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CHAPTER 1
INTRODUCTION: TERMS AND CONCEPTS

Today more than ever before we are living 
under the shadow of global catastrophic risk, 
a future event that could cause human extinc-
tion or massively cripple modern civilization. 
The foreboding occurrence is captured by the 
Doomsday Clock, a symbol first appearing 
on the cover of the June 1947 edition of 
Bulletin of the Atomic Scientists. The clock is 
intended to “reflect basic changes in the level 
of continuous danger in which mankind lives 
in the nuclear age.”1 Artist Martyl Langsdorf, 
wife of Alexander Langsdorf, Jr., a physicist 
who participated in the Manhattan Project, 
designed the cover.2 Hypothetical global 
catastrophe is represented as midnight, sym-
bolically evoking the Apocalypse. The clock’s 
original setting in 1947 was seven minutes 
before midnight. The clock has been set back-
ward and forward about two dozen times over 
the ensuing seventy years, anywhere from two 
to seventeen minutes before midnight.

Despite scientific breakthroughs in medi-
cine and technology, growths in movements 
for social and environmental change, and 
reductions in extreme poverty, the number 
of global mass extinction threats makes our 
demise seem almost inevitable. Threats to 
humankind include those from space (e.g., 
asteroids, gamma-ray bursts, hostile extrater-
restrial life, and geomagnetic storms), tech-
nology (e.g., pernicious artificial intelligence 
and destructive bio- or nanotechnology), 
and the natural environment (e.g., long-
term climate change, volcanic eruptions, 
environmental degradation, water shortages, 

pandemics, and loss of biodiversity). Other 
global catastrophic risks include war (e.g., 
nuclear holocaust, bioterrorism, and cyber-
terrorism) and human causes (e.g., over-
population causing famine and non-equitable 
resource distribution).

Fig. 1.1 Bulletin of the Atomic 
Scientists, cover (June 1947)

The Enduring Popularity 
of Apocalyptic Film
For over a century, films featuring apocalyptic 
themes have been thrilling moviegoers with 
scenes of global devastation, and terrifying 
them with the bleak aftermath awaiting 
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those few who are “lucky” enough to have 
survived the cataclysm. According to Iain 
Hollands, creator of the comedy television 
series You, Me and the Apocalypse, the enduring 
popularity of apocalyptic film can be traced 
to the way these films permit filmmakers and 
audiences to explore deep philosophical issues 
without getting too academic. “Essentially, it’s 
a way of asking questions about what kind 
of people we are, what kind of rules we want 
to live by. What do we value more? Is it just 
survival? Or is it survival, if you have to give 
up all that makes you human, all your ethics?”3

Over the last one hundred years, many film 
genres that were once popular with audiences 
have lost their appeal or are rarely produced, 
including westerns, slasher films, “creature 
feature” or “monster” movies, romantic epics, 
nature documentaries, Cold War thrillers, 
musicals, adult-rated animation, film noirs, 
“found-footage,” and exploitation films. 
Apocalyptic films, however, are more popular 
than ever before. Their box office success can 
be partly explained by the news media’s habit 
of reporting on the global chaos around us, 
framing the events in apocalyptic terms. 
Startling images of wars, famines, pestilence, 
and natural disasters are seen daily on televi-
sion, in the newspaper, and on the Internet. 
These haunting images foster thoughts of 
whether we are living in the end times and 
generate appetites and curiosities in the mov-
iegoing public to watch the latest apocalyptic 
flick to see how the end unfolds on screen.

Another explanation for the persistent 
popularity of apocalyptic cinema over the 
last century is inherent in the genre’s narra-
tive adaptability, which allows scriptwriters 
to fashion doomsday scenarios around the 
hot-button issues of public concern at the 
time. In the 1950s, the western world was 

gripped by fears of atomic annihilation and 
the effects of radiation on civilization. Film 
producers capitalized on this paranoia with 
The Day the Earth Stood Still (1951) (alien 
tells world to end wars and live in peace), 
Day the World Ended (1955) (survivors battle 
mutant monster following an atomic war), 
and On the Beach (1959) (survivors attempt 
to escape nuclear fallout from the Northern 
Hemisphere). By the 1960s, news stories 
on environmental issues and how humans 
are destroying our planet’s ecosystem gave 
moviemakers fertile ground to produce Crack 
in the World (1965) (scientists launch a rocket 
into Earth’s core to research its geothermal 
energy but cause a catastrophic destruction), 
The Day of the Triffids (1963) (plants fight 
back, killing their victims and eating their 
corpses), and Soylent Green (1973) (a dysto-
pia of dying oceans and oppressive humidity 
caused by the greenhouse effect with themes 
of pollution, overpopulation, euthanasia, 
poverty, and depleted natural resources).

By the early 1980s, the Cold War was 
in a deep freeze, and filmmakers did not 
fail to capitalize on the Western World-
Eastern Bloc tensions, producing The Day 
After (1983) (the effects of a nuclear war on 
residents of Lawrence, Kansas and Kansas 
City, Missouri), Testament (1983) (the effect 
of nuclear war on a San Francisco Bay area 
town), Threads (1984) (the effects of nuclear 
war on Sheffield, England), and When the 
Wind Blows (1986) (the effects of radioac-
tive fallout on a British couple). After the fall 
of the Soviet Union in 1989, the Cold War 
faded into the distant background, moving 
producers into producing movies on threats 
from space, including Armageddon (1998) and 
Deep Impact (1998) (asteroid impact), The 
Arrival (1996), and Independence Day (1996) 

(aliens). The twenty-first century has been 
no different, with apocalyptic plots focusing 
on the global concerns of the time, includ-
ing climate change (The Day After Tomorrow 
(2004)) and pandemics (28 Days Later (2002), 
Resident Evil (2002), The Invasion (2007), The 
Happening (2008), Contagion (2011), World 
War Z (2013)).

The Benefits of Studying 
Apocalyptic Film
In an increasingly media-saturated world, the 
study of motion pictures holds an integral 
role in the critical understanding of our 
world. Films don’t simply tell stories and 
entertain us. Motion pictures also explore 
characters and their motivations and chal-
lenge our perceptions and understanding of 
the world around us. Films can educate and 
spread philosophical, political, social, and cul-
tural ideals. Audiences become engaged and 
develop emotional responses to the onscreen 
narrative. Films make us laugh, cry, empa-
thize, become inspired, and feel disgusted. The 
study of apocalyptic film not only provides 
students with a deeper understanding of our 
rich legacy of cinematic treasures, they also 
warn us of future dangers to society, inspire 
us to seek change, and provide lessons from 
the past.

Every field of study has a defined set of 
terms, concepts, categories, and/or activities 
that comprise the knowledge base for that 
subject discipline. This ontology assists in 
limiting complexity and organizing informa-
tion, facts, and data. The study of apocalyptic 
film is subsumed into film studies, an aca-
demic discipline that explores and analyzes 
various historical, critical, and theoretical 
approaches to films in order to understand 

the aesthetic, cultural, and social significance 
of film. Like many academic disciplines, a 
large component of the body of knowledge in 
film studies can be found in textual sources, 
such as books, journals, newspapers, and 
magazines. However, unlike other academic 
subjects, it is film that becomes the primary 
learning tool. Therefore, for critics, scholars, 
and fans of end-of-the-world cinema, under-
standing what is and what is not apocalyptic 
film is the essential first step in studying the 
art form because it assists in classifying which 
films form part of the genre and what body 
of films constitute its history, and deserves 
study and viewing.

Defining the Apocalyptic Film Genre
Film scholars are not in complete agreement 
as to the characteristics that define an apoca-
lyptic film. In A Guide to Apocalyptic Cinema, 
Brian Mitchell defines apocalyptic cinema 
as “a motion picture that depicts a credible 
threat to the continuing existence of human-
kind as a species or the existence of Earth as 
a planet capable of supporting human life.”4 
Like most film historians, he differentiates 
apocalyptic film from post-apocalyptic film. 
A post-apocalyptic film, according to a con-
temporary definition, involves a “period fol-
lowing a large-scale disaster in which civiliza-
tion has been destroyed or has regressed to a 
more primitive level.”5 Post-apocalyptic films 
are nearly always set in a dystopia, a world 
where society is undesirable or frightening. 
Films set completely in a post-apocalyptic 
setting include I Am Legend (2007) and The 
Book of Eli (2010).

Some authors categorize apocalyptic 
films by whether or not the world comes to 
an end and no one survives.6 Films such as 
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Armageddon (1998) feature a threat to the 
planet, in this case an asteroid, that is even-
tually eliminated before Earth is destroyed. 
Other apocalyptic features end with Earth 
being obliterated. Melancholia (2011) stars 
Kirsten Dunst and Charlotte Gainsbourg 
as two sisters coping with the approaching 
doomsday in different ways before a rogue 
planet ends human civilization, and the 
credits roll.

However, as Peter Szendy highlights in 
Apocalypse-Cinema: 2012 and Other Ends of 
the World, films such as Blade Runner (1982) 
and They Live (1985) defy tidy classification. 
Szendy explains that neither fits comfortably 
into an apocalyptic or post-apocalyptic film 
category.7 Complicating matters are films that 
incorporate elements of both apocalyptic and 
post-apocalyptic settings. The narrative for 
the television film The Day After (1983) is 
structured as a before-during-after scenario 
of a nuclear attack. The first section introduces 
a variety of characters and their stories, the 
second details the nuclear disaster, and the 
third the horrifying effects of the radioactive 
fallout on the populace.

Apocalyptic film plots may be set before the 
cataclysm and involve attempts by the charac-
ters to prevent an apocalypse. Other movies 
deal with the impact and consequences of 
the occurrence itself while others may be set 
after the event. In post-apocalyptic film, the 
time frame may be right after the cataclysm, 
focusing on the daily struggles or psychol-
ogy of survivors, efforts to keep the human 
race alive and together as a cohesive unit, or 
significantly later, frequently involving the 
theme that the existence of the pre-apoca-
lypse civilization has been mythologized or 
long forgotten.

While most film scholars and fans of the 

genre agree that the word “apocalyptic” in 
a cinematic sense refers to films with sto-
rylines involving the “end of the world,” a 
more precise definition of “apocalyptic film” 
is required to rule out films that are not truly 
apocalyptic. Thus, the proposed definition is 
as follows:

A film that showcases the end of the 
world, leads up to such an end, and/
or has a post-apocalyptic setting.

Inherent in the phrase “leads up to such 
an end” is a sense of global danger where all 
life on Earth is threatened with extinction. 
Therefore, if the end is near then one essential 
element of the apocalyptic narrative is that 
the threat must be such that the continued 
existence of humankind is at stake.

Consequently, disaster films such as San 
Andreas (2015), which involves earthquakes 
devastating Los Angeles and the San 
Francisco Bay Area caused by an eruption 
on the San Andreas Fault, or Flood (2007), 
featuring a devastating flood striking London 
when the Thames Barrier is overwhelmed by 
a huge surge of water, are not apocalyptic in 
nature because the dangers are confined to 
small regions of the globe. Using the same 
logic, most giant monster flicks would also 
be ruled out. This includes flicks like King 
Kong (1933) (giant ape loose in New York 
City) and The Valley of Gwangi (1969) (pre-
historic dinosaurs in Mexico). The exception 
would be gigantic creatures mutated due to 
atomic testing or thermonuclear radiation, 
beasts that have the potential to cause global 
devastation and spread deadly radiation (e.g., 
Them! (1954) (radioactive ants) and Godzilla 
(1954) (giant dinosaur that emits radioactive 
beam attacks Tokyo)).

Defining the Apocalypse
The term “apocalypse” is commonly applied 
in association with a globally catastrophic 
event, or a chain of destructive events to 
humanity or the environment. However, the 
word has a very Judaeo-Christian connota-
tion. The term “apocalypse” is derived from 
the ancient Greek: ἀποκάλυψις apokálypsis, 
from ἀπό and καλύπτω, literally meaning 
“an uncovering” or a disclosure of knowledge 
or revelation. These prophetic revelations of 
eschatology (or final events of history and 
the fate of humankind) are received through 
dreams (such as in the biblical Book of 
Daniel) and visions (such as in the Book of 
Revelation) and form part of the apocalyptic 
narrative tradition.

