»Are you still in the mood for killing?«
Mimetic Rivalry, Scapegoating and Sacrifice in Hitchcock's Marnie, Cacoyannis' Zorba the Greek and Pasolini's Medea
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»Three is never boring«
Francois Truffaut

In his writings, René Girard has analyzed in varied ways the passionate entanglements of people in their relationships with other people. It is known that in this respect he assigned a crucial importance to the mimetic, that is, the contagious effect of desire, especially of a particularly vigorous desire. He repeatedly made use of famous literary works by which he delineated the explosive nature of human passions. Although a large number of films contains the same ingredients as romanesk literature, interestingly enough there exist only very few attempts to apply mimetic theory to this area of popular culture. This appears to be all the more surprising because of the fact that, in movies, love triangles frequently fulfill a fundamental dramatic function. This holds true in particular for those stories which resort to the reliable mixture of love, sex, and crime. Passionate emotions like envy, jealousy, and hatred often represent the fuel of these stories, and they frequently lead to prolonged fantasies of revenge or even actual attempted murders. By means of particular mimetic readings, this paper aims at exploring and illustrating the bitter fruits of triangular desire in the largely unexploited field of cinema.

Alfred Hitchcock's Marnie
A very interesting classic film sample of such a triangular situation of desire can be found in Alfred Hitchcock's Marnie (USA, 1964).
 In this film, which still continues to be underestimated and unrecognized quite frequently, the rivalry between two women over one man is of essential dramatic importance and will be investigated more closely in the following. Marnie Edgar (Tippie Hedren) and Lil Mainwearing (Diane Baker) compete with each other in their craving for the attractive widower Mark Rutland (Sean Connery). Already at the first encounter between the two women in Mark's office Hitchcock gently hints at the strained relationship that is going to develop between them. Lil, the sister of Mark's wife who is deceased, senses with the instinct of a woman who is desirous herself that there seems to be something going on between Marnie, the new clerk, and their boss Mark. As we can learn from the explanatory, pointed remarks by the long-established secretary Ms. Clabon,
 Lil herself has her eye on Mark, which is why she seems to be especially susceptible and sensitive to the slightest vibrations between both of them. In her intent observing gaze and the question, "Who's the dish?" which appears odd in regard to an office clerk, the attentive observer may recognize a slight trace of jealousy. Conversely,  Lil's self-confident manner with which she comes to collect money as well as her coquettish flirtation with Mark also seem to quite encourage Marnie's interest in Mark.

Already at the next meeting of the three—when Mark introduces Marnie to his father—it becomes rather obvious that Lil is getting increasingly jealous of Marnie on account of Mark's attention, as is clear from the scene with the pretended spraining of her hand. With Mark and Marnie eventually becoming a couple, Hitchcock definitely confronts us with the triangular nature of this relationship and all its attending depth and dynamic: Before Mark and Marnie leave for their honeymoon, there is a farewell party. Lil seizes the opportunity and kisses Mark goodbye in an almost indecent manner, inappropriately long and directly on the lips, the way which is usually reserved for lovers. In this moment, Lil definitively drops the carefully constructed masking of her desire, maybe as an ultimate desperate reflex in order to prevent her final defeat in the struggle for Mark's favor.

The triangular drama that is unfolding here is composed and staged by Hitchcock in a brilliant and very detailed way. It is a perfect triangle of desire: Lil is on the left, Marnie on the right, and in the middle of the picture there's Mark, the object both of them desire. There are furtive, scrutinizing glances among the two women. When Mark and Marnie drive off, Hitchcock shows Lil in an approximately two-minute scene as she is gazing after them. Her sad, forlorn look that follows them and the ambivalent way she is talking with Mark's cousin Bob about the valuable wedding ring
 unmistakably reveal her secret admiration for Marnie. By means of mimetic theory it is possible to very concisely analyze and understand the reciprocal dynamic of desire which is operating here. The increase of Lil's desire is not really related to any objects that are especially desirable, neither Marnie's or Mark's sexual attractiveness nor the marvelous ring. It is rather the energetic desire that Mark displays when meeting Marnie which fundamentally incites Lil's own desire. Even though Lil has known Mark before and apparently developed quite a liking for him she only falls for him when Mark suddenly shows vigorous desire for another woman. Marnie also seems to be flattered by Mark's strong interest in her, even though she makes a point of behaving reservedly or even coldly. The matter becomes all the more interesting because of the fact that there is a rival who attests that this man is something special and therefore desirable. But Marnie is very able to control her budding desire—also and especially because of her childhood-related pathological aversion to any form of sexuality. She neither displays any obvious signs of rivalry toward Lil, nor gives Mark any reason to hope for the fulfillment of his desire. But it is exactly this stubborn opposition which attracts Mark's attention all the more and continues to spur his craving for Marnie.

