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This overview deals with the Expressionist German silent film, NosieEahe Symphonie des
Grauens (1922), directed by F. W Murnau. The
Cultural Heritage Studies (see Rosenholm 2016). The aim of thisreatson is to take an idepth

look at certain scenes in the film and to analyse elements regarding the theme of death, or to be
more specific, the fear of death. This theme is approached by delving into the teachings of German
film theorist Siegfried Kreauer, and by analysing the Expressionist Film Movement and its

relation to German Society in the 1920s.

This overview closely examines different depictions of the fear of de&thsferatui Eine

Symphonie des Grauerss) Expressionist German silednhfifrom 1922 that was directed by
Friedrich Wi lhelm AF. W. 0 Murnau. Mur nauds fil
gothic horror novelDracula( 1 897) . The basi s for Vdmpygrinarti cl
varjossa. Pelon elementit elokuvassa Nosferdtine Symphonie des Graudsofficially in

English:In the Shadow of the Vampire. The Elements of Fear in NosfeEihe Symphonie des

Grauen3 i n which the f il mos withkthectoge meadngnetihoddfmmyar wer
own development, which was based on various, diverse theoretical methods (see Rosenholm 2016,
171 29). The objective of my thesis was to determine how certain scenes of the film implied the

broader fears of 1920s Germswciety.

The event Drackataks plackie latd century England during the Victorian era. It

tells the tale of an undead vampire, Count Dracula, who attempts to move from the distant Eastern
European land of Transylvania to England. Dratuda g o a | iI's to find new vi
his thirst for blood. Standing in Draculads w
solicitor Jonathan Harker, his wife Mina Murray (later Harker), Doctor John Seward, the nobleman

Arthur Holmwood,an American cowboy Quincey Morris, and a Dutch professor named Abraham
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van Helsing. The group eventually manages to drive Dracula back to Transylvania and destroy him.
Other important characters involved in the novel are Lucy Westenra, a friend of Minar ac ul a ¢
first victim, and Renfield, a patient at Dr .

connection with Dracula.

Nosferaty the very first unauthorized film adaption of the novel, changed various details from the
novel, most of whichweredoe by the fil més screenwriter Hen
117 13, 45).Nosferatus set in 1830s Biedermetera Germany in the fictional town of Wisborg.

Al t hough the name Transylvaniabds remai nes t he
all, however, been changed: Dracula is known as Orlok (also referred to as Nosferatu in the film),
Jonathan Harker appears as Hutter, Mina Murray as Ellen, Renfield as Knock and van Helsing is
called Dr. Bulwer. Certain major characters from the nasrath as Quincey Morris, do not make

an appearance at all. It is widely believed that the reasons behind the various name changes were
due to copyright issues as the production compRrgna Film had not obtained the rights to the

novel (see Rosenholm 202 3). In addition to the various name changes, the film also alters some
of the novel ds other major el ements. For exam
his death differs from the novel; instead of being killed by the vampire hungeeisskitied by rays

of sunlight.

Nosferatualso deals with numerous fears of which many can be associated with 1920s German
society. This overview takes andepth look at one of the most common elements of fear visible in
Nosferatu6t he f ear of deathd. The fear of death i s
particularly noticeable while examining the scenes that feature the main antagonist, Orlok. Different
reactions to the fear of death are also seen through the readtibasother major characters in the

film. However, before going into the-hepth process of analysing the film, | will review the

history of Germany and the Expressionist Film Movement in the 1920s as it Nissfesatuand

other Expressionist films ireir wider historical and socicultural context. The analysis of

N o s f e scanesustcenducted in the latter part of the article.

The Short History of Expressionist Film in 1920s Germany

The history of Expressionist films is closely related to the hst61920s Germany. To be more
specific, German Expressionist cinema was greatly influenced by the events following the First
World War (19141918). Before the war, Germany had been known as the German Empire from
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1871. However, after accepting its defaaithe hands of the Allied forces in 1918, the German

Empire was then reformed into a federal republic the following year. An unofficial historical
designation for the republic is théeimar Republias the new constitutional law for the German

state wasleclared in the city of Weimar in 1919. Nonetheless, the era of the Weimar Republic was
short lived and came to its conclusion in 1933 when Adolf Hitler was appointed Chancellor and,
together with the Nazi Par ty, gevernmerd. Rogemhae r f r
2016, 12, 29, 32; see Kershaw 2008, 8877.)