Conrad Ostwalt claims that apocalyptic 
categories in film studies can be best analyzed 
by classification into two perspectives: (1) 
the traditional apocalyptic film arising from 
and based upon the Jewish-Christian genre, 
and (2) the secular apocalyptic film.8 Ostwalt 
explains the characteristics of a traditional 
apocalyptic film:

The traditional apocalyptic film is 
religious in content and is based on the 
Jewish and Christian genre with all its 
characteristics. The traditional apocalyptic 
story maintains several characteristics 
that were mentioned earlier: such works 
are characterized by dreams, visions, and 
symbols that unveil the events associated 
with the end of the world. This revela-
tion is supernatural and demonstrates to 
humankind the sovereignty of a divine 
being. The consummation of history is 
accompanied by battles between good 
and evil, ushers in God’s kingdom, and 
results in destruction or punishment 

of evil and the elevation of the good to 
righteousness. Sovereign justice is a major 
component of the drama. Underpinning 
this dualistic cataclysm is the assertion 
and promise of God’s ultimate and final 
sovereignty, and it is divine intervention 
into the apocalyptic drama that allows the 
end of history to be meaningful and just.9

Using this framework of classification, 
Ostwalt classifies Left Behind (2000), based 
on a Christian end-times novel series, as a 
traditional apocalyptic film while The Matrix 
(1999) is a secular apocalyptic film.

Subgenres of Apocalyptic Film
Like Ostwalt, John W. Martens, in The End of 
the World: The Apocalyptic Imagination in Film 
& Television, lists similar characteristics of the 
traditional (religious) apocalyptic.10 Martens 
classifies apocalyptic film into five categories, 
giving traditional (religious) apocalypses their 
own group.11 Similarly, Mitchell categorizes 
apocalyptic films into eight specific catego-
ries, giving traditional religious films their 
own category. His classification includes: 
Religious or Supernatural, Celestial Collision, 
Solar or Orbital Disruption, Nuclear War 
and Radioactive Fallout, Germ Warfare or 
Pestilence, Alien Device or Invasion, Scientific 
Miscalculation, and Miscellaneous (for a few 
titles outside the regular categories).12

After careful and extensive analysis of the 
body of apocalyptic film, this book divides 
the apocalyptic film genre into ten discrete 
categories or subgenres classified either 
by the global threat or other identifying 
subject matter.

The ten subgenres are flexible enough 
to incorporate every apocalyptic and 
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post-apocalyptic film produced over the last 
century and avoid the awkward catch-all 
Miscellaneous category that Mitchell incor-
porates into his classification system.

The Last Man on Earth (1964), which 
involves vampirism in a post-apoca-
lyptic setting, is included in Mitchell’s 
Miscellaneous category but would be more 
tidily classified in the Walking Dead cat-
egory. Mitchell places The Night the World 
Exploded (1957), a film about a geological 
disturbance, in the Miscellaneous category, 
but it is more accurately categorized in the 

Environmental Emergencies subgenre along 
with similar films. The burning Van Allen 
Radiation belt found in Voyage to the Bottom of 
the Sea (1961), as well as the “nature in revolt” 
movies, Mitchell lists in the Miscellaneous 
category would also be best categorized in 
the Environmental Emergencies subgenre. 
Films with no identifiable apocalyptic causes 
set in a post-apocalyptic setting, such as Mad 
Max 2 (1981), The Road (2009), and The Book 
of Eli (2010) are neatly categorized in the 
Aftermath and Survival subgenre.

SUBGENRE CATEGORY GLOBAL THREATS

1. Cosmic Catastrophes Asteroids, meteors, comets, approaching 
planets, solar flares, and other celestial 
body threats from outer space

2. Environmental Emergencies Natural disasters, climate change, orbital 
disruption, volcanoes, geological anomalies, 
overpopulation, and nature in revolt

3. Atomic Weapons and 
Nuclear Dramas

Atomic bombs, nuclear war, 
and radioactive fallout

4. Alien Invasions Martians, space beings, and 
hostile extraterrestrial life

5 Pandemics Contagions, pestilence, and disease

6. Technology and Scientific Error Robots, machines, pernicious software, 
and scientific miscalculation

7. Walking Dead Zombies, vampires, and the undead

IDENTIFYING SUBJECT MATTER

8. Religious and Supernatural Judaeo-Christian eschatology, Far East 
apocalypticism, Ragnarök, Aboriginal, 
semi-religious, and supernatural elements

9. Aftermath and Survival Films with no identifiable threat, usually set 
completely in a post-apocalyptic dystopia

10. Apocalyptic Comedies Comedies, spoofs, and humorous dramas

Tab. 1.1 Apocalyptic film subgenres

Apocalyptic-type Terms
While “doomsday” film, “Armageddon” 
cinema, or an “end-of-the-world” motion 
picture have been used by film critics and 
historians to mean the same as an “apocalyp-
tic film,” there are clear differences between 
the terms. The first two words have religious 
and biblical etymologies, while the third is a 
secular term. The word “doomsday” is derived 
from the Middle English domes + dai, from 
Old English dom (“judgment”) + dæg (“day”), 

the day when God is expected to judge the 
world.13 Armageddon is from the Hebrew 
words ודיגמ רה \ רַה וֹדִּגְמ (har megiddo), used 
in Revelation 16:16, referring to Mount 
Megiddo, the place of the last battle at the 
Last Judgment.14 Conversely, “end-of-the-
world” refers to a crippling or destroying of 
modern civilization, a globally catastrophic 
event that could cause human extinction.15 
There is no religious subtext embedded 
within the etymology.

Fig. 1.2 Har Megiddo (Armageddon site)—aerial view

Apocalyptic Film Formats
When one brings to mind an apocalyp-
tic film, usually one’s first thoughts go to 
blockbuster theatrical features such as 2012 
(2009), War of the Worlds (2005) or Cloverfield 
(2008). However, apocalyptic films have been 
produced for a variety of other visual media, 
including television movies, television series, 

and shorts. Apocalyptic films have been 
released both in live-action and animated 
formats, with the latter including When the 
Wind Blows (1986), a traditional hand-drawn 
animated feature about an elderly married 
couple who live in the English countryside 
and have their peaceful lives interrupted 
by an impending nuclear attack. Animated 
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apocalyptic films would not be considered 
a subgenre of apocalyptic film because they 
can be categorized in one of the other ten 
subgenres. For example, the previously men-
tioned When the Wind Blows (1986) would 
be categorized in the Atomic Weapons 
and Nuclear Dramas subgenre, while the 
animated feature WALL-E (or WALL·E) 
(2008) would be classified as an Aftermath 
and Survival subgenre film.

Film Genres and Their Roots
Film scholar Barry Grant writes: “Put simply, 
genre movies are those commercial feature 
films which, through repetition and variation, 
tell familiar stories with familiar characters in 
familiar situations.”16 Each film genre has its 
own roots, a genealogy of antecedents, causes, 
events, and sources that led to its birth. The 
musical was a direct import from Broadway 
at the time of the coming of sound in the 
late 1920s beginning with the release of 
the Jazz Singer (1927). However, the word 
“musical” was used as an adjective in the 
film promotional materials (Rio Rita (1929) 
(musical comedy), Street Girl (1929) (musical 
drama), Sally (1929) (musical romance)). Not 
until 1933 when the romantic comedy was 
merged with the song-and-dance music form 
was Hollywood “musical” used as a stand-
alone term.17

The Western genre is generally agreed upon 
by film scholars as a straightforward exten-
sion of the nineteenth-century treatment of 
the “American West as Symbol and Myth,”18 
including late nineteenth-century fiction fea-
turing the life of cowboys in the Old West. 
As found in many film studies textbooks, film 
historians claim that the film genre sprang 
to life beginning with Edwin S. Porter’s The 

Great Train Robbery (1903). More recent 
scholarship has taken a different approach. 
Film historian Charles Musser argues that 
the film is not the first Western but rather 
a combination of the travel genre’s railway 
subgenre and the crime genre.19 Other early 
contenders for title of the first Western are 
Poker at Dawson City (1899), Cripple Creek 
Bar-Room Scene (1899), Kit Carson (1903), 
and Life of a Cowboy (1906) (which Porter 
considered the first Western). Yet, as Altman 
notes, the Western film genre did not take 
on its characteristic themes and stylistics 
until well into the first decade of the twen-
tieth century.20

Approaches to the Study 
of Apocalyptic Film
Each film genre has its own characteristic 
themes, iconography, and distinctive stylistic 
traits. The exploration of the roots of a film 
genre informs on these characteristics and 
provides students or fans with the necessary 
tools to better analyze and appreciate the 
film corpus. If the study of film is primarily 
concerned with “reading” movies like literary 
texts, most academicians, particularly those in 
the humanities, familiar with interpretative 
approaches, could provide cogent analyses, 
as could others educated in film analysis. 
However, if we look at film more broadly, as 
also art history with its own stylistic practices 
and the change and stability within this tradi-
tion, we can learn much from its predecessors.

Giorgio Vasari (1511–1574) was an Italian 
painter, architect, writer, and historian. His 
most famous work, Lives of the Most Excellent 
Painters, Sculptors, and Architects, published 
in 1550, is a series of artist biographies and 
considered the ideological foundation of 

writing of art history.21 Vasari plotted art 
history as a progressive development from 
simpler to more complex practices analogous 
to birth to full maturity. In this schema, the 
roots of apocalyptic film provide a necessary 
foundation to understand the growth in style 
and develop theories and principles on which 
to analyze the art form.

The apocalyptic film genre has its cin-
ematic roots in the apocalyptic narrative 
tradition found in the textual works of 
Judaeo-Christian writers and prophets (300 
BC to AD 100), as well as the church leaders 
and scholars who interpreted these texts 
over the next seventeen centuries. Another 
primary influence was the apocalyptic and 
post-apocalyptic fiction of the nineteenth 
and early twentieth century. Both of these 
topics will be comprehensively explored in 
subsequent chapters.

However, the study of film can be 
approached from a number of other inter-
pretive perspectives. Aristotle lectured on 
approaching any art form by disclosing its 
most essential and distinctive qualities. This 

book will explore a wide range of issues that 
address these topics. What recurring themes 
are present within the genre? What familiar 
plot devices can be traced among the films? 
What meanings and messages can be found 
within the art form? Many film historians, 
like academics in other art and music history 
disciplines, focus on the masterpieces of the 
discipline, those that embody the highest 
qualities and features of the genre. In this 
respect, this book will list, provide synop-
ses, and explore the key films from each of 
the subgenres.

This book will also touch on most of the 
minor films because although not master-
pieces many of these films contributed to the 
genre’s artistic development. When classify-
ing the films into the various subgenres, the 
issues addressed will include: What films 
form part of the subgenre? What films are 
considered to be the greatest apocalyptic films 
of all time? Why do they stand out as the 
key works of art? How did they contribute 
to the artistic growth in the field? The book 
concludes with a range of special topics.
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COSMIC CATASTROPHES: ASTEROIDS, METEORS, COMETS, 
APPROACHING PLANETS, SOLAR FLARES, A DyING SUN, AND 
OTHER CELESTIAL BODy THREATS FROM THE SOLAR SySTEM

Definition of the Subgenre
The apocalyptic film genre can be divided into 
subgenres or more specific subclasses of films, 
each with their own distinctive subject matter, 
themes, narrative elements, style, formulas, 
and iconography. This book identifies ten 
discrete subgenres classified either by global 
threat or other identifying subject matter. The 
oldest subgenre of apocalyptic films are those 
that involve threats from celestial bodies,1 
beginning with the Danish classic Verdens 
undergang (The End of the World) (1916). The 
most common peril found in these films is a 
comet, although meteors and asteroids have 
also been used extensively by screenwriters 
as instruments of doom and destruction. 
This subgenre of apocalyptic film involves 
any celestial body threat, including asteroids, 
meteors, comets, approaching planets, solar 
flares, a dying sun, or other astronomical 
objects originating from outside our planet 
that have the potential to cause a mass extinc-
tion event.2

Characteristics of the Subgenre
One of the key features of these films is they 
are usually permeated with a strong sense of 
impending doom or apocalyptic dread, which 
intensifies as doomsday draws closer. Further, 
unlike other apocalyptic film genres, a good 
portion of the film’s narrative features no 
scenes of human death or destruction. There 

are no bloodthirsty zombies feasting on the 
populace or graphic scenes of citizens vomit-
ing blood as they succumb to a disgusting 
disease. Rather, the story is imbued with a 
strong sense of nervous energy as Earth’s 
inhabitants prepare for the celestial impact or 
other cosmic catastrophe (or become resigned 
to their fate and go about their usual business) 
while scientists, the military, or the govern-
ment work frantically to destroy the incom-
ing menace before it has an opportunity to 
collide with Earth. By the end credits, the 
celestial object may never collide with Earth 
(Armageddon, 1998), or it arrives at the end 
to close out the motion picture (Melancholia, 
2011; These Final Hours, 2013).