A perfect indicator of these strange shiftings and complications which are founded on triangular desire can be detected in the circumstance that neither Mark nor Marnie choose the wedding ring, but Lil (!). With this symbolic gesture Hitchcock wonderfully expresses the simultaneous and mutually dependent existence of hatred and admiration. In the following, this ambivalent interaction helps to develop the plot. When in the concluding part of the wedding sequence Bob mentions to Lil an unusual financial transaction
 which Mark has carried out recently, Lil suspects, with the unerring instinct of a lover who feels rejected, that there is some inconsistency and perceives another chance for herself. Driven by envy and jealousy, she begins to systematically collect evidence against her rival whom she will later on, in a marvelous turn, call "that merry Marnie brown-haired blonde you married, so fast and sneaky and tried to hustle off to the south Pacific!" In the course of this she resorts to unfair methods as well, like for instance rummaging in Mark's desk or eavesdropping on conversations and phone calls. When she believes to have found sufficient evidence, she eventually turns to Mark and tries to skillfully shatter his confidence in Marnie. She offers him her help in a way that seems at first mysterious to him, by referring to her own unscrupulousness.
 In the dialog that follows Hitchcock lets Lil explicitly mention the actual and hitherto concealed motives which are responsible for her scheming behavior. So far, Mark acted toward her rather like a fatherly or avuncular brother-in-law, but now he realizes that she is no longer the young child whom he seems to have seen in her.
 From this he concludes that it is about time to search a young man for Lil and half jokingly asks her about her type. Half flirting, half melancholy she answers: "I was waiting for you. I'm queer for liars…"

Hitchcock has a penchant for heavily symbolic repetitions and variations, and here he falls back upon the same words which Mark had used to express his affection for Marnie. This is not only a nice gag  but also effectively indicative of the dynamic which is typical of triangular relationships. The persons who are involved become more and more alike somehow, and the moral standards they may have held before continuously lose in importance, in proportion to the ongoing unfolding of desire. This becomes crystal clear in Hitchcock's triangle. It is not only Marnie with her kleptomaniac disposition who systematically breaks rules and laws. Mark and Lil, too, increasingly disregard the norms of respectable middle-class life which might have made their previous lives look so orderly and regulated. 

As the climax of this triangular story of jealousy Hitchcock stages a festive soirée on the occasion of which the Rutlands have invited many guests. After finally having discovered the background of the payments to Strutt, Lil has stealthily invited Marnie's former boss who plots revenge. Lil's intention in this is, of course, to cause a great stir and thereby drive Marnie out of the house. Like in the wedding scene, Hitchcock employs all his skillfulness in order to stage the explosive nature of this triangular situation in a filmed sequence: First, an exciting camera movement toward the front door heightens suspense and makes us suspect that this scene will lead up to a crucial event. Furthermore Hitchcock has the two women appear in heavily symbolic clothes that are contrasting,
 and he arranges the groups of characters very carefully. Everything progresses toward the decisive encounter. Here again we find the symptomatic, scrutinizing looks and gestures that Lil and Marnie have already exchanged before, especially in the wedding scene. Eventually Lil's design almost works out. Only by means of an obvious lie on Mark's part and the strategic decision to take the bull by the horns
 Marnie is able to compose herself and avert the impending disaster.

During the fox hunt that follows on the next day, Marnie suffers yet another traumatic attack which makes her horse bolt, and both of them fall after a wild ride. Marnie herself is unharmed but has to learn that her beloved horse Forio is fatally injured. Out of compassion she wants to kill it and beseeches Mrs. Turpin, a neighbor, to give her a shotgun. At first, the woman refuses but eventually gives in and gets her husband's pistol. Lil has hurried over in the meantime and offers Marnie to fire the coup de grâce onto Forio. There is a fierce fight between the women over the gun. Eventually Marnie is successful, gets hold of the gun, rushes up to the horse staggering and fires the relieving shot.

