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The movie offers two forms of magic, since its conquest of the visible world extends in two opposite directions.
The first, on which the realist theory concentrates, gives it the power to ‘possess’ the real world by capturing its
appearance. The second, focus of the traditional aesthetic, permits the presentation of an ideal image, ordered by

the film-maker’s will and imagination. (...) Lumiére’s actualities represent one extreme of the cinema and M¢éli¢s’s

fantasies are quite near to the other. But few films confine themselves to either a purely reproductive or a purely
The

is created in order to be

imaginative technique. The cinema extends across the whole of the area between the two extremes.

photographic narrative film occupies a compromise position where a fictional ‘reality’

recorded. Here the relationship between reality and illusion, object and image, becomes extremely complex; any

attempt to isolate either in a ‘pure’ state becomes correspondingly inept.

[XIZ B]

In a hybrid form the quest for purity is much less important than the achievement of an ideal compromise, a

meaningful resolution of inherent conflict. The fictional film exploits, where purer forms attempt to negate, the

conflict between reality and illusion. Instead of trying exclusively either to create or to record, the story film
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creates a synthesis: it both records what has been created and creates by its manner of recording. At its most

powerful it achieves a credibility which consummates the cinema’s blend of actuality and fantasy.

The credibility of the movies comes, I believe, from our habit of placing more trust in the evidence of our eyes

than in any other form of sense data: a film makes us feel like eye-witnesses of the events which it portrays.

Moreover, our belief extends even to the least realistic forms of movie because movement so strongly connotes

life. The source meaning of the term ‘animation’ indicates that we regard a moving picture, even a cartoon, as a

picture brought to life. In the early days of the movies words like cinematograph and kinetoscope, which meant

moving picture, were interchangeable with words meaning /iving picture (vitascope, biograph, bioscope, etc.) The
powerful combination of picture and movement tempts us to disregard the involvement of our imagination in what
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From the earliest decades of cinema, monsters and villains functioned as clear embodiments of
evil. In classical Hollywood, film narratives relied on strict moral binaries: the hero represented
order, while the villain embodied chaos, criminality, or an external threat. Monsters such as
Nosferatu (1922) or the creatures of Universal's horror cycle were visualizations of collective
anxieties—disease, invasion, or the "unknown"—but they were still narratively simple: they

threatened society, and the hero restored balance by destroying them.

By the mid—20th century, however, villains began to acquire psychological depth. Film noir introduced
morally ambiguous antagonists and antiheroes, reflecting postwar disillusionment and anxiety. Here,
villains were no longer monstrous others but corrupted insiders—ordinary people shaped by trauma,
desire, or social pressure. This shift coincided with weakening censorship, changing gender norms,

Cold War paranoia, and the rise of more complex character studies.

From the 1960s through the 1980s, the transformation accelerated. Horror icons like Hitchcock's
Norman Bates, Spielberg's Jaws, or Ridley Scott's Alien reflected fears tied to the home,
technology, and institutions. Meanwhile, films began portraying villains as products of systemic
violence or social neglect—think Travis Bickle in 7ax/ Driver or the criminals in Bonnie and Clyde.
The villain became a lens to critique society itself.

In the 21st century, the distinction between hero and villain has become increasingly porous.
Contemporary cinema grants villains emotional motivation, traumatic backstories, even moral logic.
Characters such as Joker, Killmonger, or Thanos invite viewers to experience sympathy or
ambivalence. The villain becomes a mirror: a figure embodying what society represses, fears, or
fails to fix. Even classic antagonists are now reimagined as misunderstood beings shaped by

exclusion or exploitation.

Today, villains function less as simple antagonists and more as agents who disrupt narrative
stability. They force characters—and audiences—to confront unresolved ethical, political, or
psychological issues. This evolution reflects broader cultural shifts: audiences no longer accept a

binary moral universe, and contemporary storytelling often prioritizes complexity over certainty.

This trajectory demonstrates not only a shift in character design but a profound transformation in
how audiences interpret evil, responsibility, and the boundaries of empathy. As society grows more
fragmented and ethically uncertain, villains will likely continue to serve as dynamic and unsettling

reflections of our cultural and emotional landscape.
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