Unlike other subgenres of apocalyptic film 
(with the notable exception being alien inva-
sion films), the threats are not manmade, as 
the origin comes from outside our planetary 
ecosystem. Another characteristic of these 
films is that, unlike the other subgenres, a 
good deal of philosophizing takes place as the 
film’s characters ponder, reminisce, theorize, 
and try to make sense of the approaching 
calamity. As each individual comes to terms 
with their own mortality, they reflect inter-
nally on the meaning and purpose of life and 
their existence.
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Story Structure of the Subgenre
Apocalyptic films involving threats from 
celestial bodies follow a similar narrative. The 
typical plot involves the following sequences 
of events.

1. An astronomer or scientist identifies a 
threat to Earth from a celestial body.

2. Scientists are summoned to analyze the 
cosmic peril to determine the extent of 
the threat posed by the celestial body and 
ways to eliminate the danger. The scientists 
conclude that the celestial body will cause 
a mass extinction event and provide their 
opinions on whether and how the menace 
can be eradicated and human life saved.

3. A decision is made by a body of high-
ranking scientists, officials, or politicians 
about whether (and when) to report the 
approaching menace to the public in order 
to minimize the effects of any societal 
collapse.

4. The peril is reported to the public.

5. If the destruction of the planet is inevitable, 
public panic, riots, and philosophizing 
result.

6. If the danger can be eliminated or avoided, 
governments, scientists, the military, and 
space agencies work cooperatively on solu-
tions to save human life. Either the peril 
is eliminated and the planet saved, or the 
efforts fail, and the planet is destroyed, or 
a mass extinction event occurs.

Preeminent Films of the Subgenre
What qualifies a film as being a preeminent 
motion picture—those cinematic works that 
are considered to be the transcendent films 
in their genre? Is technical and artistic bril-
liance the meter stick to judge the films? If so, 

motion picture awards, such as the Oscars® 
and Golden Globes, would be a measurement 
tool. Should box office appeal, as measured 
by gross ticket sales, be the method by which 
to rank films in terms of their paramount 
importance to the motion-picture industry? 
What about critical appeal as measured by an 
aggregate score from film critics? Why not 
consider a film’s influence on society, those 
cinematic works that challenge audiences’ 
morals, transform viewers’ opinions, and 
shape the way films are produced?

To properly assess a film’s transcendence 
requires taking a holistic approach by exam-
ining all the listed factors, including its tech-
nical and artistic merits, box office appeal, 
critical reception, and influence on society. In 
the Cosmic Catastrophes subgenre, four films 
stand out among the rest as the preeminent 
works. The first is the previously mentioned 
Danish classic, Verdens undergang (1916), 
which deserves a place in the pantheon of 
apocalyptic film classics. Not only is the film 
the first feature-length apocalyptic motion 
picture, many film critics also consider it to 
be August Blom’s most impressive achieve-
ment. Blom is judged to be Denmark’s most 
talented director from the silent film period, 
and his volume of work is the largest of any 
Danish film director. Recklessly blending 
“science fiction, social melodrama, and sus-
pense, The End of the World reverberates with 
overtones from the Great War being waged in 
Flanders and northern France.”3 Any author 
writing on the history of apocalyptic film 
would be remiss without referencing this 
cinematic gem.

Fig. 8.1 When Worlds Collide (1951, Rudolph Maté)
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CHAPTER 11
ALIEN INvASIONS: MARTIANS, SPACE BEINGS,  
AND HOSTILE EXTRATERRESTRIAL LIFE

Definition of the Subgenre
The apocalyptic motion picture subgenre 
Alien Invasions features storylines involv-
ing attacks or unwelcome intrusions on our 
planet by extraterrestrial life that threaten 
the existence of humankind. The word 
“extraterrestrial” means “outside Earth.” 
Extraterrestrial life is any life form that does 
not originate on Earth. The first published 
use of “extraterrestrial” as a noun occurred 
in 1956, during the Golden Age of Science 
Fiction, the period from 1938 through the 
1950s, an era during which the science-
fiction genre gained wide public attention, 
and numerous classic science-fiction stories 
were published.1

A True Story (Ancient Greek: Ἀληθῆ 
διηγήματα, Alēthē diēgēmata; Latin: Vera 
Historia or Latin: Verae Historiae) is a novel 
written by Lucian of Samosata, a Greek-
speaking author of Assyrian descent, in the 
second century ad. The novel is the earliest 
known work of fiction to include space travel, 
alien life forms, and interplanetary warfare. 
A True Story has been described as “the first 
known text that could be called science 
fiction.”2 The seminal alien invasion story 
is H. G. Wells’ The War of the Worlds (1898), 
depicting the invasion of Victorian England 
by Martians equipped with advanced weap-
onry. Wells is credited with establishing 
several extraterrestrial themes, including first 
contact and war between planets and their 
differing species. These themes were later 

greatly expanded by science-fiction writers 
in the twentieth century.

Fig. 11.1 Voltaire (1694–1778), writer, 
historian, and philosopher

In science-fiction literature and films, the 
words “extraterrestrial” and “alien” have been 
used interchangeably, although “alien” in a 
narrow definition refers to a foreigner or 
someone of another family or race. The first 
alien invasion story is Voltaire’s Micromégas 
(1752), which preceded H. G. Wells’ story by 
146 years. The tale concerns two curious and 
friendly aliens from Saturn and Sirius who 
are of enormous size. The two aliens believe 
Earth is uninhabited due to the difference in 
scale between them and human beings. After 
discovering the arrogant Earth-centric views 

of Earth philosophers, they are amused by 
how important Earth beings think they are 
compared to giants such as themselves.3

Six years before Wells published his 
classic tale, Robert Potter (1831–1908), an 
Australian clergyman, published The Germ 
Growers (1892) in London, the first tale of 
a hostile extraterrestrial invasion of Earth. 
The story, not widely read, details a covert 
invasion by aliens who take on the appearance 
of human beings and strive to develop a viru-
lent disease to assist in their plans for global 
conquest.4 These aliens are residents of the 
interplanetary “ether” capable of teleporting 
and conducting mind-control on humankind. 
One of their strongholds is discovered in the 
Australian outback and, with the assistance 
of another space dweller, they are defeated.

The apocalyptic film subgenre of Alien 
Invasions features stories involving aliens, 
Martians, or extraterrestrial life as threats to 
humankind’s existence. A typical mass extinc-
tion event found in these films involves an 
extraterrestrial life form wiping out Earth’s 
population through an attack from space. 
While using Martians as an apocalyptic 
threat has been the subject of a number of 
stories (War of the Worlds) and motion pic-
tures (Invaders from Mars (1953) (and its 
1986 remake), War of the Worlds (1953), Mars 
Attacks! (1996)), with the discovery by robotic 
spacecraft that Mars is devoid of (apparent) 
life, Hollywood has moved the source of 
extraterrestrial threats farther away from 
Earth to those coming from distant galaxies.

In a more expansive definition, the sub-
genre is defined by any film featuring story-
lines involving:

1. Aliens attacking humans. The aliens invade 
Earth either to exterminate and supplant 

human life, enslave it under an intense state, 
harvest people for food, steal the planet’s 
resources, or destroy the planet altogether. 
The attack is usually through advanced 
technology, spacecraft, and weaponry with 
enormous spacecraft descending from on 
high and unleashing devastation. The 
extraterrestrial life may be monsters (one 
or more creatures) from space rampaging 
through cities or populated areas, killing 
humans and inflicting heavy damage. The 
aliens may be here to kidnap and abduct 
humans for experimentation and the acqui-
sition of knowledge or as a source of food 
or body parts.

2. Aliens walk among us. Extraterrestrial life 
covertly infiltrates the human population 
through replication, mutation, or infection 
of humans, commonly by parasitic means 
or by mind or bodily control, with the 
goal of the enslavement or elimination of 
humankind.

3. Extraterrestrial life landing on Earth with 
no overt display of aggressive behavior but 
are seen by scientists as potential threats 
to the existence of humankind. These 
aliens may be friendly, unsympathetic, or 
their presence never explained. The movies 
include first-contact scenarios in The Day 
the Earth Stood Still (1951), Star Trek: First 
Contact (1996), and Arrival (2016).

4. Humans traveling to distant planets or 
galaxies coming into contact with hostile 
extraterrestrial life. Humans either are 
forced to defend themselves from alien life 
forms or become the aggressors, with the 
intention of subduing their extraterrestrial 
foes.
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Characteristics of the Subgenre
The Alien Invasions subgenre is noted pri-
marily for a mood of hostility between two 
life forms, one human and the other alien, and 
tension and unease caused by the presence of 
unknown beings in our environment. Unlike 
the creatures in zombie films, the alien invad-
ers are super-intelligent creatures bent on the 
extermination of the human race. Dissimilar 
to other subgenres, the apocalyptic threat 
may have arrived and infiltrated humankind 
without humans being aware of the danger 
around them. The subgenre is unique for the 
inclusion of films where what appears to be 
a serious risk to the existence of humankind 
turns out to be no threat at all (e.g., the alien 
Klaatu in The Day the Earth Stood Still (1951))
and in fact may be quite the opposite (such 
as the friendly overtures from extraterrestrial
visitors in Arrival (2016)).

Finally, the subgenre is notable for using 
the alien invasion as a metaphor. Prospects of 
alien invasions varied with the state of current 
affairs and current perceptions of threat. 
Alien invasion was a common metaphor in 
American science fiction during the Cold War, 
illustrating the fears of foreign (e.g., Soviet 
Union) occupation and nuclear devastation 
of the American people (e.g., The Invasion of 
the Body Snatchers (1956)). When aliens visit 
Earth, filmmakers consistently define the life 
forms by their differences from humans. Alien 
characters are continually used to provide 
points of comparison for the human species, 
Homo sapiens, revealing truths about our 
behavior and culture by contrast.

Story Structure of the Subgenre
The alien invasion is perhaps the most well-
known storyline in science-fiction cinema. 

The appeal is based on humankind’s longing 
to know whether there is life in the universe 
beyond the human race and our wondering 
what would happen if they came to us first—
and weren’t friendly. Alien invasions are not 
always conducted by massive space vessels 
blasting our famous landmarks to smither-
eens. Aliens can be insidious and undetect-
able; they can appear from our past, from seed 
pods, and from within a mother’s womb.

Alien invasion films nearly always feature 
the “arrival,” a time when the aliens make 
their presence known to humans. Then there 
may be a period of “threat assessment,” a stage 
when the aliens’ intentions are evaluated 
to determine whether they are friendly or 
hostile and why they have come to Earth. 
The aliens may simply attack after arriving 
or may decide to do so sometime during 
the threat assessment period. If an attack is 
carried out, we enter the “conflict” stage of the 
storyline, which usually involves significant 
loss of human life, ending in one side, nearly 
always the humans, emerging victorious in 
the “resolution” stage, the period when the 
threat is extinguished. The conflict stage may 
not involve the use of weapons. The attack 
could be by means of a parasitic infestation 
or an undetectable mutation mimicking the 
human species. If an attack is never consum-
mated, humans and aliens have come to terms 
to coexist either on friendly terms or on an 
understanding that conflict is not a means to 
settle their differences.

