  
at  the  river?,"  which  appears  in  several  of  Ford's  movies,  is whistled  by  two  hap-
less  amateurs  shark - fishing  with  the  Sunday  roast)  and  Howard  Hawks'  ( the  

theme  of  male  camaraderie);  and  crucially  Alfred  Hitchcock's  Vertigo  (1958)  (the  
track - in  and  zoom -out  "Vertigo "  shot  when  Brody  sees  the  attack  on  the  Kintner  

boy),  Psycho  (1960)  (the  first  shark  attack  intricately  re - imagines  the  shower  
scene),  and  The Birds  (1963).  An important  precursor  in  raising  public  awar e-
ness  of  Great  Whites  was  the  documentary,  Blue  Water  White  Death  (1971),  in  

which  Ron and  Valerie  Taylor,  who  later  filmed  the  shark  footage  in  Jaws ,  go  in  
pursuit  of  the  elusive  beasts  (the  film  also  inspired  The Life  Aquatic  with  Steve  

Zissou  (2004)).  The  thudding  rhythms  of  John  Williams's  unforgettable  score  
draws  on  Stravinsky's  "The  Rite  of  Spring",  which  filmgoers  of  Spielberg's  gen-
eration  might  recognise  as the  soundtrack  to  the  dinosaur  sequence  in  Fantasia  

(1940)  --  an  entirely  appropriate  reference  point  for  Jaws '  invocation  of  ancient  
primeval  terror.  A more  complex  intertextual  secret  sharer  is Disney's  20,000  

Leagues  Under  the  Sea (1954).  Captain  Nemo,  who  rams  ships  with  his  shark -
like  submarine,  The  Nautilus,  is,  like  Ahab,  another  prototype  for  Quint's  obse s-
sion  with  nautical  revenge.  Spielberg's  mechanical  shark  pays  homage  to  20,000  

Leagues 's  giant  squid,  the  most  celebrated  SFX sea beast  before  Jaws ;  both  
were  designed  by  Robert  A. Mattey.  And  both  films  allude  to  the  horrors  of  the  

Bomb:  the  Nautilus  is driven  by  atomic  power,  while  Quint  survived  the  sinking  
of  the  USS Indianapolis,  which  delivered  the  Hiroshima  bomb  to  the  island  of  
Tinian  in  1945.   Jaws also  belongs  with  two  specific  generic  trends  of  the  early  

1970s  --  disaster  movies  such  as The Poseidon  Adventure  (1972)  and  Eart h-
quake  (1974),  in  which  ordinary  people  confront  natural  catastrophes;  and  "r e-

venge  of  nature"  horror  films  such  as Frogs  (1972),  Willard  (1971),  Ben  (1972)  
and  Phase IV  (1974).  Jaws 's  anthropophagous  oral  fixation  aligns  it  too  with  the  
cannibalistic  themes  of  Night  of  the  Living  Dead  (1968)  and  The Texas  Chain  

Saw  Massacre  (1974)  and,  on  a Freudian  level,  with  the  porn  film,  Deep  Throat  
(1972),  which  is name -checked  when  a fisherman  remarks  of  the  gaping  maw  of  

a strung -up  tiger  shark,  "It's  got  a deep  throat,  Frank."  An allusion  to  Watergate  
is perhaps  also  intended  (Deep  Throat  being  of  course  the  cover  name  of  The 
Washington  Post 's  high -placed  informant),  for  there  are  other  sly  references  to  

the  scandal:  the  Mayor  is a ringer  for  Nixon  and  the  medical  officer  for  Kissinger.  

One could  try  to  pin  down  the  different  kinds  of  adaptation  involved  here,  ran g-

ing  from  direct  translation  of  the  novel  to  the  unsystematic  allusions  characteri s-
tic  of  New  Hollywood's  playful  cinephilia  (though  Spielberg's  key  reference  points  

are  much  the  same  as the  other  "Movie  Brats'":  The Searchers , Corman,  Hawks,  
the  American  Hitchcock),  allusions  that,  like  wormholes,  connect  the  film  to  very  
different  intertextual  worlds.  [1]  Adaptation  studies  is fixated  on  taxonomies  m i-

nutely  separating  out  and  defining  the  different  orders  of  adaptation  and  
'transtextuality'  (Genette's  (1997  [1982])  and  Stam's  (2000)  are  among  the  

http://www.scope.nottingham.ac.uk/proof/Hunter#1
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most  comprehensive  and  persuasive),  but  it  is difficult  to  do  this  here  with  any  
great  accuracy  (or  enthusiasm).    