In this action scene Hitchcock has Marnie say an unusual sentence that appears to be paradoxical. After Lil's offer to kill Forio for her she replies, "Are you still in the mood for killing?" Why does Hitchcock insert the inappropriate, definitely strange word still here? Did Lil already want to kill earlier? When, and especially whom? Did Hitchcock make a mistake in the script? I do not think so, quite on the contrary! In this unusual and astonishing small sentence Hitchcock pinpoints the ultimate consequence that inheres in the dynamics of an intensive triangular relationship full of envy and hatred. When fundamental, reciprocally intensifying desires focus on the same inseparable object—in this case, Mark—there are usually only two ways out. Either one of the two rivals suddenly pulls back for whatever reason, which is certainly an exception. Or the situation worsens to the point of escalation and results in the potential destruction of the rival, whether by extended fantasies of revenge or an actual deed.

While Hitchcock's Marnie gives an account of a perfectly modern love triangle which basically focuses on its three protagonists, the other two films which will be at the center of the remaining analysis lead into a completely different premodern context. This context is likely to be less easily accessible for our way of thinking and feeling, but especially with regard to a deeper understanding of human passions will be no less interesting and revealing.

Michael Cacoyanni's Zorba the Greek
In Michael Cacoyanni's Zorba the Greek (GR, 1964) we are introduced to life in a (still) premodern village in Crete that is characterized by barrenness and poverty. In this village there lives a beautiful, proud widow (Irene Papas) who is openly or secretly desired by almost all the men. We learn about this in the impressive scene at the inn during the first third of the film. At first we see a goat that is wandering around in the pouring rain, captured by several men and brought to the local inn where he is hidden. The strange and seemingly childish behavior of the men only makes sense when the widow appears and enters the inn among the numerous, eagerly waiting men in her desperate search for her goat. Between the men and the widow there unfolds a perfidious, humiliating game for power, and Cacoyannis beautifully stages its subtle erotic component. What the men do to the woman is clearly charged with a vigorous desire on their part. This game leads the proud widow to give open expression to her contempt for the men of the village by scornfully spitting on the ground. Yet, paradoxically, this rejection and the obstacle manifested by it does not appear to decrease the men's desire but rather incite it all the more. We could already observe this paradoxical effect in the relationship between Mark and Marnie. However, this time the event involves not only individuals but a whole group of people. One and the same woman is desired by an entire group of men and is thereby built up into a desirous object that is generally "recognized" by the whole village, and it is exactly this fact that acts as a tremendous stimulus for the mutual desire.

For a profound understanding of this scene on the basis of René Girard's mimetic theory it is important to note that all the people who are involved do not comprehend the dynamic of desire that is at work. Only Zorba (Anthony Quinn), as an observer from the outside who is not involved at first, is capable of interpreting correctly the happenings and realizing the deeply mimetic and therefore contagious nature of this desire. He tries to explain this peculiar drama between the men and the widow to his new boss, the English writer Basil, who came to Crete because of a mine he inherited. Coming from a different culture group—like we in the audience—Basil obviously has difficulty understanding what is happening. In the following conversation Zorba suggests that Basil might be the only man to be successful with the widow and encourages him to have his eye on her. As an Englishman yet completely unfamiliar with the particular manners of this poor region in the Mediterranean, Basil does not see the explosive nature of this situation as plainly as Zorba. However, he still senses that he has to be very cautious because of the forces at work. When Zorba repeatedly urges him to pay the widow a visit,
 he instinctively reacts to Zorba's suggestion in a refusing manner, "I don't want any troubles." But since Zorba has successfully put the idea into his head, he can no longer find any peace of  mind. Once infected with the virus of this general mimetic desire—and on top of that with the glorious prospect to be the only one to succeed—he eventually gives in to the sweet temptation and gets involved with the widow, though as yet ignorant of the fatal consequences of this encounter for the woman.

Since in the film men from the village prowl around the widow's house time and again in the hope to be admitted, the visit of the Englishman is noticed and the news of their love affair soon spreads in the village. Thereupon the youthful Pavlis who idolizes the widow but has been rejected by her repeatedly, which is why the villagers mocked and ridiculed him, commits suicide. As a consequence, the situation in the village finally escalates.
 The pent-up aggressions on all sides need and search for an outlet. For the male villagers the much craved-for object of their wishes is now lost for good, and their desire turns into hatred. Similarly, the time has come for the women to give legitimate expression to their suppressed hatred of the attractive widow. In this respect, the death of Pavlis only functions as a catalyst in order to channel the latently accumulated violence. The lurking crisis in the village now explodes and results in the collective killing of the widow. The collective aspect of this slaughtering, that is, the uniting of the whole village against one victim, is made very explicit in the film. The innocence of the victim is also more or less expressed. These factors in particular—the collective element and the victim's innocence—make the events seem so strange and detestable to us as a modern audience.