In a post-apocalyptic storyline, the inva-
sion or assimilation has already taken place. 
Humankind may be laboring under a domi-
nant alien presence or completely unaware 
of the existence of extraterrestrials in their 
environment. Usually, the post-apocalyptic 
alien invasion film is set hundreds of years Fig. 11.2 The Day the Earth Stood Still (1951, Robert Wise)
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CHAPTER 14
WALKING DEAD: ZOMBIES AND REANIMATED CORPSES

Definition of the Subgenre
The Walking Dead subgenre focuses the 
apocalyptic menace on two beings commonly 
found in horror movies: zombies and vam-
pires. A little etymology is helpful in defining 
the subgenre. A “zombie” is an undead being 
created through the reanimation of a corpse. 
The term originated from Haitian folklore, in 
which a zombie is a dead body reanimated 
through various methods, most commonly 
magic.1 The derivation of the word comes 
from the Haitian French “zombi” and the 
Haitian Creole “zonbi.” The first appearance 
of the English word “zombie,” in the form of 
“zombi,” was recorded in 1819 in poet Robert 
Southey’s three-volume History of Brazil, 
published between 1810 and 1819.2

The Oxford English Dictionary lists the 
origin of the word as West African or 
Haitian and refers to a zombie as a soulless 
corpse and compares it to the Kongo words 
nzambi (god) and zumbi (fetish).3 The related 
word nzumbi is defined in a Kimbundu-to-
Portuguese dictionary from 1903 as “soul.”4 
A later Kimbundu–Portuguese dictionary 
defines it as being a “spirit that is supposed 
to wander the earth to torment the living.”5 
In 1929, occultist, explorer, traveler, cannibal, 
and journalist William Buehler Seabrook was 
the first to expose Western culture to the 
concept of the voodoo zombie in his book, 
The Magic Island, a sensationalized account 
of a narrator who encounters voodoo cults in 
Haiti. Time magazine claimed that the book 
“introduced ‘zombi’ into US speech.”6

Fig. 14.1 Joseph Sheridan Le Fanu (1814–1873), 
Irish writer of mystery and gothic tales

A vampire is a creature based on folklore 
that subsists by feeding on the vital force, 
usually the blood, of the living. Vampires from 
European folklore were undead beings, wore 
shrouds, were bloated and of ruddy or dark 
complexion, visited loved ones, and caused 
mischief or deaths in the neighborhoods they 
inhabited before their deaths. The vampires 
of the twentieth and twenty-first centuries 
are gaunt, pale creatures of the night. The 
term “vampire” was popularized in Western 
Europe after the eighteenth-century mass 
hysteria of a pre-existing folk belief in the 

Balkans and Eastern Europe that resulted 
in corpses being staked and people being 
accused of vampirism.

With the publication of the “The Vampyre,” 
a short work of prose fiction, by John Polidori 
in 1819, “the first story successfully to fuse 
the disparate elements of vampirism into a 
coherent literary genre,”7 the charismatic and 
sophisticated vampire of modern fiction was 
born. In 1872, Irish author Joseph Sheridan 
Le Fanu’s 1872 Gothic novella Carmilla 
was published as a serial in The Dark Blue 
(1871–1872).8 The story is narrated by a 
young woman preyed upon by a female 
vampire named Carmilla, later revealed to 
be Mircalla, Countess Karnstein (Carmilla 
is an anagram of Mircalla). Carmilla is the 
original prototype for a legion of female and 
lesbian vampires. However, it is Bram Stoker’s 
1897 novel Dracula that is remembered as 
the quintessential vampire novel, providing 
the basis of the modern vampire legend, even 
though it was published after, and spawned a 
distinctive vampire genre.

The subgenre Walking Dead includes 
apocalyptic films where the threat to human 
existence arises from the dead coming back 
to life to prey upon humankind. For a film to 
be classified as an apocalyptic motion picture 
from the Walking Dead subgenre, the film 
generally meets four criteria in a “zombie 
apocalypse” narrative:

1. The apocalyptic threat is the “walking dead” 
or undead come back to life, the reanimated 
human corpse. These walking dead include 
zombies, vampires, or any human being that 
was dead, buried, and is now reanimated.

2. There is a process of “zombification” or 
“vampirification”—the creation of the 
undead where everyone who dies becomes 

one of the undead. Victims of zombies or 
vampires may become the walking dead 
themselves if they are bitten by a zombie 
or vampire. Additionally, a zombie-creating 
virus may be present that travels by air, 
water, and/or bodily fluids (i.e., blood, 
sputum, semen), infecting and killing 
humans (usually by being bitten) and bring-
ing individuals back to life. Furthermore, 
a parasitic organism may kill a host and 
reanimate the corpse.

3. The walking dead are hostile to human 
life and engage in a general assault on 
civilization, with the aim of destroying 
humankind.

4. The outbreak becomes an exponentially 
growing crisis. The spreading “zombie 
plague” overwhelms law enforcement 
organizations, the military, and healthcare 
services, leading to the panicked collapse of 
civil society. The outbreak continues until 
only isolated pockets of survivors remain.

In many of these films, basic services, such 
as municipal water supplies and electrical 
power, shut down, mass media cease broad-
casting, and the governments of affected 
countries collapse or go into hiding. In the 
post-apocalyptic aftermath, the survivors are 
forced to scavenge for food, weapons, and 
other supplies. The world is reduced to a 
primarily pre-industrial hostile wilderness. 
Some of these films feature a “safe zone,” such 
as behind a wall, in an armed fortress, or deep 
underground where the non-infected find 
refuge and seek to establish a new civilization.
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Characteristics of the Subgenre
Unlike the other subgenres of apocalyptic 
film, the element of the monster or ghoul of 
aesthetic horror dominates the visuals. In the 
Walking Dead subgenre, creatures originally 
created for horror films lurk in the darkness 
and prey on the innocent. Whether a zombie 
or a vampire, these creatures are gray-skinned 
and sometimes bloody. A zombie may be 
missing a limb or an eyeball as it lurches 
forward in ragged clothing, shuffling over 
its own intestines and chattering its decaying 
teeth. However, there is more to the subgenre 
than frightening creatures and gruesomely 
violent behavior.

The zombie apocalypse is a milieu and 
context to provide social commentary on 
issues of consumerism, interpersonal coop-
eration and conflict, and gender and race 
relations, highlighting that zombie films 
are about humans. The zombies are not the 
problems to our planet; rather, the humans 
are.9 The method by which filmmakers unveil 
these issues is by disorienting the audience 
through the depiction of extreme violence 
and depravity (e.g., cannibalism) and then 
reorienting the audience through the nar-
rative structure to make an “.  .  . unsettling 
point, usually a sociological, anthropological, 
or theological one.”10 For example, one of the 
underlying messages is the perilous nature 
of scientific or government experiments. In 
Return of the Living Dead (1985), Return of 
the Living Dead II (1988), and Return of the 
Living Dead III (1993) zombies are created 
from an experimental chemical produced 
by the military and somehow released onto 
a graveyard.

Another prevalent theme is the zombie as a 
symbol of our greatest fears. The early zombie 
movies (e.g., White Zombie (1932)) evoked 

fears of primitive culture turning voodoo into 
a horror motif. Following the bombings of 
Hiroshima and Nagasaki in August 1945 and 
the first Soviet atomic bomb test in 1949, 
American fears of nuclear radiation and com-
munism began to manifest in zombies. For 
example, Creature With the Atom Brain (1955) 
features an ex-Nazi scientist named Wilhelm 
using radiation to reanimate corpses.

Fig. 14.2 White Zombie (1932, Victor Halperin)

The 1960s were turbulent years with politi-
cal assassinations, the civil rights movement, 
the Vietnam War, and the counterculture 
rebellion. The zombie film Night of the 
Living Dead (1968) was a reflection of these 
times, a motion picture packed with political 
undertones that address the nation’s turbulent 
race relations as racially charged interactions 
are woven throughout the film. Night of the 
Living Dead was the first prominent film to 

feature vast hordes of zombies (in the film 
they are referred to as “ghouls”) as opposed 
to an isolated few, using those hordes as a 
symbol of an impending apocalypse.

During the 1970s and 1980s, wealth dis-
tribution became increasingly unequal, and 
films like Dawn of the Dead (1978) targeted 
late-stage American capitalism as fears of 
capitalism and mindless consumption racked 
the late 1970s. In the film, zombies invade a 
shopping mall where we see little difference 
between a typical holiday weekend shopping 
crowd and a zombie apocalypse.

By the 1980s a fear of global contagion 
consumed the minds of Americans, and over 
the coming decades dozens of zombie films 
were produced where a zombie-producing 
virus threatens the future of humankind (e.g., 
Resident Evil (2002), 28 Days Later (2002)). 
Contagion soon joined the ranks of voodoo 
and radiation as an explanation for how 
zombies are reanimated.

Finally, there is the post-apocalyptic 
zombie, which represents fear of each other. 
In these films the post-apocalyptic world is 
dotted with tribes interested only in their 
own self-preservation; all other life is con-
sidered disposable.11

Another of the thematic subtexts of these 
films is that civilization is inherently fragile 
in the face of truly unprecedented threats and 
that most individuals cannot be relied upon 
to support the greater good if the personal 
cost becomes too high. An additional theme 
of a loss of one’s “humanness” is present as 
characters transform from humans into the 
walking dead. These films make us question 
what it means to be human. Sociologists 
Robert Wonser and David Boyns claim that 
zombie films express cultural anxieties about 
selfhood, loss of autonomy, and threats of 

deindividualization.12 “Ultimately, zombie 
films compel us to make ethical inquiries into 
what ‘counts’ as human, and how the prejudices 
that often accompany disease(and disability) 
express collective and existential fears about 
selfhood, loss of autonomy, and mortality.”13

Zombie films also provide insight into our 
social world. The epidemiology of zombifica-
tion is reflective of the inequalities endemic 
to the stratified access to healthcare in the 
contemporary world. Survivors embody the 
privileges that come from social power and 
prestige. In both our contemporary social 
world and in the cinematic world threatened 
by zombie contagion, those most likely to be 
infected are those in the lower classes (e.g., 
those in the service sector), individuals who 
lack the resources necessary to evade and/
or treat infection. Those who first become 
infected are individuals who do not have the 
privileges necessary to physically and socially 
separate themselves from potential carriers 
of disease.

Story Structure of the Subgenre
The story structure of most modern zombie 
films follows a predictable narrative. The film 
opens with an outbreak of a zombie plague 
with extremely traumatic attacks by zombies 
on humans, usually involving plenty of blood 
and gore. These attacks are accompanied by 
shock, panic, disbelief, and possibly denial, 
hampering survivors’ ability to deal with 
the vicious encounters. There may be initial 
attempts to seek the aid of authorities.

The outbreak becomes an exponentially 
growing crisis as the response of govern-
ment authorities to the threat is slower than 
the rate of growth of new zombies, giving 
the zombie plague time to expand beyond 
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CHAPTER 19
GLOBAL CATASTROPHE IN MOTION PICTURES AS MEANING 
AND MESSAGE: THE FUNCTIONS OF APOCALyPTIC CINEMA IN 
AMERICAN FILM1

Since the early 1950s, the number of apoca-
lyptic films has grown steadily, with an explo-
sion of end-of-the-world motion pictures 
in the first two decades of the twenty-first 
century.2 Mary Bloodsworth Lugo and 
Carmen Lugo-Lugo estimate that there 
were fifty-nine apocalyptic films released 
between 1980 and 1999, and there were close 
to ninety in the time span between 2000 and 
2013.3 In “Why Are Dystopian Films on the 
Rise Again?”, while addressing the recent 
popularity of apocalyptic films, Christopher 
Schmidt posits two questions: “Why, then, do 
we shell out 12, 13, 14 dollars for films that 
seem designed only to frighten and depress 
us? What species of entertainment, much less 
relief, do these nightmare scenarios offer?”4 
The answer to Schmidt’s questions, and the 
reasons why apocalyptic films have grown 
to become an extraordinarily popular genre, 
can be explained by the growing number of 
diverse functions these films serve in society. 
There are nine functions commonly found in 
American apocalyptic cinema expressed in 
terms of its meaning (its underlying purpose) 
and its message (the ideas that filmmakers 
want to convey to audiences).