Take,  for  example,  Moby -Dick , which  Jaws  in  one  way  or  another  resembles,  or  
is inspired  by,  or  riffs  on,  or  degradingly  popularises,  or  indeed  exploits  (though,  

according  to  John  Baxter,  Spielberg  "complained  the  book  had  a little  Peyton  
Place , a little  Godfather , a little Enemy  of  the  People  and  plenty  of  Moby -Dick " 

and  that  he  "spent  a lot  of  time  taking  out  the  similarities  between  é Melville  
and  Benchley  (Baxter  1997:  120 -21)).  Jaws  the  film  has  obvious  parallels  to  
Melville's  novel  --  the  white  shark  recalls  the  whiteness  of  the  whale;  Quint's  ob-

session  mirrors  Ahab's;  it  all  culminates  in  a sea chase.  In  Benchley's  novel  the  
shark  dies  (or  seems  to  die)  spiralling  downwards  with  Quint  strapped  to  it  as 

Ahab  was  to  the  whale,  which  being  an  archetype  survives  (see  Metz,  2007).   
Spielberg's  ending,  in  which  the  shark  is defeated,  wrenches  the  material  away  
from  Melville  and  locates  it  firmly  within  the  tradition  of  the  horror  film.  But  as 

Dean  Crawford  notes,  it  is the  film  that  ironically  is perhaps  in  the  end  more  
faithful  to  Melville:  

While  both  the  movie  and  book  versions  of  Jaws owe  considerable  debt  to  
Melville,  Spielberg's  is greater  since  his  shark  is the  more  mysterious  
monster,  a malevolent  counterforce  to  our  own  species.  Whereas  in  

Benchley's  Jaws nature  strikes  back  unwittingly,  Spielberg's  shark,  like  
Melville's  white  whale,  appears  to  operate  with  a motive  at  least  as me-

thodical  as Ahab's  madness.  (Crawford,  2008:  77)  

There  are  other  echoes  of  Moby -Dick  in  the  film  --  the  song  "Farewell  and  ado  to  
you  fair  Spanish  ladies"  is in  both  (Melville,  1992  [1851]:  187),  but  as it  is a tr a-

ditional  sea shanty,  this  may  really  just  be coincidence.  (It  later  crops  up  as a 
tantalising  echo  in  Master  and  Commander:  The Far Side  of  the  World  (2003).)  

Allusions  to  the  novel  of  Moby -Dick  are  in  any  case  questionable,  since  they  
might  equally  well  refer  to  John  Huston's  1956  film  version;  which  would  be in  
keeping  with  Spielberg's  method  of  displacing  literary  references  by  cinematic  

ones.  Indeed  an early  draft  screenplay  showed  Quint  laughing  at  Huston's  Moby  
Dick  in  a cinema  (the  object  of  mirth  is perhaps  Gregory  Peck:  miscast  by  

Huston,  he  would  have  made  a pretty  good  Quint)  --  an  adaptation  of  that  scene  
turns  up  in  Scorsese's Cape  Fear  (1991)  (another  Peck remake,  to  continue  the  
game  of  movie  connections).  Although  Quint  is generally  taken  to  be a parodic  

Ahab,  his  unusual  name  has  resonances  we  might  pick  up  --  to  The Turn  of  the  
Screw  (1898)  and  Jack Clayton's  adaptation,  The Innocents  (1961),  in  which  

Quint  is a malevolent  supernatural  perversion  of  masculinity;  and  to  The Nigh t-
comers  (1971),  Michael  Winner's  exploitation  prequel  to  The Turn  of  the  Screw , 
in  which  Marlon  Brando's  Quint  represents,  like  Shaw  in  Jaws ,  a style  of  working  

class  masculinity  made  obsolete  in  the  New  Hollywood  by  ordinary  bourgeois  
guys  like  Scheider  and  Dreyfuss.  Quint  also  carries  faint  echoes  of  Queeg,  the  

mad  captain  played  by  Humphrey  Bogart  in  The Caine  Mutiny  (1954),  though  
Quint  is the  gamey  consummation  of  every  movie  sea-dog  from  Ahab  to  Captain  

Bligh.  These  allusions,  if  that  is what  they  are,  should  not  lead  us to  conclude  
that  Jaws  is not  an  adaptation  of  Benchley  after  all  or  that  Moby -Dick  is not  
worth  comparative  study.  [2]  They  simply  confirm  that  films  have  their  own  re f-

erential  ecology  and  multiple  lines  of  intertextual  descent.  Christine  Geraghty  

http://www.scope.nottingham.ac.uk/proof/Hunter#2
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puts  this  well:  "The  complex  textual  referencing  of  many  adaptations,  their  lay-
ering  of  genres,  performances  and  settings,  provides  evidence  for  how  they  work  

as films,  not  as versions  of  another  form  nor  as a whirl  of  references  without  
their  own  shape"  (Geraghty,  2007:  197).  Indeed,  the  crucial  intertextual  rel a-

tionship  informing  Jaws  aesthetically  is arguably  Hitchcock,  who  is evoked  
through  allusions,  rather  than  Moby -Dick , which  is the  film's  mythic  prototype,  

or  Benchley's  novel,  which  supplied  most  of  its  cardinal  functions.  

Jaws ploitation  

The success  of  Jaws led  to  (and  pioneered  the  idea  of)  multiple  sequels  as well  

as prompting  dozens  of  Jawsploitation  movies  from  as far  afield  as Italy,  Brazil,  
Mexico  and  the  Philippines.  There  were  also  numerous  licensed  spin -offs  such  as 

comic  books,  toys,  and  board  games  --  indeed  Jaws  is credited  with  inspiring  the  
first,  albeit  unofficial,  videogame  adaptation,  Shark  JAWS in  1975.  A couple  of  
hours  with  IMDb,  Wikipedia  and  Amazon.com's  recommendations  page  throws  

up  a frankly  deranging  series  of  "movie  connections"  for  Jaws , mostly  linking  it  
with  the  products  of  the  US and  Italian  exploitation  industries.  I  shall  not  at-

tempt  to  list  them  all.  