The reasons for the short life of the Weimar Republic were closely related to the heavy economic
burden of First World War reparations, which the Republic had to carry throughousteneri

from 1919 to 1933. For example, there were numerous economic crises throughout the years and
violent riots on the streets of major cities became commonplace. One of the main reasons for the
countryobs coll apse was tmary Gdrmamsawaybetterfknowreas s ai | |
6di ktatodo (referring to what Germans saw as th
had | evied on the country). The Treaty decl ar
and, as a consequenbed to pay significant war reparations, surrender its territories and reduce the
size of its military forces. (See Rosenholm 2016, 30; Kershaw 2008338;7see also Kracauer

1987, 4344.)

All these actions had a substantial impact on Germany and istiymegative way. However, for

the film industry, the state of pestar Germany offered several benefits. According to cinema
researchers Pam Cook and Mieke Bernink, O6The
uprising and massive inflation all coiuted to an export boom in the German film industry that
began in 19196. (Cook & Bernink 1999, 67.) 1In
Germany imposed restrictions on foreign films in its domestic markets. As a result, German films
had little to no competition and various production companies therefore had considerable space to
expand. However, many of the films made in TABL9 were considered poor and cheap

exploitation films that had little chance of succeeding in foreign markets. This the eventual
decision of several major industrialists to merge most of the production companies into one new
company Universum Film AQUfa), with the goal of creating high quality films for both domestic

and foreign markets. (Kracauer 1987 36, Cook & Bernink 1999, 67; Cousins 2004,i96.)

Ultimately, Expressionist art films were chosen as the flagship for German cinema abroad.
Expressionism itself was a part of larger art movement that had its roots in thé"lagni@y. The
main idea behinEx pr essi oni st art was the portrayal of
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distorted and chaotic manner. The milieu of expressionist paintings was usually set in-aodream
fantasy worldlike setting, which made it easier for the painters to expregsrtagative emotions.
Generally, Expressionism resisted the realism and objectivity of theetfury. This setting was
also the main source for many Expressionist films, which were further influenced by the chaotic
times of the Weimar Republic: Therfis were usually set in worlds where the environment was
distorted, and buildings, walls, ceilings, furniture and even shadows, were exaggerated and

asymmetrical. The distortion of the environment was also reflected in the main characters who were

usually nentally unstable or in a state of confusion. (See Holte 199302®Rosenholm 2016, 82
35.)

Image 1. ‘The Scream’ (1893) by Norwegian Expressionist artist Edvard Munch. The creature in the
foreground has been compared to an individual suffering from mental disorder, which thus causes the

environment to feel distorted and chaotic.

The Cabinet of Dr. Caligari (Das Cabinet des Dr. Caligd®20), directed by Robert Wiene,, is

one of the most famous of the Expression films of the eraiaversally considered as one of the
founding works of the Expressionist Film Movement. The sets were designed by artists Hermann
Warm, Walter Rohrig, and Walter Reimann, who came up with the idea of painting bizarre looking
buildings and objects, as wels shadow and lightning effects, in the sets. The result was an
expressionist, dreatike twisted world that avoided all the bases of rationality. The film, in short,
tells the story of Dr. Caligari who arrives to a German town called Holstenwall. Agtarrdnal,

mysterious murders start to take place all over the town. Franzis, a young student, whose friend is a
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victim to one of the murders, becomes suspicious of Dr. Caligari and starts his own investigations.
Franzis discovers that Dr. Caligari is iedebehind the murders and has been using a

somnambulist, Cesare, to carry out the murders.

Ot her maj or Expressionist f il msDr.Maboske,thde many
Gambler(Dr. Mabuse, der Spielel,922),Die Nibelunger(1924),Metropolis(1927) andvl (M 1

Eine Stadt sucht einen Mordd931). Many of the Expressionist films commented on the chaotic
age of 1920s German sociefihe Cabinet of Dr. Caligarifor its part, is widely considered as a
critiqgue of authoritarian government. (Holt897, 2931; von Bagh 2004, 87; Cousins 2004 95

101; Rosenholm 2016, B26; see also Kracauer 1987, 382.)