The Functions of Apocalyptic Cinema

1. To Make Sense of the World and to Order 
Chaos

In Frank Kermode’s The Sense of an Ending: 
Studies in the Theory of Fiction, he claims that 
humans are profoundly uncomfortable with 
the idea that our lives form only a microscopi-
cally short period of time in world history. 
We feel trapped in the middle. So much has 
transpired before we were born, and so much 
will take place after we die. To make sense of 
this disconcerting fact, we look for a “coher-
ent pattern” and invest in the thought that 
we find ourselves in the middle of a story. To 
make sense of our lives, we need to discover 
some “consonance” between the beginning, 
the middle, and the end.5

Kermode’s coherent patterns are “fictions” 
to impose structure and order on the idea of 
eternity. We need fictions of beginnings and 
fictions of ends, fictions that unite beginning 
and end and endow the interval between them 
with meaning.6 Kermode cites the works of 
Homer, Augustine of Hippo, and Plato in 
support of his claim.7 These temporal fictions 
“humanize the common death” and allow us 
to coexist with temporal chaos. Kermode 
writes: “‘Men in the middest’ make consid-
erable imaginative investments in coherent 
patterns which, by the provision of an end, 
make possible a satisfying consonance with 
the origins and with the middle.”8

Drawing upon a tradition of Christian 

apocalyptic thought dating back to the birth 
of Christianity, Kermode argues we have 
adopted the belief that the beginning was 
a time of prosperity and advancement. The 
middle period is the age in which we now live 
and is distinguished by “decadence,” where 
what was good has declined and is in need of 
“renovation.” To usher in a new age, a process 
of painful purging (or “terrors”) needs to be 
endured. This allows us to explain the chaos 
and “crisis” we see unraveling around us.9

People living in the middle often believe 
that the end is very near and that their own 
generation is the one responsible for ushering 
in a new world. Kermode writes: “It seems 
to be a condition attaching to the exercise 
of thinking about the future that one should 
assume one’s own time to stand in extraor-
dinary relation to it.”10 To Kermode, these 
“fictions” are not dangerous in themselves, but 
they should not be given the status of “myth” 
and cause us to take unwarranted actions.11 
Fictions degenerate into myths or hypotheses 
when they are not held to be fictive, when 
people attempt to “live by that which was 
designed only to know by.”12 Indeed, some 
people do approach apocalyptic fictions with 
a “naive acceptance.” Others have a “clerkly 
scepticism” and deny that it is possible to 
accurately predict the world’s end date.13

Stories of the end also allow individuals 
to reflect on their own death and to make 
sense of their lives, their place in time, and 
their relationship to the beginning and the 
end. This gives rise to Kermode’s memorable 
phrase: ‘No longer imminent, the end is 
immanent,”14 meaning that not only do the 
last remnants of time have an eschatologi-
cal import but the whole of history, and the 
progress of human life, have it as well as a 
benefaction from the end. Kermode believes 

that the world is living in the throes of an 
immanent apocalypse. The Terminator movies 
dramatize a pre-apocalyptic state of affairs in 
which the technological apocalypse is already 
immanent, already implicit in the immediate 
environment, where the explosion has already 
occurred. Having laid down this theoretical 
position, Kermode tracks the creation of new 
attempts to “make sense of life” through lit-
erature. He focuses on modern literature but 
covers a range of authors, including William 
Shakespeare, Edmund Spenser, William 
Butler Yeats, T. S. Eliot, James Joyce, the 
French “new novelists,” William S. Burroughs, 
Samuel Beckett, and Jean-Paul Sartre.

In Hollywood and Armageddon: Apocalyptic 
Themes in Recent Cinematic Presentation, 
Conrad Ostwalt proposes the basic themes 
of apocalyptic films. Echoing the thoughts 
of Kermode, he says these modern secular 
cinematic representations have an important 
function: they provide meaning to a chaotic 
existence “by placing life drama in relation to 
a beginning, a middle, and an end, the apoca-
lypse provides coherence and consonance-it 
makes time trustworthy, especially when plot 
points toward the future, as it does in the 
apocalypse.”15 Gomel notes that Kermode’s 
“sense of ending” “seems, perversely to infect 
sf ’s explorations of the open-endedness of 
the future.”16 The process of painful purging 
which needs to be endured to explain the 
chaos and “crisis” we see unraveling around us 
is at the core of apocalyptic cinema whether 
it be a collision with a celestial body, a deadly 
virus that decimates the population, or a 
plague of zombies that feed on the living.

J. David Velleman notes that Kermode’s 
text leads us to speculating about our “inabil-
ity to keep our balance without horizons; 
or for our desire for endings that we can 
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outlive . . .”17 These endings, which we survive 
and which give “consonance” to our lives are 
present in films such as Armageddon (1998) 
as Harry Stamper (Bruce Willis) presses the 
button that sets off the bomb that success-
fully splits the asteroid, thereby avoiding 
the collision with Earth; with the Martians 
succumbing to microbes present on Earth 
in Byron Haskin’s War of the Worlds (1953), 
later remade in 2005 by Steven Spielberg; and 
with the destruction of the alien destroyer 
ships in Independence Day (1996). In Edge 
of Tomorrow (2014), director Doug Liman 

reinforces our need and struggle for “coher-
ence” by having Major William “Bill” Cage 
(Tom Cruise) endure multiple deaths until 
he is finally able to drop a belt of grenades 
into the Omega’s core, thereby neutralizing 
a race of extraterrestrials called Mimics 
that had taken over continental Europe. As 
Elizabeth K. Rosen notes: “Apocalypse is a 
means by which to understand the world and 
one’s place in it. It is an organizing principle 
imposed on an overwhelming, seemingly 
disordered universe.”18

Fig. 19.1 War of the Worlds (1953, Byron Haskin) Fig. 19.2 Edge of Tomorrow (2014, Doug Liman)



679

INDEX
 
‘?’ Motorist, The (1906) 163
1 Corinthians 100
1 Enoch 20, 22-23, 99, 114, 668
10 Cloverfield Lane (2016) 325-326
100, The (2014) 613
1000 A.D., doomsday significance 

of 52-54
1001 Movies You Must See Before You 

Die 415
12 Monkeys (1995) 114, 262, 364-365, 

364, 672
12 Monkeys (2015-2018)  262, 618, 

618, 674
1566 Icarus 196
1666 Prediction 644
1984 (1956) 550
1984 (a.k.a. Nineteen Eighty-Four) 

(1984) 548, 550, 550
1984 (novel) 553
1990: The Bronx Warriors (1982) 552
2 Baruch (Syriac Apocalypse of 

Baruch) 20, 22, 30-32, 35, 668
2 Corinthians 526
2 Enoch (Apocalypse of Enoch or 

The Secrets of Enoch or Slavonic 
Enoch) 20, 22, 29, 30, 35, 668

20 Years After (2008) 359, 384
2001: A Space Odyssey (1968) 307
2012 (2009) 7, 224-225, 251, 530, 

638-640, 671
2012 Zombie Apocalypse 

(2011) 476-477
2012: The End  251
2015 Movie Guide 414
2019, After the Fall of New York (2019— 

Dopo la caduta di New York) 287
2067 (2020) 243
23Minutes in Hell 511-512
27th Day, The (1957) 343
28 Days Later (2002) 3, 114, 359, 

366-367, 367, 447, 461, 484, 672
28 Weeks Later (2007) 359, 367-368, 

672
3 Baruch (Greek Apocalypse of 

Baruch) 20, 22, 29-32, 35, 99, 668
4 Ezra (Second Esdras, 4 Esdras, 4 

Ezra, Latin Esdras, or Latin Ezra) 20, 
22, 32, 35, 114-115, 668

4:44 Last Day on Earth (2011) 206, 643

40 Days and Nights (2012) 228
51 Degrees North (2015) 207
54 Days (2014) 283
5th Wave, The (2016) 345
6 Ezra 32
6th Extinction, The (2012) (a.k.a.Vam-

pireland) 477
9 (2009) 429
A la Conquete de l ’Air (a.k.a. The Flying 

Machine) (1901) 161
A.D. 2000, Electrical Development at 

Atlantis 125
A.I. Artificial Intelligence 

(2001) 417-418
Abbas, Hiam 423
Abbon of Fleury 54
Abbott and Costello Meet Frankenstein 

(1948) 461
Abbott, Christopher 387
ABC TV Movie 263
Abdul-Mateen II, Yahya 420
Abel 28
Abel, Alfred 548
Abelard, Peter 57
Abercrombie, Ian 467
Able, Whitney 325
Abraham 14, 28- 29
Abtahi, Omid 20
Abyss, The (Afgrunden, 1910) 170
Academy Awards (ceremony) 187, 249, 

272, 311, 318, 339, 424
Academy of Motion Picture Arts and 

Sciences 662
Aceto, Christina 477
Achaemenid Empire 17
Ackles, Jensen 622
Action Film Company 319
Acts of the Apostles 41, 492
Acts of the Paul 41
Adalram, bishop of Salzburg 51
Adam 19, 23, 28, 31, 49, 116
Adams, Amy 338
Adams, Brooke 309
Adams, Christine 620
Addiego, Walter V. 206
Admiral Productions 225
Adoti, Razaaq 471
Adrenalin: Fear the Rush (1996) 385
Adso of Montier-en-Der 52, 57

Adventist (church) 107
Adventist Christian Church 107, 667
Adventures of Pinocchio, The 418
Aelita (a.k.a. Aelita: Queen of Mars) 

(1924) 319
Aeneid, Book 6 18
Æon Flux (2005) 384
Aerial Anarchists (1911) 164
Aerosmith 187
Aesir 532
Affleck, Ben 186, 645
After Armageddon (2010) 385-386
After Armageddon (2016) 562
After Earth (2013) 344-345
After Judgment (2008) 623
After London or Wild England 126-127, 

670
After the Dark (a.k.a. The Philosophers) 

(2014) 283
After Us (2018) 625
Afterman, The (1985) 286
Aftermath (2012) 477
Aftermath (2016) 623
Aftermath (a.k.a. Remnants) (2014) 258, 

294
Aftermath, The (1982) 258, 294
Aftershock (1990) 335
Agamben, Giorgio 655
Agar, John 231, 330
Agarman, Pit 483
Age of Tomorrow, The (2014) 345
Agobard of Lyons 52
Agutter, Jenny 413
Agyeman, Freema 617
Ahmad, Muhammad 152
Ahura Mazda 532
Aikawa, Show 285
Air (2015) 242, 558
Air Material Command 319
Air Technical Service Command 319
Airport (1970) 636
Airship Destroyer, The (a.k.a.
The Battle in the Clouds, a.k.a. The Aerial 

Torpedo) (1909) 164
Airyama 532
Akins, Claude 293
Ako, Nagai 586
Akrami, Jamsheed 646
“Alas, Babylon” 608



680 681

INDEX     APOCALyPTIC FILM

Alba, Jessica 620
Albanese, Sacco 155
Albert, Edward 235
Albright, Lola 239
Aleardi, Pasquale 453
Alexander III 55
Alexander the Great 15-16, 18, 44-45, 

88
Alexander, Frazer 561
Alexander, Jane 265
Alexander, John 583
Alexander, Paul 48-49
Alexander, Terry 451
Alexandra (of Lycophron) 19
Algol: Tragedy of Power (1920) 

(German: Algol.
Tragödie der Macht) 318-319
Alice, Mary 419
Alien invasions, theories 352-353
“Alien,” definition 302
Alighieri, Dante 99, 668
Alkon, Paul 117
All Monsters Attack (1969) 247
All the World’s Airships 132
All the World’s Fighting Ships 132
Allegiant (2016) 559-560
Allen, Irwin 192, 236, 635, 637
Allied Artists 220
Alligator (1980) 236
Almanach nova plurimis annis 100
Alphaville: une étrange aventure de 

Lemmy Caution (Alphaville: A 
Strange Adventure of Lemmy Caution) 
(1965) 408-410, 409, 672

al-Qaeda 285
Alt, Carol 515
Althusser, Louis 655
Altman, Robert 248
Amalric, Mathieu 288
Amazing Colossal Man , The (1957) 276, 

324
Amell, Robbie 482
Amen, Carol 265
America 3000 (1986) 296
American Broadcasting Company 243
American Film Institute 318, 547
American International Pictures 117
American Mutoscope and Biograph 

Co. 160
American Mutoscope Company 156
American Physiological Society 252
American Playhouse 265
American Revolution (American War 

of Independence) 104, 108
American Society of Cinematograph-

ers 618

Americathon (1979) (a.k.a. Americathon 
1998) 436-437, 436

Ames, Leon 266
Amiel, John 240
Amillennialism 26, 42, 43
Ammennusastia 511
Amplas, John 452
Amram, Robert 512-513
Anacletus II 57
“And With A Comet Coming” 140
Anderson, Brad 560
Anderson, Donna 259
Anderson, Ever Gabo 481
Anderson, James 272
Anderson, John 608
Anderson, Joseph 655
Anderson, Ken 508
Anderson, Melody 351
Anderson, Michael 412, 550
Anderson, Milton 647
Anderson, Paul W. S. 452
Anderson, Richard 311
Andersson, Bibi 248
Andrews Air Force Base 320
Andrews, Dana 380, 433
Andrews, David 567
Andrews, Naveen 555
Andriyevsky, Alexandr 416
Andromeda Strain, The (1971) 362-363, 