Jawsploitation  films  essentially  came  in  two  waves.  The first,  on  the  heels  of  the  

film's  release,  was  a model  exploitation  cycle  capitalising  on  Jaws -mania.  These  
films,  parasites  borne  along  on  the  success  of their  host,  reworked  Jaws 's  plot  to  
showcase  a variety  of  killer  beasts  ï not  only  sharks  (Mako:  Jaws of  Death  

(1976),  L'ultimo  squalo  [ Great  White / The Last  Shark ](1981))  and  shark - like  
monsters  (Up from  the  Depths  (1979)),  but  barracuda  (Barracuda  (19 78)),  gri z-

zly  bears  (Grizzly , the  top -grossing  independent  film  in  the  US in  1976;  Claws  
(1977)),  octopi  (Tentacoli  [ Tentacles ],  memorable  for  its  surreally  heavyweight  
cast  of  Hollywood  veterans  (Henry  Fonda,  John  Huston,  Shelley  Winters)),  

shark -octopus  hybrids  (Shark:  Rosso nell'oceano  [ Devil  Fish /  Devouring  Waves ]  
(1984)),  piranhas  (Piranha , Killer  Fish (1979),  Piranha  Part  Two:  The  Spawning  

(1981)),  killer  whales  (Orca  (1977)),  crocodilian  (Alligator  (1980)  and  a belated  
Australian  contribution,  Dark  Age  (1987)),  a beach  (Blood  Beach  (1981):  tag -
line:  "Just  when  you  thought  it  was  safe  to  go  back  in  the  water,  you  can't  get  to  

it"),  and  cod  (Bacalhau  (1975)).  [3]  Not  all  of  these  ripped  off  Jaws  directly  (Kil-
ler  Fish , for  instance,  exploited  Piranha 's  box  office  success),  and  not  all  were  

cheap  drive - in  fodder  (Orca  was  a major  Hollywood  release)  but  they  certainly  
aimed  to  hook  audiences  with  comparable  pleasures.  Jaws  also  led  to  celebrity  
status  for  sharks  in  general  and  two  US TV cartoon  parodies  starring  the  fish  

were  produced  in  1976,  Misterjaw  and  Jabberjaw  (1976 -1978).  Allusions  to  Jaws 
flourished  almost  as soon  as it  was  released  and  as J. Hoberman  remarks,  "there  

were  few  American  fears  that  were  not  displaced  onto  the  shark  in  parodies  of  
Jaws 's  poster"  (2003:  147).  Few films  remain  so identifiable  from  the  smallest  
visual  or  musical  clue,  whether  it  is a shot  of  a fin  in1941  (1979)  and  Airplane  

II:  The  Sequel  (1982)  or  a brief  "dum  dum "  from  Cameron  Diaz  as she  drun k-
enly  awaits  a telling  off  in  In  Her  Shoes  (2005).  

Many  other  nature - running -amok  thrillers  of  the  period  might  be classed  among  
Jawsploitation  films,  such  as The Pack (1977),  The Car  (1977),  The Swarm  
(1978),  Empire  of  the  Ants  (1977),  Squirm  (1976) , The  Food  of  the  Gods  
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(1976),  Long  Weekend  (1978)  and The Day  of  the  Animals  (1977).  They  are  cer-
tainly  influenced  by  Jaws 's  visual  tropes  (for  example,  the  ants'  tessellated  

point -of -view  shots  in  Empire  of  the  Ants ).  But  it  is likely  that  the  success  of  
Jaws  simply  perpetuated  what  Tarantino  called  the  early  seventies'  "Mother  Na-

ture  goes  ape -shit  kind  of  movie,"  and  also  encouraged  that  cycle's  combination  
with  the  disaster  film  in,  for  example,  The Swarm  and  to  some  extent  the  re-

make  of  King  Kong . [4]  More  fundamentally  Jaws also  bore  out  the  efficiency  of  
what  Noel  Carroll  called  "perhaps  the  most  serviceable  narrative  armature  in  the  
horror  film  genre"  --  the  "Discovery  Plot,"  with  its  four  movements:  "onset"  (the  

monster  is revealed),  "discovery"  (the  monster  is discovered  by  a person  or  a 
group,  but  its  existence  is not  acknowledged  by  the  authorities),  "confirmation"  

(the  authorities  are  eventually  convinced  of  the  monster's  threat),  and  "confro n-
tation"  (the  monster  is met  and  usually  killed)  (Carroll,  1981:  23).  It  is hard  to  
disentangle  the  influence  of  Jaws , in  creature  features  from  Empire  of  the  Ants  

to  King  Cobra  (1999)  and  Crocodile  (2000),  from  adherence  to  general  narrative  
conventions  of  the  horror  film  that  Jaws  happened  to  reinvigorate  and  perfect.  