Image 2. The Cabinet of Dr. Caligdlkft), Dr. Mabuse, the Gamblémiddle) and Metropolis(right) are

some of the classic Expressionist films.

The Golden Age of Expressionist film lasted from 1921 to 1924, while the movement persisted
until the early 1930s. The main reasons for its decline were the rising tensions in the German
political environment as well as the return of Hollywlddms, which flooded the German markets

in the late 1920s. However, instead of completely disappearing, the style of the films simply
transferred, mainly to Hollywood films, as German Expressionistrilakers immigrated to United
States when politicakhsions began to increase in Germany. The style of Expressionist films is
particularly noticeable in Universalés 1930s
and 1950s. These films all share the same slow pace, dark and grim atmosphetky, nmstable
characters, and also utilize strong shadow effects, sets and make up. (Cook & Bernink 1999, 68;
Cousins 2004, 989, 195 198; Hakola 2011, 3B2; Rosenholm 2016, 887, 45.)

German film researcher and theorist Siegfried Kracauer states fanmbus boolki-rom Caligari to
Hitler. A Psychological History of the German Fi{d@947), that the events of 1920s Germany are
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especially apparent in Weimara German films (see Kracauer 19871 %) . Kr acauer 0s
is that the films predicted trescension of Hitler and his Nazi Party in Germany (Kracauer 2004,
11). This so called o6reflection theory6, that
much criticized in film studies. Indeed, the main issue that critics have with kKraaad his book,

besides the controversial suggestion that Weinaifilms predicted the ascension of Hitler, is that

he considers the audience as an easily manipulated and passive receiver. His critics maintain that he
doesndt t ake i mdivaluacaodisees ttiecaudience @s one simpe mass (see

Kracauer 2004, 6,i®; see also Kracauer 1999, 3891). Alternatively, contemporary scholars

widely agree that films work in active and complex semitiural interaction with their audience.

(Seefor example, Salmi 1993, 16256; Hakola 2011, 5%5; Ahonen 2013,42 9. ) Kr acaue
book, however, was a major turning point for film studies as it was the very first work that

considered fictional films as reliable source material for studying the-sattural and historical

contexts of society.

While his proposition that Weimaara films predicted the rise of Hitler can be rightly criticized,
Kracauer ds argument regarding the visible eco
cinema, is certaly worth consideration. It can always be argued how explicitly these elements are
involved inNosferaty t hi s al so raises issues regarding |
interpretation. However, when taking into account the other source matéria¢ssociecultural

and historical contexts that are examined, it does help confirm certain aspects of the theory and
lessen the possibility of making digressive interpretations (see, for example, Ahonen 2013, 343
346) . Even t houg hreatedmauwlraconrovérs ansonguilth yesdarahers, the fact
remains that his study has had an impact on many later studies regarding how films could possibly
represent the psychological as well as sacitbural state of a country (see, for example, Bordwell

1985; Hansen 1994; Koch & Gaines 2000; Beckman 2014).

Nosferatuand the Theme of Death

For example, althougNosferatus considered a part of the Expressionist Film Movement, it

contains elements of romantic-gtyle cinema as well. The later filmshfo s f e yFaM. u 6 s
Murnauds have actual |l y {stglecas opdoses toexpressigssgia s mor e
cinema. The influence of the romantic style can be sebosferatd s | andscape shot s
Transyl vani ads b e au tivers,sunrisgsrare sumsetg, and the high Carphthian w i
Mountains reaching towards the sky. But as seen in the film, there is also plenty of expressionist
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landscape scenery that shows ghostly and wdukeured forests, raging rivers, ominous winds and
thevalleys of Transylvania turned into a land of death. (See von Bagh 2004 (1998); 8®usins
2004, 101; Rosenholm 2016,i4tR; Perez 2013,iB.)

Image 3. The above images display the romantic style while the below images are reminiscent of the

expressionist style in Nosferatu. Also, worth noting are the shifts in the tint of colours with romantic style
shots being mostly displayed in red and yellow while expressionist hues usually appear in blue or green

colours.