362, 639, 650, 672
Angel of the Revolution: A Tale of the 

Coming Terror, The 125
Angelic Liturgy, An 34
Angelic Oracle of Cyril 73, 81
Angelic Pope 72-74, 76, 78, 81-82, 89
Angelo of Clareno 58, 73, 76-77
Angels, description 491
Anglicans 506
Anglo-Zulu War 152
Angra Mainyu 532
Anhalt, Edna 361
Anhalt, Edward 361
Animal House (1978) 634
Animated films 272-273, 568-569, 

611, 619-620, 624
Animatrix, The (2003)  420
Ankrum, Morris 231, 320, 326, 340
Anna and the Apocalypse (2017)  592
Annecy International Animated Film 

Festival 569
Annihilation (2018) 347
Annihilation Earth (2009) 285
Anno, Hideaki 568
Annunciation 98
Anselm of Havelberg 57
Anselm of Laon 55
Anthoney, Wayne 599

Antichrist 
666, associated with 70, 648
biography of 52
characteristics of 45, 52
double Antichrist 76
Elijah, battles with 51-52
interpretations of 46-47, 50, 58, 

85-86
motion pictures, character in 187, 

673
origin of 52
personification of 49,  54, 55, 57, 

70-71, 80, 85, 90- 91
popularity in apocalyptic 

film 493-494
predecessors 68
predictions and prophecies 

about 46, 52, 60-61, 69, 76-77, 
79, 81, 84-85, 101, 493

Antichrist (2009) 187
Antichrist: Two Thousand Years of the 

Human Fascination with Evil 493
Anti-Jewish riots 153
Antisocial (2013)   395
Antisocial 2 (2015) 395
Antonine Plague 397
Antonio, Jim 286
Anwar, Gabrielle 309
Apa, KJ 623
Apocalypse (genre), definition 19-20, 

22
Apocalypse (term), definition 5, 11
Apocalypse (1997) 285
Apocalypse (1998) 648
Apocalypse (book series) 100
Apocalypse (film series) 515
Apocalypse (a.k.a. Apocalypse: Caught in 

the Eye of The Storm) (1998) 515
Apocalypse (woodcut series) 100
Apocalypse How (2008) 251, 627
Apocalypse II: Revelation 

(1999) 515-516
Apocalypse III: Tribulation 

(2000) 515-516
Apocalypse IV: Judgment (2000) 516
Apocalypse of Abraham 20, 22, 28-29, 

35, 668
Apocalypse of Moses 27-28
Apocalypse of Paul 99
Apocalypse of Peter 42, 668
Apocalypse of Pseudo-Ephraem (Sermon 

on the End of the World) 47-48, 668
Apocalypse of Pseudo-
Methodius 45, 49-50, 57, 67, 88, 668
Apocalypse of Sergius-Bahira 67
Apocalypse of Weeks 35

Apocalypse of Zephaniah 22, 35, 99, 
668

Apocalypse Zero (Kakugo no susume, 
1996) 568

Apocalypse-Cinema: 2012 and Other 
Ends of the World (book) 4

Apocalyptic (derivation of term) 11
Apocalyptic and post-apocalyptic 

fiction 9
“Apocalyptic Cinema as an Earnest 

Thought—Kierkegaard and 
Melancholia” 646

Apocalyptic eschatology 
characteristics 21
description of term 11-12
Jewish 13- 14

Apocalyptic film 
benefits of studying 3
biblical truth, contradictions 

with 526-527
categorization of 6
causative factors leading to 

birth 151-174
characteristics of 5
Christian tools of evangeliza-

tion 647-649
Christian vs. secular 494
classification of 5-6
critique of existing social 

order 641-643
definitions 3-4, 670
disaster films, differentiated 

from 4, 232-233
film studies, relation to 3
formats 7-8
functions of 630-650, 674-675
issues to explore 676
philosophical issues examined 2, 

645-646
popularity of 1-3, 630-650
reflections of socio-political 

times 636-640
ridiculing apocalyptic hys-

teria 644-645
structure of 4
study of, approaches 8-9
subgenres, description 5-6, 

670-673
television series 607-629, 673-674
viewing of and coping skills 636
warning audiences to change their 

ways 643-644
Apocalyptic imagery (term) 11, 19
Apocalyptic literature (genre)  

as opposed to prophetic litera-
ture 18-19

definition 20

characteristics 21
motifs 21

Apocalyptic narrative tradition 9
Apocalyptic television series, short runs 

- causes 607, 628, 674
Apocalyptic thought, characteristics 

of 12, 13, 667
Apocalypticism  

appeal of 114-115
definition 11-12
religious vs. secular 114-115
secular, birth and rise 115-116

Apocalyptic-type terms 7
Apollo 9 208
Apostolic Brethren 78
Apparatus Theory 655, 675
Apple, The (1980) 588
Applegate, Fred 625
Appleseed (manga) 569
Appleseed (2004) 569
Applewhite, Marshall Herff  115
Aquinas, Thomas 69, 74
Arago, François 120
Aramaki, Shinji 569
Arbus, Alan 519
Arce, Pedro Miguel 470
Arch Oboler Productions 271
Archangel Michael 29, 31, 492
“Architects of Fear, The” 608, 608
Arctic Blast (2010) 249
Arden, Dale 319
Argentine economic crisis (1999–

2002) 441
Argento, Asia 470
Argento, Dario 466
Argonaut,. The 123
Argument for Judgement to Come 107
Arimura, Kasumi 480
Aristo 157
Aristotle 9, 76
Arius 91
Ark II (1976) 612
Armageddon

location of final battle 7, 43
origin of term 43
prophecies of 43, 529, 627
television series 613, 627

Armageddon (1998) 2, 4, 114, 181, 
185-186, 185, 208, 538, 585, 632, 639, 
645, 671

Armchair Theatre 609, 674
Armenian Penitence of Adam 28
Armstrong, Vic 516
Army of Darkness (a.k.a. Bruce Campbell 

vs. Army of Darkness) (1992) 467-468, 
468, 523

Arnald of Villanova 58, 77-78, 668

Arness, James 230, 323
Arnheim, Rudolf 656
Arnold, Jack 638
Arnold, Kenneth 319
Arnold, William 217
Arnott, David 601
Around the World in Eighty Days 157
Arrival (2016) 303-304, 338-339
Arrival, The (1996) 2, 339, 639
Artaxerxes I 15
Arthur, Zackary 345
Asahi Breweries 198
Asano, Tadanobu  344
Ascension of Isaiah (book) 27
Ashanti 473
Ashavan 532
Ashcroft, Peggy 270
Ashfield, Kate 578
Ashitey, Clare-Hope 545
Ashley, Joel 460
Ashworth, Brittany 391
Asian Flu (1957-1958) 397, 639
Asner, Ed 380
Assante, Armand 260
Assumption of Moses (Testament of 

Moses) 25-26
Astaire, Fred 259
Asteroid (1997) 199-200
Asteroid Day 208
Asteroid vs. Earth (2014) 207
Asteroids, threat to humanity 208
Aston, James 641
Astounding She-Monster, The (1958) 336
Astronomical Book 35
Asylum, The 307, 316
At 3:25 (a.k.a. The Crazy Ray, a.k.a. 

Paris qui Dort, a.k.a. Paris Asleep) 
(1924) 582, 582

“At a Graveside”(1845) 646
At Prison’s Gates (a.k.a. Temptations 

of a Great City) (Ved Fangslets Port, 
1911) 170

At the Dawning or The Fear of the Comet 
(1910) 169

Atanes, Carlos 565
Atar 532
Ataxic neurodegenerative satiety deficiency 

syndrome 485
Atkin, Victoria 615
Atlantic Meridional Overturning 

Circulation 253
Atlantis (1913) 170
Atomic Bomb Cinema: The Apocalyptic 

Imagination on Film 636
Atomic Cafe (1982) 645
Atomic War Bride (a.k.a. Rat) 

(1960) 279, 583



682 683

INDEX     APOCALyPTIC FILM

Attack of the 50-foot Woman (1958) 276, 
324

Attack of the Giant Leeches (1959)  236
Attack the Block (2011) 597
Atwal, Tanveer K. 420
Atwood, Margaret 514
Aubert, Robin 483
Auer, Martin 585
Augustine 494
Augustine of Canterbury 48
Augustine of Hippo 630
Augustus 58
Ausino, Carlo 287
Austen, Jane 592
Austin, S. Jr. 121
Australian Academy of Cinema and 

Television Arts Awards 189
Auten, Harold 192
Auteur Theory 655, 675
Autumn (2009) 475
Avalanche (1978) 197
Avalon, Frankie 277
Avery, Margaret 297
Avignon papacy 79-81, 84
Aylott, Dave 165, 167
Ayres, Lew 519
Aytinger, Wolfgang 88
Azaria, Hank 247
B612 Foundation 208
Babylon A.D. (2008) 552
Baccarin, Morena 614
Bachelder, John 125
Back to the Future (1985) 204
Backstreet Boys 589
Bacon, Roger 68, 73
Bad Seed, The (1956) 505, 505
Bad Timing (a.k.a. As Good As It Gets) 

(2014) 625
Badgley, Penn 378
Bahá’í, eschatological beliefs 531
Bahá’u’lláh 531
Bahman Yasht  18
Bakalyan, Richard 277
Baker, Jim 615
Baker, Roy Ward 332
Baker, Simon 470
Baker, Tom 610
Bakshi, Ralph 285
Bálazs, Béla 656
Baldr 532
Bale, Christian 238, 425, 553
Balfour, Eric 346
Balint, Eszter 594
Balmer, Edwin 184
Balsam, Martin 278
Baptist (church) 102, 106-107, 506
Baptista, Carlos 648

Baptist Missionary Society 106
Bar Kochba revolt 42
Barbarossa, Frederick 55
Barbera, Joseph 272
Barberini, Urbano 467
Bardette, Trevor 239
Barker, Ashley 268
Barnett, Charles 156
Barron, Bebe 311
Barron, John 625
Barron, Louis 311
Barry, Gene 315, 343
Barry, Michael 469
Barry, Wesley 295
Bartel, Paul 555
Barthes, Roland 655
Baruch 19, 30-31
Baruchel, Jay 589, 645
Basehart, Richard 380
Basilographia (the “Imperial 

Writing”) 58
Basinger, Kim ` 522
Basolus 52
Batelaan, Julia 557
Bates, Harry 306
Batista, Andrés 252
Battery, The (2012) 480
Battle Beyond the Stars (1980) 351
Battle for the Planet of the Apes 

(1973) 293-294
Battle in Outer Space (1959) 195, 

343-344
Battle of Armageddon, The 510
Battle of Lipany 87
Battle of the Worlds (1961) (Il Pianeta 

degli uomini spenti 192-193, 195
Battle: Los Angeles (2011) (Battle: 

LA and World Invasion: Battle Los 
Angeles) 344

Battlefield Earth (2000) 348
Battleship (2012) 344
Battlestar Galactica 610
Battletruck (also known as Warlords 

of the 21st Century in the U.S. and 
Destructors in Italy) (1982)) 258, 288

Bauchau, Patrick 567
Baudry, Jean-Louis 655
Bauer, Emily 269
Bautista, Dave 423
Bava, Lamberto 466
Bava, Mario 431
Baxter, John 333
Bay, Michael 185
Bayer, Gary 513
Bazin, André 654, 660
Beals, Jennifer 289, 525

Beast From 20,000 Fathoms, The 
(1953) 244-245, 244, 639

Beast of the Sea (Book of Revela-
tion) 26, 27

Beatie, Lynda 510
Beatus of Liebana 50
Beaudoin, Manon 288
Beckett, Samuel 631
Becquerel, Henri 273
Bed Sitting Room, The (1969) 583-584
Bede 57
Bedford Incident, The (1965) 257, 