This  first  cycle  of  Jawsploitation  continued  till  roughly  1987  and  the  release  of  
Jaws the  Revenge ;  perhaps  the  last  was  Joe D'Amato's  Sangue  negli  abissi  
(Deep  Blood )  (1989).  A second,  continuing  wave  of  Jawsploitation  films  followed  

Spielberg's  Jurassic  Park , itself  a reinvention  of  Jaws , which  reinvigorated  the  
creature  feature  with  the  twin  novelties  of  computer  generated  special  effects  

and  the  theme  of  genetic  manipulation.  Most  of  these  were  TV and  straight  to  
video  movies  (the  TV remake  of  Piranha  (1996);  Alligator  II:  The  Mutation  
(1991);  Lake  Placid  2  (2007);  Croc  (2007)  and  Shark  Swarm  (2008)  in  the  Sci-Fi 

Channel's  "Maneater"  series);  and  The Asylum's  Mega  Shark  vs.  Giant  Octopus  
(2009),  but  they  included  some  mid -budget  thrillers,  such  as Anaconda  (1997),  

The Relic  (1997),  Lake  Placid , Eight  Legged  Freaks  (2002),  Gwoemul  [ The Host ]  
(2006),  and  the  wave's  most  self -aware  and  influential  evocation  of  Jaws , Deep  
Blue  Sea .  No longer  a cycle  of  exploitation  films  cashing  in  on  a blockbuster,  

these  work  variations  on  a horror  sub -genre,  the  creature  feature,  which  pr e-
ceded  Jaws  but  is now  wholly  inextricable  from  it.  

Roughly  we  can  divide  the  Jawsploitation  movies  of  both  waves  into  two  categ o-
ries:  creature  features  and  sharksploitation  films.  

Creature  features  play  a kind  of  commutation  game,  substituting  for  sharks  

some  other  malevolent  rogue  species  alluded  to  in  the  film's  title.  Their  plots  had  
similar  cardinal  functions  to  Jaws , with  the  same  kind  of  events  taking  place  in  

much  the  same  order.  This  was  not  especially  taxing  to  contrive  since  Jaws 's 
"Discovery  Plot"  is so stripped  to  the  bone  (beast  attacks  people,  people  kill  
beast)  that,  like  The Most  Dangerous  Game  (1932),  its  barest  essentials  could  

be lifted  without  risk  of  plagiarism . Of the  films  in  the  first  cycle,  before Jaws was  
established  as a pop  culture  myth,  three  are  especially  interesting  in  their  diffe r-

ent  modes  of  adaptive  exploitation,  namely  imitation,  revision  and  parody .  

Grizzly  (Claws , as reviewers  tended  to  rename  it;  a documentary  extra  on  the  

DVD is "Jaws  with  Claws")  recapitulates  Jaws in  some  detail  --  oversized  bear,  
represented  by  point  of  view  shots  and  accompanied  by  percussive  chords,  at-
tacks  attractive  young  women,  man  kills  bear,  blowing  it  up  with  a rocket  

http://www.scope.nottingham.ac.uk/proof/Hunter#4
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launcher.  There  is even  a recap  of  Quint's  Indianapolis  speech,  when  one  chara c-
ter  gives  a hushed  campfire  rendition  of  a story  about  "a  whole  herd  of  man -

eating  grizzlies  tearing  up  Indians."  Orca , more  ambitiously,  develops  and  in-
verts  Jaws 's  theme  of  personal  revenge  in  its  tall  tale  of  a killer  whale  pursuing  

the  shark -hunter  who  harpooned  its  pregnant  mate.  The film  is an  eco- friendly  
reshuffling  of  Moby -Dick  in  that  a whale  pursues  Ahab,  a woman  loses  a leg,  and  

the  whale  wins.  Orca  came  up  against  a limitation  of  the  Jaws  formula.  It  is cer-
tainly  true  that  Jaws  grants  the  shark  a degree  of  motive  and  intelligence  
("Smart  fish,"  Quint  remarks  wonderingly  when  the  shark  goes  under  the  boat).  

But  unlike  King  Kong,  the  shark  --  or  its  equivalent  in  the  exploitation  versions  --  
needs  to  be mythically  charged  but  essentially  characterless,  more  a symbol,  

narrative  function  or  malevolent  agent  of  external  evil  (as  in  Piranha )  than  a 
thing  capable  of  anthropomorphism  and  sympathetic  humanlike  emotion.  