Murnau, as well as screenter Henrik Galeen, doubtlessly played an important role in many of

N o s f e feaures fuch as its expressionist artistic design and story elements; after all, both
shared a prior history in the Expressionist film movement (see, for example, Murnad9999,

Galeen 1999, 44449). However, the person who had the greatest influenbmsieratuvas
undoubtedly Al bin Grau. Grau produced the fil
and set designs. Grau, together with fellow producer EnricckBiann, founded Prana Film with

the goal of producing occultist films. In the end, Prana Film managed to produce only one film,
which turned out to bBlosferatu The collapse of the studio was due to the lawsuit filed by Bram
Stoker6s wi dow rfimrg eaneepytr if oHtl oiwi ng t he fil més
courts and soon declared bankruptcy in order to avoid paying copyright infringement penalties. The
court ordered all copies of the film to be destroyed. However, some prints of the filnesurvi
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throughout the years amibsferatuand many other Expressionist films became legal again during
the 1950s and 1960s. (Rosenholm 2016, 43487
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Image 4. The illustrations of the Vampire Book (left) and incomprehensible inscriptions in Orlok’s contract

\

(middle, right) were some of the occultist details that Albin Grau implemented in the film.

Grau was personally very interested in occultism and wadadsinated by death cultures as well

as Eastern European vampire folklore. The impact of these contributors is seen in many ways
throughoutNosferatu For exampl e, Orl okdés appearance i s
St oker 6 s n o whkité Orlakrasentblbsea repuardcted body that rises from the grave to
drink the bl ood of t he -likeirontiteeth, long@mdithinlaréins,and al d h
sharp claws are, to some, reminiscent of a cross between a rat and a human skeletonk@ s
resemblance to a rat is no coincidence; in the film, Orlok spreads plague everywhere he goes and is
foll owed by rats. This el ement of death assoc
was carried by rats and killed millions of Europe@amthe midfourteenthcentury. In Eastern

European vampire folklore, it was also believed that vampires carried epidemics. (Rosenholm 2016,
461 47; see also Perez 201399
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Image 5. Albin Grau’s designs for scenes of Nosferatu (lower-left corner) were inspired by the novel ‘The
Golem’ (1914), which was written by Gustav Meyrink and illustrated by Hugo Steiner-Prag (above). Orlok’s

face (lower-right corner) is supposedly based on the novel’s titular character.

The story ofNosferatuwas also inspired by the events that Grau experienced in 1916 Serbia during
the First World War. Grau had heard a story from a peasant in a local tavern aaoytie,

nosferat(il], who woke up at night to drink the blood of the living. He tells this story in great detail
in an article 6Vampiresd, or inthethemk of geatipisiddbsb i s h e
explained in the same article as he interestingly statebltdsi¢ratuwas somewhat inspired by the
millions of casualties from the First World WéBee Grau 2013, 837; see also Rosenholm 2016,

43/ 44.) Grau, by associaftirthe deaths caused by the plagudasferatuwith the deaths caused by

the First World War, proves that the historical events indeed had at least somewhat of an impact on
the theme of death. In the 2013 commentary madidsferaty film historian DavidKalat argues

that the Spanish flu pandemic of 1918, which also claimed millions of lives around the world, also
affected the theme of death as presented in the film (Kalat 2013). One can always argue that films
are affected by their cultural and histoticantext but in the case bdlosferaty | maintain with a

strong degree of reliability, that the film was indeed thus influenced by recent history.
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The cultural heritage dfiosferatuis today very widespread and the impact thasferatuhad on

later vampie andDraculafilms has been broadly acknowledged. The legal proceedings that
followed soon after the release of the film, brought worldwide attentiBmaioulaand eventually
transformed it into a pop culture phenomenon, a status that it retains dagn(ee Rosenholm
2016, 1316.) Nosferatualso changed the conceptions regarding vampires. For example, it was the
very first movie in which a vampire was killed by sunlight. Further, it portrayed the vampire in a
very animalistic and primitive way, whds truer to its folklore origins (see, for example, Hovi
2014, 6670). Two major film tributes for the film have been made so far, the first being Werner
Her zogos r e nmogferatudht Vampygodferatu:rPhantom der Nachit979) and the
secoml bei ng EI i 8hadok of theMamdgm@000¢, @itsch is a fictional account of the
events surroundi n gNosférauTheifilmimas algp playéd akbie inmpapuiad s
culture: the rock metal barBlue Oyster Culteleased a sondosktratuin their 1977 album
Spectreas a tribute to the film; and the popular animated television s€pesgeBob

SquarePantsfeatured the character of Orlok in a small cameo role in a 2000 episode.