Yet in the Cretan village the storm now subsides and peace is restored in an apparently miraculous way. The crisis is overcome by removing its apparent cause and thereby providing an outlet for the pent-up violence. The sacrifice of a scapegoat has again pacified the village. What we think of as essentially strange, absurd, and repulsive has, according to Girard, a tremendous significance for archaic societies. On the basis of his studies of archaic myths and rituals in which collective killings play a very central role, Girard starts out on the assumption that each of these societies has gone once through a similar experience due to the contagious, mimetic impact of desire. Like in the Cretan village where a general accumulation of aggressions threatens the existence of a whole community, the violence is directed more or less by chance toward a victim, a scapegoat. It is exactly this collective act that offers everybody the opportunity to act out and—at least temporarily—get rid of aggressions. What is important here is that, firstly, such an event is experienced to be beneficial for the community and, secondly, the community does not comprehend the dynamic that takes hold of them. The true nature of the happenings has to be reinterpreted and disguised. This reinterpretation takes place in the mythical texts. There the killed one is never depicted as being innocent. He or she is always guilty of a serious crime that justifies his/her being killed. Sometimes even demonic traits are imputed to the victim. At the same time he/she receives divine characteristics, too, especially since he/she has restored the peace of the community. The victim is simultaneously feared and worshiped, functions as a bearer of evil as well as a blessing.

Going back to our film sample, this would mean that the villagers who kill the widow do not perceive themselves as the lynching mob that the uninvolved audience sees in them. First of all they are too immediately and emotionally part of the happenings. Furthermore they are likely to believe that they are justified in punishing the widow. In their eyes she is definitely guilty, whether because of her pride, because she is "responsible" for the death of Pavlis, or because she got engaged with a foreigner. Almost every human has some kind of flaw, and if that is not sufficient, it is always possible to "invent" such a flaw in order to conceal the deep-seated motives for such a deed.

Even though such mechanisms of scapegoating may create an outlet for communities in extreme situations of crisis, they cannot protect the existence of a society permanently because they do not offer preventive measures against the contagious power of mimetic desire. This is why, beside this last "emergency break", people have invented other mechanisms in order to prevent or at least check the eruption of envy, hatred, and violence. In archaic societies, these mechanisms include strict bans, taboos, but also various forms of social balancing that aim at averting or controlling reciprocal envy and jealousy (cf. common property, majordomo, potlatch, etc.). Other means would be collective rituals in which otherwise prohibited ways of behavior in restricted, playful excesses are practiced (cf. orgies). A very important role is played by the sacrifice. In a way, the archaic sacrifice can be seen as a preventive imitation of scapegoating.
 While in the latter violence occurs spontaneously and—if applied in a limited and selective manner—serves the purpose of restoring a pacified condition, in the sacrifice violence is used as a preventive measure: By means of a strictly ritualized process of acting out, the collective eruption of violence is supposed to be prevented or channeled into controllable forms so that a lasting peace within the community can be ensured.

Pier Paolo Pasolini's Medea
The third film example which will be discussed now offers an impressive illustration of this process. In Pier Paolo Pasolini's Medea (I/F/D, 1969) the first third of the film includes a sequence of approximately twenty minutes which describes in great detail such an archaic human sacrifice. Pasolini incorporates this scene into the Medea story although there is no such model in the ancient myth or in Euripides. Prior to this film, he thoroughly studied the ethnological and theological writings of Mircea Eliade which are an important source for René Girard, too. The mentioned sequence which in itself would be worth a comprehensive analysis offers several points that are especially relevant for this paper:

Firstly, the sacrifice that is depicted is a collective act, like the killing scene in Zorba the Greek. In all phases, many people are involved: in the ritual preparation of the sacrifice which is accompanied by music, dancing, and the singing of the whole community, and equally in the act of killing and the following distribution of the victim's blood and heart.

Secondly, the scene offers an unusual but very revealing secondary plot that leads to a symbolic act of violence. Before the victim gets killed, the priestess Medea (Maria Callas) and her family members are tied to similar crosses like later the actual victim. After that several women and men step out of the collected crowd and intensely abuse and spit at the ruling family. In other words, also and especially the leaders of the community have to somehow suffer violence, though only in the form of a symbolic act. This scene attains its whole meaningfulness only upon considering the fact that particularly people of a paramount, privileged standing within a community can become, due to the mimetic structure of desire, not only the focus of admiration but also preferred objects of envy and hatred. By means of ritualistic abusing, latent or potential feelings of envy and hatred are acted out in a way that does not menace the continued existence of a community.
 For the rest of the year, however, all attacks on the ruling family will be subjected to a strict taboo. Pasolini wonderfully visualizes this message when he shows the ruling family in their cave palace after the ritual has been completed: elevated, in splendid clothes and equipped with all the insignia of power. The outstanding, untouchable status is further intensified by the extreme low angle of the camera.