The stand -out  film  of  the  first  Jaws cycle  is Piranha  (1978),  produced  by  Roger  

Corman  and  directed  by  Joe Dante.  Intended  to  cash  in  on  the  production  of  
Jaws 2 (Hillier  and  Lipstadt,  1981:  41),  it  is a droll  pre - fabricated  cult  movie,  

which  introduced  an  anti -establishment  agenda  typical  of  Corman  --  the  military  
bred  the  titular,  super -aggressive  "mutant  cannibal  piranhas"  for  use  in  the  Me-
kong  Delta  during  the  Vietnam  War:  "radiation,  selective  breeding;  they  called  it  

Operation  Razorfish."  As in  Grizzly ,  in  which  one  female  victim  is killed  while  to p-
less  under  a waterfall,  Piranha  adds  nudity  to  Jaws 's  PG- rated  mix.  The plot  fo l-

lows  Jaws  quite  closely  (the  story  goes  that  Universal  wanted  to  sue  New  World  
for  plagiarism  but  dropped  the  suit  after  Spielberg  approved  of  the  film)  but  also  
introduces  numerous  allusions  to  other  films  (Citizen  Kane  (1941),  Invasion  of  

the  Body  Snatchers  (1956))  in  what  would  become  the  signature  manner  of  ex-
ploitation  auteurs  like  John  Carpenter  and  Corman  alumni  such  as Dante  (The 

Howling  (1981)),  and  John  Landis  ( Into  the  Night  (1985)).  Piranha  is wittily  
knowing  about  itself  --  a shot  near  the  start  of  the  Shark  JAWS arcade  game  
situates  the  film  among  the  numerous  unofficial  Jaws  spin -offs  --  and  Jaws 's  in-

tertextual  debts:  a girl  is seen  reading  Moby -Dick  on  the  beach,  while  references  
to  Creature  from  the  Black  Lagoon  and  a clip  from  The Monster  that  Challenged  

the  World  (1957)  firmly  reclaim  Jaws for  the  tradition  of  1950s  SF. Indeed  Jon 
Davison,  one  of  Piranha 's  producers,  insisted  that  Piranha  was  targeting  not  
Jaws but  one  of  its  key  precursors:  

Everyone  talks  about  what  Piranha  owes  to  Steve  Spielberg  and  Jaws . 
What  it  really  owes  something  to  is Jack Arnold  and  The Creature  from  the  

Black  Lagoon . Jaws  was  really  nothing  more  than  an  expensive  50s  mo n-
ster -on- the - loose  picture.  SoPiranha  may  be a rip -off  of  Jaws , but  I  prefer  
to  think  of  it  as a rip -off  of  Black  Lagoon.  (Hillier  and  Lipstadt,  1981:  45)  

The same  line  of  parody  was  taken  in  Alligator,  also  written  by  John  Sayles  and  
packed  with  filmic  in  jokes  (as  a rule  the  most  effective  approach  for  an  exploit a-

tion  version;  as Dante  said,  "A  picture  of  this  type  made  on  this  budget  just  
couldn't  play  on  a serious  level"  (Hillier  and  Lipstadt,  1981:  45)).  Like  Piranha , 

Alligator  claims  Jaws  for  1950s  science  fiction  and  the  association  of  monsters  
with  mad  science  in  such  classics  as Them!  (1954)  and  Gojira  [ Godzilla,  King  of  
the  Monsters! ]  (1954),  to  which  Jaws  paid  subtle  homage  in  Quint's  Indianapolis  
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speech,  which  implied  the  shark  was  metaphorically  if  not  literally  a product  of  
the  Bomb.  

It  is worth  briefly  mentioning  two  erotic  parodies.  Deep  Jaws  (1976),  a soft -core  
sex  film  whose  title  ingeniously  links  Jaws  with  that  other  instantly  proverbial  

film  of  the  period,  Deep  Throat , is about  a film  studio  that  decides  to  make  a sex  
film  about  mermaid  fellatrices. Gums  (1976)  replaces  the  shark  with  a mermaid  

who,  with  "a  different  set  of  jaws,"  as The Rocky  Horror  Picture  Show  (1975)  
poster  put  it,  gives  blow  jobs  to  unsuspecting  swimmers.  Both  films  are  tedious  
and  daft  but  as so often  with  exploitation  versions  they  draw  attention  to  per-

verse  subtexts  repressed  in  the  original.  Gums  neatly  literalises  and  defuses  
what  Jane Caputi  claims  is Jaws 's  violently  sexual  evocation  of  "the  castrating  

female,  the  terrible,  murderous  mother  of  patriarchal  nightmare  and  myth"  
(Caputi,  1988:  147).  

The  second  category  of  Jawsploitation  films,  sharksploitation,  initially  either  

loosely  remade  Jaws  (L'ultimo  squalo  remade  it  so closely  that  it  was  pulled  from  
cinemas  and  has  still  not  been  officially  released  in  the  US)  or,  ignoring  the  plot  

of  Jaws  entirely,  was  simply  films  with  sharks  in  them.  Given  energetic  adverti s-
ing,  this  was  sufficient  to  strike  up  a rewarding  affiliation  with  Jaws . Jaws 's  off i-
cial  sequels  were  especially  inhibited  from  deviating  too  far  from  the  template,  

which  in  any  case  allowed  for  little  variation.  Jaws 2 (1978)  was  a teen  slasher  
film;  Jaws 3-D (1983),  a technological  upgrade  with  unconvincing  3D effects;  

and  in  Jaws the  Revenge , the  shark  pursued  a comically  personal  vendetta  
against  Chief  Brody's  widow.  The Deep  (1977),  interestingly,  was  also  promoted  
as a sequel  to  Jaws.  A maritime  yarn  based  on  Benchley's  follow  up  novel,  it  is 

not  a shark  film  at  all  and  boasts  few  dangerous  creatures  except  a moray  eel.  
But  its  publicity  material  centred  on  its  legitimate  contiguity  to  the  Jaws brand  in  

that  it  shared  the  same  writer  and  also  starred  Robert  Shaw.  As The Deep 's  pr o-
ducer,  Peter  Guber,  remarked,  "Anyone  who  reads  the  book  can  see immediately  
that  The Deep  cannot  even  remotely  be construed  as a 'sequel'  to  Jaws ... . The  