278-279, 279
Bedlam (1946). 459
Beelzebub 493
Beery, Noah Jr. 320
Bees Deadly, The (1966) 235
Bees, killer 235-236, 513
Bees, The (1978) 236
Beesley, Max 617
Before the Fall (Tres Dias) (2008) 204, 

208
Beghe, Jason 377
Beginning of the End (1957) 231, 231
Bekmambetov, Timur 527
Bel and the Dragon 22
Belafonte, Harry 260
Belknap, Joe 386
Bell, Art 223
Bell, Jamie 386
Bella, Rachael 369
Bellamy, Edward 124, 157
Bellamy, Madge 457
Bellamy, Ralph 495
Bellflower, Nellie 611
Belshazzar 22
Beltran, Robert 590
Belzer, Richard 333
Beneath the Planet of the Apes 

(1970) 292
Bening, Annette 595
Bennett, Charles 192
Bennett, Jon 527
Benny, Jack 582
Benson, Martin 496
Bentley, Thomas 670
Bentley, Wes 249
Benton, Susanne 286
Benz, Julie 616
Berardinelli, James 315
Bercharius 52
Beresford, John Davys 143
Berger, James 636
Berglund, Kelli 626
Berlin International Film Festival 410
Berlin Wall 198, 285
Bernard of Clairvaux 57, 73

Bernds, Edward 275
Bernhardt, Daniel 419
Bernsen, Corbin 516
Berriman, Ian 416
Berry, Halle 208
Berry, Jadagrace 425
Bertolini, Francesco 670
Bertram, William 168
Besson, Luc 542
Best, Willie 458
Bettany, Paul 527-528
Bettersworth, Alexander Pitts 122
Bettis, Angela 522
Bettoia, Franca 462
Beukes, Carl 623
Bevis 126
Beware! The Blob (1972) 324
Bey, Marki 465
Beyond (2014) 207, 346
Beyond Skyline (2017) 346-347
Beyond the Door (1974) 518
Beyond the Time Barrier (1960) 379
Biehn, Michael 200, 414, 514
Biela’s Comet 120-121
Big Brother 621
“Big Ivan” 187
Bilal, Enki 551
Billboard 227
Binder, O. O. 291
Bingbing, Li 478
Binns, Edward 277
Binoche, Juliette 248
Biodrowski, Steve 451
Biophantascope 154
Birch, Paul 275, 335
Birdbox (2018) 557
Birds, The (1963) 215, 241
Birth of a Nation, The (1915) 670
Birth of Venus and Primavera, The 98
Biscombe, Lucas 558
Bishop Etherius 50
Bishop of Cahors 116
Bisley, Steve 540, 556
Bissell, Whit 216, 222, 307
Bixler, Denise 524
Blaché, Alice Guy 169
Black Comet, The 143
Black Death, The (Bubonic 

Plague) 82-84, 83, 397
Black Maria 155
Black Sheep (2006) 236
Black Summer (2019) 622
Black, Jack 595
Black, Lucas 527
Blackman, Honor 591
Blackmer, Sidney 141, 226, 495
Blacksmith Scene (1893) 155

Blackstone, William 106
Blackton, J. Stuart 670
Blackwell, Paul 599
Blackwood, Algernon 144
Blackwood’s Magazine 122
Blade Runner (1982) 4, 405-407, 406, 

660, 672
Blade Runner 2049 (2017) 423
Blair, Linda 522
Blaisdell, Paul 275
Blake, or the Huts of America 157
Blanc, Mel 272
Blanchard, Susan 524
Blanche, Robert 477
Blanchett, Cate 587
Blasingame, Henry 420
Blatty, William Peter 523
Bleak Future (1997) 601
Bless the Child (2000) 522
Blessed Hope (1943) 648
Blindness (2008) 385
Bliss, Ian 418-419
Blob, The (1958) 324, 324, 508
Blom, August 151, 171, 173, 182
Blomkamp, Neill 336
Blood Beach (1981) 236
Blood Beast from Outer Space (1965) 329
Blood of Heroes, The (a.k.a. The Salute of 

the Jugger) (1989) 556
Bloom, Verna 380
Blount, Lisa 584
Blue Gold: World Water Wars (2008) 627
Blue World Order (2018) 396
Blunt, Emily 317, 337, 345
Blutecher, Alf 172
Bluth, Don 249
Blystone, John G. 373, 581
Body Snatcher, The (1945) 459
Body Snatchers (1993) 309
Body Snatchers, The 307
Boeken, Ludi 454
Boer War 153
Böke, Ariq 68
Bokeh (2017) 561
Bolivian hemorrhagic fever 398
Bolshevik revolution 657
Bonaventure ( John of Fidanza) 69, 

74, 76
Bond, Raymond 322
Boneta, Diego 426
Book of a Hundred Chapters, or The 

Statutes of Trier 88
Book of Daniel 5
Book of Eli, The (2010) 3, 6, 115, 258, 

289, 298, 636, 639
Book of Exodus 503
Book of Fiore 74

Book of Kings (Merlin) 72
Book of Life 43, 492
Book of Mysteries, The 34
Book of Prophecies 90, 668
Book of Revelation (Revelation to 

John, the Apocalypse of John, the 
Revelation, or simply Revelation 
or Apocalypse) 5, 7, 16, 19, 20, 23, 
26-27, 30, 42, 45, 47, 49-51, 53, 55-59, 
67, 69-70, 75-76, 90-91, 99-102, 106-
110, 114-117, 133, 491-493, 498, 503, 
506, 513, 521, 525-527, 668-669, 673

Book of the Heavenly Luminaries 
(Book of Luminaries) 23

Book of the Promises and Predictions of 
God, The 47, 668

Booth, Walter R. 161, 163-165
Bordwell, David 655
Borgnine, Ernest 291
Bork, Jessica 309
Bornstein, Sam 515
Bosch, Hieronymus 42
Boss Film Studios 198
Bosworth, Kate 291
Botticelli, Sandro 98, 668
Bouise, Jean 542
Bourg , Wilson Jr. 361
Bowden, Lilan 477
Bowen, A J 395
Bowen, Michael 590
Bowler, Grant 616
Boxing Cats, The (1894) 155
Boxleitner, Bruce 377
Boy and His Dog, A (1975) 258, 287, 

639, 645
Boyd, Blake 557
Boyer, Philip 518
Boyle, Danny 203, 367
Boyle, Peter 198
Boyns, David 447
Bradbury, Ray 244
Bradey, Bianca 479, 592
Bradley, John 208
Bradshaw, Peter 269, 578
Braeden, Eric 292, 410
Braga, Alice 390
Brain Eaters, The (1958) 333
Brandon, Philip 458
Brandt, Leslie-Ann 477
Brannon, Fred C. 320
Brant, Sebastien 100
Brazzi, Rossano 519
Brener, Josh 620
Brent, Maya 193
Breslin, Abigail 338, 391, 578
Brethren of the Yellow Cross 88
Brides of Dracula, The (1960) 461



684 685

INDEX     APOCALyPTIC FILM

Bridges, Beau 599
Bridges, Krista 470
Bridges, Lloyd 320
Brierley, David 268
Briggs, Raymond 270
Brilliant, Lawrence “Larry” 372
British Academy of Film and Television 

Arts (Awards) 220, 260, 267, 318, 
408, 544, 578

British Broadcasting Corporation 221, 
267, 280, 416, 578, 610, 614, 617, 628

British Empire 152
Broderick, Matthew 247, 281
Broderick, Mick 379
Brodie, Philip 472
Brodie-Sangster, Thomas 386
Brody, Adam 585
Brolin, James 228
Brooklyn Institute of Arts and 

Sciences 155
Brooks, Adam 552
Brooks, Max 453
Brosnan, Pierce 250
Brown, Bryan 260
Brown, Jim 595
Brown, Ralph 611
Browne, Roscoe Lee 413
Bruegel, Pieter 187-188
Brummett, Barry 634
Bruns, Brenton 628
Brussels International Fantastic Film 

Festival. 544
Bryant, Joel 623
Brynner, Yul 384
Bubonic plague (1907) 153
Bubonic plague, spread 83
Buck Rogers in the 25th Century 

(1979) 351
Buck Rogers in the 25th Century: An 

Interplanetary Battle with the Tiger 
Men of Mars (1934) 319

Buckmaster, Luke 592
Buddhism, eschatological beliefs 531
Buena Vista Home Entertainment 269
Buffalo Courier-Express 232
Buffy the Vampire Slayer (1992) 590
Bug (1975) 235
Bulajić, Veljko 583
Bull, Peter 575
Bulletin of the Atomic Scientists   1, 1
Bullock, Ray Jr. 474
Bullock, Sandra 551, 557
Bunker Palace Hôtel (1989) 551
Burchill, Leon 592
Burgess, Anthony 551
Burić, Zlatko 224
Burke, Kenneth 634

Burkey, Harry 591
Burlinson, Tom 417
Burn On 241
Burning Hell, The (1974) 510-511
Burns, Erin Elizabeth 396
Burns, Megan 367
Burns, Scott Z. 372
Burns, Tim 540
Burrell, Ty 469
Burridge, Greg 483
Burroughs, William S. 631
Burstyn, Ellen 522
Burton, Jeff 262
Burton, Tim 596
Burton’s Gentleman’s Magazine 121
Burtt, Ben 546
Buscemi, Steve 186, 594
Busey, Gary 516
Bush, George H. W. 198
Butler, Daws 272
Butler, Gerard 252, 434
Butler, Kayren 525
Buzzotta, Dave 525
By Dawn’s Early Light (a.k.a. The Grand 

Tour) (1990) 284
Bykov, Rolan 290
Byrne, Rose 203, 205, 368
Byron, Jean 330, 430
Byron, Lord 118-119, 669
Byron, Nicholas 323
Caan, James 554
Cabaret of the Dead (2017) 591
Cabell, Charles P. 320
Cabin Fever (2002)  393-394
Cabin Fever (2016) 394
Cabin Fever 2: Spring Fever 

(2009) 393-394
Cabin Fever 3: Patient Zero 

(2014) 393-394
Cabot, Sebastian 216
Cadiente, Jeff 497
Caesar 58
Café Flesh (1982) 292
Cage, Nicholas 205, 516, 644
Cahiers du Cinéma 654, 659
Cahn, Edward L. 459
Cain 28, 55
Caine, Michael 236, 545
Caledonian Church 107
California Institute of Technology 320
Call, R. D. 227
Callisthenes 44
Calmettes, André 670
Calvin, John 42
Calvinism 104
Camera Obscura 654
Cameron, James 414, 424

Cameron, Kirk 502, 516, 649
Campanella, Tommaso 157
Campbell, Bruce 467, 524
Campbell, John W. 322
Campbell, Ken 185
Campbell, Marvin 367
Campbell, Nicholas 417
Can We Laugh at God?: Apocalyptic 

Comedy in Film 645
Canadian Society of Cinematograph-

ers 618
Canby, Vincent 234, 247-248, 271, 412
Cannarsa, Emanuel 287
Cannes Film Festival 189
Cannibal Holocaust (1980) 464
Canterbury, Chandler 205
Cantor, Norman Frank 54
Čapek, Karel 415, 415
Caprica 610
Captain Future 416
Captive State (2019) 350
Carano, Gina 243
Carbone, Anthony 558
Cardille, Lori 451
Cardinal Baronius 53
Cardinal Orsini 77
Carell, Nancy 585
Carell, Steve 585
Cargo (2017) 483
Carlson, C. C.  512
Carlson, Chris 385
Carlson, Richard 334, 430, 458
Carlyle, Robert 367
Carmen, Julie 567
Carmilla 445
Carnahan, Michael 661
Caro, Marc 576
Carpenter, Fred 648
Carpenter, Jennifer 390
Carpenter, John 323, 348, 524, 567
Carradine, David 437, 551, 555
Carradine, John 236, 461, 508
Carré, Claire 387
Carriers (2009) 385
Carrington Event 208
Carroll, Leo G. 231
Carroll, Noël 655, 675
Carson, John 462
Carter, Bill 193
Carter, Helena 326
Carthusian 90
Cartwright, Veronica 241, 309
Cary, Christopher 286
Casler, Herman 156
Caspari, Carl Paul 48
Cassandra (or Alexandra) 19
Cassavetes, John 495