Thirdly, Medea's plea for blessing assigns the sacrifice a hoped-for effect: The Gods are called on to give their blessing to the community and fertility to the land. For this reason the victim's blood is distributed after the killing in order to be spread all over the plants. Likewise the victim's heart is buried in the ground where it is expected to bring fruitfulness. What appears to us to be magic superstition and cruel idolatry is in fact more deeply seated in life: If people live in conflict with each other it will not only aggravate their social life but also negatively affect their performance at work and the resulting output. Conversely the internal tensions that are preventively reduced in a vicarious sacrifice strengthen social cohesion and release new energies that otherwise would be blocked.

In this scene, Pasolini entirely foregrounds Medea's role as the priestess. Medea is powerful, strong, and guarantees the Colchian community fertility and social harmony. The cult surrounding the Golden Fleece seems to contribute this archaic society a high level of permanence. But this balance is suddenly interrupted when Medea falls in love with Jason and helps him steal the Golden Fleece. Inflamed with love for Jason, she is even willing to sacrifice her own brother's life. She literally smashes him to pieces and throws the pieces of his corpse in the way of their pursuers. Out of reverence, they collect the pieces and are delayed. Thus in Pasolini's film, too, we find a close connection between uncontrolled passions and a propensity to violence. This motive is expressed even more strongly and tragically as the film develops. While at this early point Medea's behavior is still guided by the newly aroused, unrestrained love for Jason, this love is later reversed and turns into jealousy and unlimited hatred. When Jason's interest in Medea slowly begins to subside and the relationship no longer is profitable for his power politics, he turns to another woman, namely Glauke, the king's daughter. From now on Pasolini unfolds a triangular drama of jealousy par excellence which ends in tragedy, as is known: the insidious murder of Jason's new lover and, even more terribly, the murder of her own children. Medea is not prepared to simply accept the humiliation she sustained. Since she is powerless while abroad,
 in her wounded and humiliated pride she makes use of the only weapons left to her to take revenge on Jason.

In my opinion, Pasolini's unusual idea to cast Maria Callas in the leading role of Medea was a rarely occurring fortunate choice, even though many opera lovers took it very much amiss. On the one hand, she is very convincing in Medea's role as a priestess because of her strong physical presence and charisma. On the other, her performance in the second part of the film gives very immediate and credible expression to the bitter consequences of a basic jealousy and unrestricted hatred. Apart from the exceptionally detailed sacrifice scene arranged by Pasolini, the dark, brooding performance of Maria Callas is sufficient in itself to make the film worthwhile. Like in the other two films, the audience can observe the mimetic impact of human passions in a very vivid manner. The immersing of oneself into the dynamic of desire with all its terrible consequences, as depicted in these and many other films, will certainly provoke deeper thoughts about the interrelation of passion and violence. In my view, this opens up a new, widely appealing field of application for mimetic theory that has been very much neglected so far, namely the systematic analysis of films. What such an examination should look like, however, and which means of analysis
 would be appropriate, still awaits further consideration and discussion.

� In this as well as in a number of other Hitchcock films triangular relationships are the essential starting point for deep conflicts including manifest plans for murder, such as in Rebecca, Dial M for Murder, Vertigo, or Notorius. Josef Stefano, the screen writer of Psycho and collaborator in the script for Marnie, offers an instructive comment on this issue in the documentary The Troubles with Marnie: "And I felt that the thrill of the movie was the triangle. In the book Marnie, and in my treatment of it, there were two men in love with Marnie. These men worked in the same firm and were rivals in a work sense as well as in a romantic sense of wanting Marnie. And I think that that may have been what attracted Hitchcock in the first place. He liked that. It's in Notorius. It's in a lot of his movies. You'd see a woman torn between two men, or two men ready to kill each other over a woman, and that's what we got in Marnie."


� Ms. Clabon: "Lil lived with them [Mark and her deceased sister] and old Mr. Rutland down at Wykwyn. I get the feeling little ol' Lil plans to stay on… permanently."