Jaws  association,  however,  is a potent  one  in  the  film  industry,  and  é our  only  
real  ace in  the  hole"  (Guber,  1977:  2).  The poster  graphically  reinforced  this  re-

lationship  and  instead  of  a shark  depicts  a young  woman  in  snorkelling  flippers  
struggling  to  the  ocean  surface.  Exploitation  versions,  as one  might  expect,  slav-
ishly  imitated  Mick  McGinty's  iconic  design  for Jaws 's poster  as being  the  most  

economical  way  of  signalling  a connection  with  its  promise  of  titillating  thrills.  
The  posters  for  Tintorera , Grizzly , Tentacles  and  Up from  the  Depths  feature  

their  respective  beasts  menacing  a lone  young  woman,  and  even  now  the  pos t-
ers  or  DVD covers  of  second  wave  films  like  Deep  Blue  Sea , 12  Days  of  Terror  
(2004) , Spring  Break  Shark  Attack  (2005) , Rogue , and  Shark  in  Venice  tend  to  

show  monsters  in  vertical  ascent  towards  attractive  starlets.  

Of the  first  cycle  of  sharksploitation  films,  Mako:  Jaws of  Death  is one  of  the  

most  imaginative.  Despite  the  title  it  is actually  about  a loner  with  a mystical  
connection  with  sharks  who  protects  them  from  fisherman  and  other  enemies.  

Although  the  title  draws  the  film  into Jaws 's  orbit,  it  is much  closer  to  Willard  in  
its  progressive  depiction  of  sharks  as victims  of  human  predation,  and  thus  an-
ticipates  Deep  Blue  Sea ;  Sangue  negli  abissi , in  which  an  ancient  Native  Amer i-

can  spirit  takes  the  form  of  a killer  shark;  the  anti -Jaws shark -ecology  docume n-
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tary,  Sharkwater  (2006);  and  Peter  Benchley's  later  non - fiction  books  on shark  
conservation,  which  made  amends  for  Jaws 's  demonization  of  Great  Whites  

(Benchley,  1995).  [5]  Mako  is a good  example  of  exploitation  securing  its  com-
mercial  viability  by  referencing  another  film  in  its  title  and  publicity,  and  then  

through  incompetence,  negligence  or  creative  necessity,  doing  something  en-
tirely  different.  This  is perfectly  in  keeping  with  exploitation  practice.  Once  the  

audience  has  been  lured  into  buying  a ticket  or  renting  the  DVD,  a film  has  
achieved  its  purpose  and  its  actual  content  is irrelevant,  but  sometimes  diver t-
ingly  adrift  from  what  is promised  in  the  ancillary  materials.  The  same  is true  of  

Tintorera  (actually  based  on  a novel),  which  is not  the  gore - fest  depicted  on  its  
poster  but  a soapish  drama  about  a couple  of  shark -hunting  beach  bums  with  

barely  a handful  of  scenes  involving  the  promised  tiger  sharks.  The film  is not  
very  good  (though  Wikipedia  claims  it  has  a cult  reputation  in  Mexico),  but  often  
fascinating  in  its  attempt  to  square  picaresque  romance  with  the  demands  of  

sharksploitation.  

Aside  from  Aatank  (1996),  "the  Bollywood  Jaws, "  most  of  the  recent  sharksplo i-

tation  films  are  straight - to -video  and  TV movies,  often  filmed  in  South  Africa  and  
Bulgaria.  The  leading  specialist  is Nu Image,  which  produced  the  Shark  Attack  
trilogy  (1999 -2002), Hammerhead  (2005),  and  three  films  helmed  by  the  Israeli  

director,  Danny  Lerner  --  Shark  Zone  (2003),  Raging  Sharks  (2005)  and  Shark  
in  Venice . This  last,  a sort  of  Raiders  of  the  Lost  Shark , is a deliriously  trashy  

generic  hybrid  inspired  by  National  Treasure (2004)  and  The Da Vinci  Code  
(2006),  in  which  the  Mafia  release  sharks  into  the  canals  of  Venice  in  order  to  
protect  Medici  treasure.  Among  bigger -budget  films  Deep  Blue  Sea was  probably  

the  most  significant.  A playful,  postmodern  splicing  of  Jaws and  Jurassic  Park , it  
acknowledges  the  impossibility  of  escaping  Jaws 's  gravitational  pull  by  killing  off  

its  genetically  engineered  super -sharks  in  the  manner  and  order  of  the  ones  in  
Jaws and  the  first  two  sequels  (namely,  gas  explosion,  electrocution,  and  expl o-
sion).  This  theme  of  genetic  mutation  was  subsequently  taken  up  by  Blue  De-