Cassidy, Joanna 405
Cassidy, Ted 286
Castle Bravo (Bikini Atoll, Marshall 

Islands) (Operation Castle) 273
Castle, Peggy 231
Casto, Ethan Andrew 396
Cat People (1942) 459
Cataldi-Tassoni, Coralina 467
Cathedral Films 508
Catholic Apostolic Movement 106-

107, 669
Catsoulis, Jeannette 456
Cavalier 140, 143
Cavell, Stanley 656, 675
Cawthorn, Joseph 457
CBS 607
Cecere, Fulvio 476
Cell (2016) 396
Celluloid Sermons 647
Cendrillon (a.k.a. Cinderella) 

(1899) 157
César Awards 576
Cestie, Renato 520
Chadwell, H. Marshall 320
Chalamet, Timothée 587
Chaldea sources, influence on 

apocalypticism 18
Chalmers, Thomas 107
Chamberlain, Richard 236
Chambers, Ephraim 416
Chambers, Marilyn 394
Chambers, Munro 558
Champlin, Charles 222, 413
Chandler, Helen 461
Chaney, Lon  Jr. 461
Chang, Justin 385
Chaplin, Ben 522
Chaplin, Charlie 547, 599
Chaplin, Geraldine 242
Chapman, Edward 375
Chapman, Marguerite 320
Charcuterie Méchanique, The (a.k.a. The 

Mechanical Butcher)
(1895) 159
Charlemagne 54
Charles I 101-102
Charles IV 81
Charles V 88
Charles VI 82
Charles VIII 89
Charles of Bohemia 81
Charles, Lewis 360
Charles, Robert Henry 24, 28
Chase, Daveigh 369
Chase, Stanley 410
Chase, Stephen 184
Chatelain, Hélène 262

Chatto, Tom 331
Chatwin, Justin 314
Chau, Osric 225
Chee, Pamelyn 347
Chekvala 479
Cheney, Dick 642
Cherry 2000 (1987) 566, 567
Chestnut, Morris 614
Chestnut, Robert 510
Chicago Sun-Times 205, 250, 266, 326, 

366, 594
Chicago theatre fire 153
Chicago Tribune 370, 453, 470
Childhood’s End (2015) 616
Children of Men (2006) 114, 384, 

544-546, 545, 673
Children of Men, The 544
Children of the Damned (1964) 329, 379
Children Shouldn’t Play with Dead Things 

(a.k.a. Revenge of the Living Dead, 
Things from the Dead, and Zreaks) 
(1972) 464

Children, The (a.k.a. The Children of 
Ravensback) (1980) 466

Chirurgien Americain (a.k.a. A Twentieth 
Century Surgeon) (1897) 160

Chodos, Daniel 365
Choi, Gwi-hwa 455
Choi, Woo-shik 455
Chong, Marcus 408
Chosen Survivors (1974) 282-283
Chou, Collin 419
Choy, Emma 474
Christen, Sandy 509
Christensen, Hayden 560
Christian film genre, history 505-508, 

648-649
Christian film productions, contrasted 

with Hollywood productions 529
Christian Israelite Church 109
Christian Zionism 106
Christian, Paul 245
Christiansen, Arthur 218
Christie, Julie 287
Christine, Virginia 307
Christopher, John 241
Chronicle (Chronica, Chronicorum Libri 

duo or Historia sacra) 46
Chronologia 100, 668
Chronologia sive Libellus de Mundi 

Duratione 46, 668
Chrysalis (a.k.a. Battle Apocalypse) 

(2014) 479-480
Church of England 109
Church of Scotland 107
CIA 319
Ciardi, Danielle 349

Cineaste 497
Cinefantastique 451
Cinema Corporation of America 507
CinemaScope 272
Cinématographe 156
Circuitry Man (1990) 242
City of God, The 43
City of the Sun, The 157
Clair, René 582
Clare, Diane 462
Clarenists 80
Clark, Bob 464
Clark, Eugene 470
Clark, Susan 411
Clarke, Arthur C. 200, 307
Clarke, Emilia 426
Clarke, Jason 426
Clarke, Kacey 476
Clarke, Robert 322, 379
Clarke, Warren 551
Clarkson, Patricia 386
Claro, Manuel Alberto 189
Clausen, James Earl 143
Clavijo, Victor 204
Cleir, Alexander 201
Clemen, Brian 617
Clement of Alexandria 26, 41
Cleopatra (1912) 670
Cleverdon, Scott 525
Clifford, Richard 16
Climate change 639
Clinical Infectious Diseases 363
Cliver, Al 465
Clockwork Orange (1971) 551, 551
Clockwork Orange, A (1962) 551
Clooney, George 277
Close, Glenn 595
Cloud Atlas (2012) 565-566
Cloud Ten Pictures 501, 648-649
Clover, Carol 656
Cloverfield (2008) 7, 325, 639
Cloverfield Paradox, The (2018) 325
Coates, Kim 348, 476
Coccidioides mycosis 398
Cochran, Shannon 369
Cochrane, Rory 383
Cockneys vs. Zombies (2013) 591-592
Codex Claromontanus 41
Codrus 58
Cody, Iron Eyes 233
Coe, Richard L. 217, 220
Coffin, Tristram 240
Coghill, Nikki 417
Cognitive Theory 655, 675
Cohen, Larry 594
Cohn, Norm 17-18
Cola di Rienzo 80-81



716 717

INDEX     APOCALyPTIC FILM

Whitman, Slim 595
Whitmore, James 230
Whittey, Stephen 592
Who Goes There? 322
Whoops Apocalypse (1982) 625, 645
Whoops Apocalypse (1986) 584
Whoops Apocalypse (TV series) 584
Whore of Babylon   26
Wiazemsky, Anne 379
Widen, Gregory 495
Widmark, Richard 236, 278, 360, 518
Wiig, Kristen 626
Wilcox, Fred M. 310-311
Wild Blue Yonder, The (2005) 337
Wilde, Cornel 241
Wilde, Olivia 346
Wilder, Amos 115
Wiley, Samira 620
Willard, Fred 436
Willard, Samuel 105
William of Champeux 55
William of Holland 71
William of St. Amour 69
William of Tripoli 67
William Paterson University 646
Williams, Billy 227
Williams, Brook 462
Williams, Cindy 588
Williams, Grant 239
Williams, JoBeth 264
Williams, Michael Kenneth 544
Williams, Richard 410
Williamson Kinematograph 

Company 233
Williamson, Jack 416
Williamson, James 232-233
Willis, Bruce 185, 187, 364-365, 632, 

645
Wilmington, Michael 470
Wilson, Frank 290
Wilson, Keely 516
Wilson, Lambert 418-420
Wilson, Lois 226
Wilson, Luke 600
Wilson, Owen 186
Wilson, Patrick 208
Wilson, Scott 610
Wilton, Penelope 578
Windows on the World: The Information 

Process in a Changing Society 154
Winfield, Paul 287, 595
Winners (TV series) 610
Winningham, Mare 282
Winslet, Kate 370, 559
Winstead, Mary Elizabeth 325, 

619-620
Winston, Mathew 645

Wirkola, Tommy 474-475
Wirth, Billy 309
Wisberg, Aubrey 322
Wisdom, Tom 623
Wise, Robert 305-306, 362, 642
Without Reservation (1989) 648
Without Warning (1980) 325
Wittgenstein, Ludwig 656
Wixon, Heather 590
Wizards (1977) 285-286
Wolf ’s Rain (2003–2004) 624
Wolfman, The  (1941) 458
Wollen, Peter 655, 658, 675
Woman of the Apocalypse 108
Wong, Benedict 203
Wong, Dayo 521
Wong, Russell 525
Wonser, Robert 447
Wood, Ed 329
Wood, Elijah 200, 429
Wood, Evan Rachel 563
Wood, John 282
Wood, Natalie 197
Woodley, Shailene 559
Woodruff, Bob 243
Woods, James 349, 517
Woods, Michael 519
Woodward, Cade 317
Woolley, Elena 646-647
Woops! (1992) 625
Wordsworth, Richard 330
World at War 501
World Bank 441
World Gone Wild (1988) 258, 290
World Health Organization 372
World of the Dead: The Zombie Diaries 2 

(2011) 472
World Peril of 1910, The 138
World Trade Center - Twin Towers 

attack (9/11) 285, 380, 637-639
World War II 583
World War III (1982) 257, 283-284
World War One 108, 151, 170-171, 

173, 670
World War Z (2013) 3, 114, 453-455, 

454, 580, 661, 673
World Without End (1956) 275, 276
World, the Flesh and the Devil, The 

(1959) 117, 134, 258, 260-261, 260, 
540-541, 639, 671

World’s Columbian Exhibition 
(Chicago) 155

World’s End, The (2013) 597-598, 644
World’s Fair (Chicago, 1933-1934) 319
“World’s Last Cataclysm, The” 122
Worldwide Studios 225
Woronov, Mary 555

Worthington, Sam 425
Wright Field (Wright-Patterson Air 

Force Base) 319
Wright, Edgar 577-578, 580, 598
Wright, Michael 614
Wright, Robin 423
Wright, S. Fowler 225
Wrigley Building 231
Writers’ Guild of Great Britain 617
Wroe, John 109
Wu, Daniel 435
Wuhrer, Kari 525
Wycliff, John 85
Wyle, Noah 276, 615
Wylie, Philip 184
Wyllt, Myrddin (Merlinus Caledon-

ensis) 71
Wyndham, John 221
Wynorski, Jim 335
Wynter, Dana 307
Wyrmwood (a.k.a. Wyrmwood: Road of 

the Dead) (2014) 479, 592
X-Rays (a.k.a. The X-Ray Fiend) 

(1897) 160
Y2K 644
Yalta Conference 198
Yamamoto, Toshihiko 463
Yates, George Worthing 230
Yau, Chingmy 521
Ye, Soo-jung 455
Year 4338: Letters from Petersburg, 

The 120
“Year Without a Summer” 118, 251
Years of the Beast (1981) 513
Yeats, William Butler 631
Yeaworth, Irvin (“Shorty”) 324, 508
Yelchin, Anton 425
Yellowstone National Park 251
Yen, Donnie 521
Yeoh, Michelle 203, 552
Yerkes Observatory 166, 638
Yersinia pestis 82
Yeung, Norman 476
Yordan, Philip 221
York, Michael 336, 412, 517
Yoshida, Teruo 463
You, Me and the Apocalypse  (2015) 2, 

625-626, 645
Young Griffo v. Battling Charles Barnett 

(1895) 156
Young Ones (2014) 249
Young, Alan 216
Young, James 322
Young, Sean 405
Young, Stephen Dine 634
Young, William Allen 264
Yu, Kelly 208

YWCA 137
“Z for Zachariah” 609-610
Z for Zachariah (2014) 561
Z Nation (2014–2018) 621-622
Z.P.G. 241
Zadokite Fragments 33, 34
Zal, Roxana 265
Zardoz (1974) 566, 645
Zecca, Ferdinand 161
Zegers, Kevin 469, 526
Želivský, Jan 86
Zephaniah (book) 34
Zerbe, Anthony 288, 558
Ziegfeld Follies 167
Zika virus 398
Zimmerman, K. 172
Zion’s Watch Tower and Herald of Christ’s 

Presence 107, 669
Žižka, Jan 86, 87
Zodiac: Signs of the Apocalypse 

(2014) 251

Zoetrope 154
Zoll, Aqueela 625
Zombi 465
Zombi 2 (1979) 465-466
Zombie 

definition 444
origin of term 444

Zombie (play) 457
Zombie apocalypse, possibil-

ity 484-486
Zombie Diaries, The (2006) 471-472
Zombie films 

as social commentary 446, 673
evolution of 446-448
revivification in 21st 

century 468-469
themes 446-447

Zombie Hunter (2013) 479
Zombie Movies: The Ultimate 

Guide   457, 466
Zombie Night (2003) 468

Zombie Night 2: Awakening (2006) 472
Zombie Planet (2004) 469
Zombie Planet 2: Adam’s Revenge 

(2005) 469
Zombie Survival Guide, The 486
Zombieland (2009) 578-580, 579, 673
Zombieland: Double Tap (2019) 580
Zombies of Mora Tau (a.k.a. The Dead 

That Walk) (1957) 459, 460
Zoroaster 17-18
Zoroastrianism

description and history 17-18
eschatological beliefs 532

Zulu Kingdom 152
Zwecker, Bill 326