Spongebob - Nosferatu.

Video 1. Or | o lsgbsgeBolr Squarfepantshdeehttps:youtu.be/yorZRDujbd0
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Blue Oyster Cult: Nosferatu

Video 2. ONosferatud by Bl ulgthdé.yster Cult from
https://youtu.be/gts2yGraydk

Nosferatu s not only unique among other Expression
to later vampire films because of its focus on the theme of death. The film pays scdioinatibe

other themes such as sexuality, religion or unknown cultures, which are often the focus in many
other vampire (specifically iBracula) films (Rosenholm 2016, 4). Nature and other general
environments play a major role in creating the deathlyspoodky atmosphere, which also creates

an interesting mixture of romantic and expressionist styles. The reasdhs ferf e unatieu 6 s
death theme can also be traced back to the fi

Additionally, Nosferatutself is not @ political as many other Expressionist films were. The

political is diminished in the film by having the film take place in a distant,-femastical and

hi storical past. The film makes no attempt to
occul ti st | orNesfemmigultimately abdugNosieratmiorks as an allegory for

victims of war and epidemics, which was influenced by the recent chaotic events in Germany,
occultist beliefs and vampire folklore. In this seridesferatus indeed closely related to death, and

especially the fear of death.
The Transformation of the Fear of Death

The fear of death is one of the most basic fears of humankind. Death as a theme, for example, is one

of the most common topics in philosophy. Deadls been a topic of discussion among ancient
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Greek philosophers such as Epicurus, Plato and Aristotle (see, for example, Warren 2004), and has,
as a theme, remained popular, particularly among ldtend early 26 century German

philosophers such as Edrich Nietzsche and Martin Heidegger (see, for example, Heidegger 1992,
279 311; Nietzsche 2001, 287).

Academic studies have, especially during thé &intury, been more interested in death studies. In

her bookFear. A Cultural History(2005), Joanna Bourke examines cultures of fear. Bourke

analyses the cultural meanings of fear, including the fear of death, in British and American cultures
from the late 19 to the mid20" centuries. For example, in the laté"X®ntury, people were afraid

of being buried alive or of Godo6és judgment an
fears of death were replaced intheear@e nt ury with the fear of 6n
a sudden and a violent dealue to the events of the First World War. (Bourke 2008, 8ee also

Kershaw 361377) During the 2% century, death has become distant from the everyday

experiences of people. The fears about death, however, remain but in different forms. According to
Bourke, O6People are more worried about the ex
has been removed than about the sudden deat h.
the media and popular culture are also more common, whiecgsbdieath closer to us than ever

before, but at the same time it makes it seem like something that only exists in fiction or far away
from us (see Hakola & Kivistd 2014).

Even though Bourkeds study focusesvadmmgamingi t i sh
Germany experiences in the early"2@ntury. Frank Furedi, another researcher of fear, has said,
OHow we react in general and how we fear in p
variations. 6 (Fur edi rwa®adunjng pointin thé tukure Bfideath and Wo r |
this was especially felt in Germany during the époque of the Weimar Republic. The fear of
6nothingnessé after deat h wa sNosfdrasythe yctiness®fe nt i n
Or | ok diatov@arnpirds but mevertheless die in a horrific manner, while religion is absent or
scarcely mentioned in the film. The theme of death has always been closely related to horror films
(see Hakola 2011, 10) and whiabsuchjdidaatofficiatiyp or t an
exist until the 19309\ osferatucould still be considered as the first horror film that deals with the
theme of death.