mon  (2004),  Shark  Attack  (1999),  Shark  Attack  2 (2001),  Hammerhead , and  
Shark  Swarm  (2008),  in  which  pollution  causes  Great  Whites  to  swarm  and  kill  

for  pleasure,  but  it  was  actually  anticipated  by  Benchley's  novel White  Shark  
(1994)  about  a shark -human  hybrid,  which  was  filmed  for  TV in  1998  as Peter  
Benchley's  Creature  (see  Crawford,  2008:  83).  Jurassic  sharks  are  another  re-

cent  innovation,  appearing  in  Shark  Attack  3:  Megalodon  (2002)  and  Shark  
Hunter  (2001)  as well  as in  the  continuing  parallel  tradition  of  Jaws - inspired  

novels,  such  as Steve  Alten's  Meg  (1997).  Other  films,  such  as 12  Days  of  Ter-
ror , about  the  New  Jersey  shark  attacks  of  1916,  filled  in  some  of  the  back  story  
of  Jaws and  the  history  that  inspired  it  (The Mission  of  the  Shark:  The Saga  of  

the  USS Indianapolis  (1991),  a TV movie,  had  already  dramatised  the  story  
made  notorious  by  Quint's  monologue).  By now  Jaws  was  a classic  film  rather  

than  a hot  property  to  exploit.  Recent  shark  films  do  not  attempt  copies  (with  
the  odd  exception  like  Cruel  Jaws (1995))  but  rather  engage  in  citation  and  

homage  (Shark  Hunter :  "We're  going  to  need  a bigger  sub"),  acknowledging  
Jaws 's  determining  association  with  sharks  and  its  continuing  supremacy  as a 
model  for  thrillers  about  man  versus  nature.  The same  is true  of  the  creature  

features.  In  Anacondas:  The Hunt  for  the  Blood  Orchid  (2004),  for  example,  one  
character  scares  his  companions  in  an  Amazonian  swamp  by  humming  the  Jaws  

theme  moments  before  he  is swallowed  by  a CGI  snake.  

http://www.scope.nottingham.ac.uk/proof/Hunter#5
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Open  Water  and  Adrift , low -budget  independent  rather  than  exploitation  movies,  
are  two  of  the  best  recent  Jaws- related  films.  Open  Water  is a high -concept  hy-

phenate,  as the  DVD box  notes:  The Blair  Witch  Project  (1999)  meets  Jaws , a 
formula  successful  enough  to  inspire  two  excellent  Australian  crocodile  films,  

Black  Water  (2007)  and  Rogue . Open  Water  and  Adrift  are  both  small  scale  dr a-
mas  about  people  stranded  in  the  ocean,  in  which  Jaws  is an  intertextual  re-

source  rather  than  the  target  of  imitation;  the  relation  is one  not  of  exploitation  
so much  as of  silent  evocation  (but  see Metz,  2007,  for  a striking  interpretation  
of  Open  Water  as an  "anti -porn  film"  challenging  what  he  sees  as Jaws 's  porn o-

graphic  sexism).  Open  Water  does  pay  direct  homage  to  Jaws , in  that  the  main  
characters  have  the  surnames  Watkins  and  Kintner,  the  names  of  Jaws 's  first  

two  shark  victims,  but  otherwise  builds  tension  by  subtly  working  against  Jaws 's  
unrealistic  representation  of  the  "rogue"  shark.  Open  Water 's  sharks,  filmed  for  
real  on  location,  are  smallish,  hunt  in  groups,  and  bump  victims  before  testing  

them  out  with  a bite;  in  short,  they  behave  like  the  sharks,  presumably  also  
oceanic  whitetips,  which  Quint  describes  in  his  Indianapolis  speech.  The interte x-

tual  relation  with  Jaws  no  longer  needs  to  be stressed;  it  is simply  and  inevitably  
there  and  used  to  great  advantage  not  only  by  inciting  audience  awareness  of  
"Jawsness"  to  produce  suspense,  but  by  "correcting"  the  inaccuracies  of  the  hy-

potext  and  negating  audience  expectations  in  a suspenseful  and  creative  way.  

In  Adrift , by  contrast,  there  are  no  sharks  at  all,  except  ambiguously  when  one  

seems  to  nudge  a character  underwater.  Adrift  was  opportunistically  advertised  
in  the  USA as Open  Water  2:  Adrift , though  it  was  an  unrelated  production.  (A  
classic  exploitation  strategy  is to  rename  films  and  promote  them  as unofficial  

sequels  --  Bava's  Reazione  a catena  (1971)  became  The Last  House  on  the  Left,  
Part  II  and,  in  Italy,  Fulci's  Zombi  2 (1979)  purported  to  be a sequel  to  Romero's  

Zombie:  Dawn  of  the  Dead  (1978).)   Adrift , framed  as a sequel  to  the  "shark  
movie"  Open  Water ,  rather  than  as a stand  alone  film  with  a remarkably  similar  
set  up,  is a different  and  potentially  frustrating  experience.  As one  disgruntled  

poster  to  IMDb  complained:  