� It is revealing that Marnie all of a sudden is curious to hear about Mark's family background from Ms. Clabon.


� Lil on Mark's motives to select such a valuable gift: "He wanted her to have something that had never belonged to anyone else… I helped him pick out. It cost $42,000… plus tax."


� Hitchcock carries this paradoxical logic to extremes later on when he has Mark rape Marnie on their honeymoon. He had been warned repeatedly about realizing such a scene that would show one of the two protagonists in a very contradictory light, especially for the female audience. But Hitchcock insisted on it and even fired his screenplay writer who refused to collaborate, and this proves that he had an instinct for the dynamics of a phenomenon which Girard has described as askesis of desire. See especially chapter VII "The Hero's Askesis" in: R. Girard, Deceit, Desire, and the Novel. Baltimore 1965, 153-175.


� This is hush money for Mr. Strutt, whom Marnie had relieved of the contents of his safe earlier.


� Compare Lil's own words which she uses to court Mark's favor: "Mark, listen. I'm a good fighter if you need me. I mean, if you are in some kind of trouble. I have absolutely no scruples. I'd lie to the police or anything. … I'm just offering you my services. Guerrilla fighter, perjurer, intelligence agent."


� Mark: "You seem to be growing up, Lil."


� Lil is wearing fiery orange, Marnie bright and brilliant white.  


� At first, Mark claims to have already known Marnie for four years, and then he instructs her to accompany Mr. Strutt to the table in her role as the lady of the house in order to take the wind out of his sails by means of this unexpected move.


� This stubborn insistence on Zorba's part could already be interpreted as being based on a certain mimetic force. Zorba seems to be taken with the beautiful, proud widow, as he calls her, as much as the villagers are, but he knows all too well that he does not have a chance of being successful. Instead he urges his boss to go to her. Why is that, in such an eager and emphatic manner, again and again throughout the film?


� In the book by Nikos Kazantzakis of the same title on which the film is based, this intolerable situation of highly charged emotions is expressed even more clearly. There the two events—the death of the youth and the love scene—are not mingled temporally, like in the film. In Kazantzakis' book the suicide precedes the affair. There the whole mixture of latent hatred and violence surfaces for the first time very clearly when the youth's corpse is removed from the sea: "Curses on you, widow! May God let you pay for it!" is what a woman cries, and then another one: "Can there be found no man in this village to slaughter her on his knees like a mutton? Shame on you cowards!" The situation threatens to explode even at this point, but the Englishman protects the widow and succeeds in holding back the mob, at least only for a short time.


In the film, however, the youth commits suicide only after having heard that the Englishman was admitted by the widow. The funeral procession for the dead boy passes the widow's house on the following morning, the first stones fly through the air, and the consequences to follow can be easily foreseen. Even though this difference may appear to be overly subtle, it is nevertheless important in our context. For in the book it is made more explicit that the situation in the village has turned into an actual crisis independently of the issue whether the widow sleeps with the Englishman or not. It is not only that the men make each other mad—which in the film is expressed very well by means of the ongoing secret prowling around the widow's house during the nights—but the women of the village are much stronger involved in what is happening. Naturally they are not pleased to see that the men desire another woman and so they feel envy and hatred for the widow. In the book a woman calls for the slaughtering of the widow, and also later in the killing scene in front of the church women play a more significant role than in the film. Cf. N. Kazantzakis: Alexis Sorbas. Berlin 1998, 184f. u. 271-275.


� The connection between these two forms of violence becomes particularly explicit when communities reach the brink of their ability to coexist as a consequence of internal or exterior threats. During such times in archaic societies in particular a rapid increase of human sacrifices is observable.


� In this sequence it is striking that Pasolini emphasizes the similarity between the boy who is sacrificed and Medea's brother, who is the future ruler. This alludes to the vicarious aspect of the sacrifice once more. There are numerous historical and literary examples of kings or their sons and daughters being offered as a sacrifice. Cf. Girard's dictum: "The more critical the crisis, the more 'precious' the sacrificed victim must be", Violence and the Sacred, 18).


� In his film, Pasolini clearly stresses the close connection between her magic powers and the priesthood she held back home. With the loss of this social role she is also cut off from her elementary roots and the powers that grow from there.


� Since film as a medium follows its own laws which strongly differ from those in literature and the other arts, a systematic analysis respecting the idiosyncrasy of the medium demands suitable analytical tools. Cf. for example: D. Bordwell, K. Thompson, Film Art: An Introduction. 5th ed. New York, 1997.
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