Il n the next secti on, I wi || show t hMosferagjuh t he

portrayst he f ear of death. | will analyse each sce
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Thescenesare: (Hjut t er 6s Journey t o(2)Onok aboaditee DameterTr an s

and(3.)0r | okds Demi se at the Hands of EI Il en

First Sc e darney ko the Leand ofdransylvania—
The Arrival of the Fear of Death

Time: 00:22:2200:26:16(refers to the time of the scene in 2013-Biy copy)

I n this scene, the fear of death i1 s expressed
Wangenheimjourney in the land of Transylvania. It begins with Hutter entering Transylvania and
finally meeting Count Orlok (Max Schreck) outside his castle. Hutter embodies an individual who

has never been in contact with death and is about to experience iterytest time in his life.

The fear of death takes a hold of Hutter, as well as the audience, during his journey to meet Orlok. |

refer to this first stage dke arrival of the fear of death.

The scene has been preceded by events that showcasedHtisborg, where he enjoyed a
cursory, happy and joyful l'ife with his wife,
altered when his employer Knock (Alexander Granach) sends him to Transylvania to meet a new
client, Count Orlok. Without showingny kind of hesitation, Hutter accepts his newly given task

and soon embarks on his journey. Hutterds |jou
as he travels deeper into the land of Transylvania, the atmosphere of the film evolves into

sometlng more dark and grim. Hutter, as he journeys, also takes the audience into the same world

as him.

What is also seen in the preceding scenes is that Hutter has actually received warnings about Count
Orlok from the local peasants. At a local inn he evad @evampire book that warns of Nosferatu.
Hutter, however, ignores the bookébés warnings

cross the Carpathian Mountains the next day.
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Image 6. Hutter in the middle of reading the Vampire Book (left). The book (right) explains Nosferatu’s

origins.

On the next morning, Hutter gets a ride from a local coach to a mountain pass, however, the
coachman refuses to take him any further. Hutter then takes his bags and continues his journey on
foot. The transition from the normal world to the unknown world happens in the next moment when
Hutter crosses the bridge (image 7), which 1is

saying:

No sooner had Hutter stepped across the bridge, thaetigevisions he had often told me about

seized hold of him.

Image 7. Hutter crossing the bridge and taking a step into an unknown land. The boundaries between

familiar and unknown worlds are not clearly visible.
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Hutterds journey now takes an entirely differ
Keller who has said that scariest thing is that everything looks exactly the same on the other side of
the bridge (see Keller 2013, #440). We cannot differgiate between the familiar and the other

unknown world. Even Hutter seems to be oblivious to this reality; he is seen looking back at the
camera and seems to be quite cheerful. The music played during the shot is also very joyful, not to

mention that théridge scene takes place during daytime. The atmosphere of the bridge scene

basically plays with audiencesd minds by conyv
ot her side. However, the intertitdbabssizeavwld ds 0
of him.&é indicate something completely opposi

After crossing the bridge, Hutter travels for a while and arrives on the side of a road. Soon, a
carriage arrives ridden by a mysterimemchman covered in black clothing. The coachman is
actually Orlok in disguise who advises Hutter to climb aboard. During the ride, the carriage goes

through a ghastly white forest, which emphasizes the unknown world to which Hutter has entered.

Image 8. Orlok, disguised as a coachman, rides into the fog and takes Hutter though a spooky white forest.

The landscape’s style has turned from normal and romantic, into abnormal and expressionist.

The coachman leaves Hutter in front of the castle gates and exits the site. Hutter takes a look at the
huge gates and steps inside the courtyard of the castle. There he is greeted by Count Orlok, who
welcanes him and says: OiYwaiting to@aloang Ndwet s hearty enidnighti t i n g
The servants are sleeping!d Orlok signals for

both enter the dark tunnel and disappear into the darkness(Bhag
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Image 9. Hutter standing in front of the gates of Orlok’s castle. Hutter is unsure of where he is about to

enter (left). Later with Orlok, he walks into a dark tunnel (right).

So how do the elements of the fear of death stand dléiscene? As stated earlier, this is the first

time Hutter comes into contact with an unknown world with which he is unfamiliar. The romantic

| andscape turns expressionist and the only 6I
Orlok wholooks entirely different from the other people Hutter has earlier met in Transylvania.

This is because, after crossing the bridge, Hutter has entered the land of the dead with Orlok being
its only resident. Orlok represents death and what it causesrtdiadual. Orlok is neither dead

nor living and is actually balanced between the two worlds (image 10).