Open  Water  2 was  so annoying  that  I  found  myself  rooting  for  gigantic  

man -eating  sharks  to  devour  this  pack  of  treading  water  whiners.  And  
guess  what?  No sharks!!!  Why  bother  doing  a sequel  to  Open  Water  if  
your  going  to  forget  the  most  terrifying  aspect,  the  eaten  alive  by  sharks  

in  the  ocean  part.  That's  like  Snakes  On A Plane  Part  2 forgetting  the  
snakes.  (delj,  1997)  

The absence  of  sharks  is dramatically  a strength,  for  it  enables  the  film  to  
swerve  away  from  the  obvious  narrative  development  (and  from  Open  Water , 
which  it  is otherwise  in  danger  of  plagiarising)  in  favour  of  a story  about  frien d-

ship,  materialism  and  female  strength.  Jaws  is so powerful  a precursor  text  that  
the  threat  of  sharks  in  the  ocean  could  be taken  for  granted.  But  for  audiences  

misled  by  Adrift 's  discursive  framing  as a sequel  to  a shark  movie,  the  absent  
sharks  implied  only  that  the  budget  couldn't  stretch  to  filming  them.  
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Fin  de  Siècle  

So why  was  Jaws so especially,  perhaps  even  uniquely,  resonant  and  imitable?  
There  are  two  reasons,  quite  apart  from  its  greatness  as a work  of  film  art.  First,  
its  narrative  structure  is of  surpassing  elegance  and  simplicity.  The  shark  is little  

more  than  a lethal  narrative  device,  albeit  one  with  disturbing  sexual  overtones.  
This  crucially  influenced  the  slasher  film  and  its  offspring  --  Halloween  (1978),  

Alien  (1979),  The Terminator  (1984),  even  the  henchman,  Jaws,  in  The Spy  Who  
Loved  Me (1977)  --  in  which  imperturbable  killing  machines  embodied  both  anti -
feminist  backlash  and  the  affectless  malevolence  of  capitalism;  in  fact,  the  

slasher  film  is itself  a cycle  of  Jawsploitation  in  its  obsession  with  point  of  view  
shots  and  eroticised  serial  violence,  which  Jaws  adapted  from  Hitchcock.  Jaws 

also  had  an air  of  myth  or  urban  legends  (carried  over  into  the  slasher  film  too),  
so that  Jawsploitation  films  play  like  variations  on  archetypal  fears  rather  than  
rip -offs  of  just  one  movie  (see  Hocker  Rushing  and  Frentz,  1995).  

The  second  reason  why  Jaws  was  so easily  made  over  as exploitation  is that  it  
was  of  course  essentially  an  exploitation  film,  albeit  one  blessed  with  a large  

budget  and  stunning  craftsmanship.  This  was  not  unnoticed  on  its  initial  release  
--  "Jaws and  Bug  --  The Only  Difference  is the  Hype",  as Stephen  Farber  put  it  in  

the  headline  of  his  New  York  Times  review,  alluding  to  exploitation  producer's  
William  Castle's  1975  film  (quoted  in  Andrews,  1999:  117).  Jaws 's  graphic  qual i-
ties,  its  poster  with  the  implied  sexual  threat  to  a nude  female  swimmer,  and  its  

debt  to  1950s  B-movies  all  underscored  that  like  many  other  films  of  the  "Holl y-
wood  Renaissance"  it  was  upscale  exploitation  fare,  though  more  tailored  for  a 

family  audience  than  the  novel,  with  its  gratuitous  sex  scenes  between  Hooper  
and  Ellen  Brody.  In  the  1970s  the  New  Hollywood  encroached  on  exploitation's  
territory  with  an  unprecedented  wave  of  violent  and  sexually  explicit  films,  often  

directed  by  alumni  of  Roger  Corman's  production  outfits,  which  expensively  re-
visited  what  had  once  been  strictly  bargain  basement  genres  (Hunter,  2008).  As 

Corman  complained:  

The major  challenge  has  been  finding  new  markets  and  recouping  costs  
while  the  majors  have  dominated  the  exploitation  genres  with  budgets  ten  

times  higher  than  oursé. [I]t  was  Vincent  Canby  of  The New  York  Times  
who  once  wrote,  'What  is Jaws  but  a big -budget  Roger  Corman  movie?'  

But  when  Spielberg  and  the  Lucases  make  technically  exquisite  genre  
films,  they  cut  deeply  into  the  box -office  appeal  of  our  kind  of  picture.  
(Corman,  1998:  xi)  

Carol  Clover  dubbed  this  process  "trickle  up",  reversing  the  usual  relation  of  ex-
ploitation  to  its  source:  

When  I  see an Oscar -winning  film  like  The Accused  [1988]  or  the  artful  
AlienéI can't  help  thinking  of  all  the  low -budget,  often  harsh  and  awkward  
but  sometimes  deeply  energetic  films  that  preceded  them  by  a decade  or  

more  --  films  that  said  it  all,  and  in  flatter  terms,  and  on  a shoestring.  
(Clover,  1992:  20)  
































































































































































































































































































































































