The transition from the land of the living to the land of the dead is visually portrayed in various

ways. Some of the most notable visual detailstaentimerous doors and gateways shaped like an
arch. The arches resemble coffins and when Orlok is seen standing next to or passing through them,
they represent the boundaries between life and death, which are very vague in the film. (Perez 2013,
13)
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Image 10. Orlok standing between two gateways formed in the shape of arches in the castle’s courtyard.

The shot reminds the audience that Orlok is a being who doesn’t belong with the living or the dead.

Hutt er doye skmbotw exoanxc ttlo react to the déddeathly f
uncertain expressions and gestures (image 11). Hutter represents an individual who has never been
in contact with death. He simply follows the embodiment of death, Orlok,hattutinel, believing

that there is nothing to be worried about. However, the fear of death has now arrived and seized
Hutter for the first time.
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Image 11. Hutter’s facial expressions and reactions during his journey indicate that he’s uncertain how to

react to new and unfamiliar experiences.

I n the scenes after Hutt er 0 4othegripthat the/fear dideah ar r
holds, is emphasized even more as Hutter stay
the truth about his host (see Rosenholm 20167/@p6 That being said, | will not go through these
scenes, rather, thext scene | analyse concerns the transition to the fear of death as seen through

Orlok and the sailors aboard the ved3eineter.

Second Scene: Orlok aboard the DemetérThe Transition to
the Fear of Death
Time: 00:58:13 01:02:08

In this scene, Orlok &vels across the sea to reach Wisborg. The scene can be interpreted as the
transition to the fear of death from the barren and primitive land of Transylvania to the sophisticated

and modern town of Wisborg. | refer to this as the second:dtagtansiton to the fear of death.
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The fear of death begins to take shape aboarDeéheeterbefore it reaches Wisborg. The scene

also introduces the association of Orlok with the rats that aid him in spreading the plague.

The scene starts by showing a sailor rgstmthe cargo hold ddemetemwhere the coffins of Orlok
are also laid out. Suddenly, the spirit of Orlok rises from one of the coffins, which terrifies the sailor
who soon dies off screen. An intertitle follows, explaining that:

It spread through the ghlike an epidemic. The first stricken sailor pulled the entire crew after him
into the dark grave of the waves. I n the [|igh
farewell to the last of their comrades.

Only the Captain (Max Nemetz) and thiest Mate (Wolfgang Heinz) remain. After throwing the
body of their | ast comrade in the sea, the Fi

going below! ! I f 1 d6m not back up in ten minu

Image 12. The First Mate prepares to go into the cargo hold to find the cause of the crew deaths. The

Captain decides to turn around and walk back to his post.

The First Mate then enters the cargo hold and, axe in hand, starts to bré#keapaifins. To his

shock and terror, he discovers Orlok and the rats from the coffins. Orlok rises from one of the
coffins and reaches out his arm to the First Mate. The terrified First Mate flees back to the deck and
jumps into water. Orlok then risé®m the cargo hold and slowly advances upon the last remaining

crew member, the Captain.
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Image 13. The fear of death takes hold of the First Mate when he discovers Orlok in the cargo hold.

The First Mateds r e atddanobdeathmaypcausesae individualt Unablefma n i
face the fact that he is about to die, he flees and jumps into water, sharing the same fate as the rest
of theD e me tceew l@efore him. The Captain can only watch hopelessly as the First Mate
disappearto the raging waves of the sea. The Captain, however, does not panic and shows great
determination. Not planning to abandon the ship, he ties himself to the helm and watches in horror
as Orlok approaches. The scene ends, showing the empty sailingekesed by the intertitle:

6The ship of death had acquired its new capta

Image 14. The ship of death sailing across the sea with Orlok and the rats as its only passengers.

Orl okdés sl ow advance chalsoapgroaghesrmmlandylandlinevikably (dee at h ,
Perez 2013, 9). The Captain knows that death is unavoidable and with the little time he has left, he

decides to prepare for it as best he can. Although his actions do not save his life, in return, he
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receivesa i f ferent death than the First Mat e: The
dignity and determination. Although the Capta
resisting death.

The First Mate and Captain display, asseenesarli, di f ferent kinds of f ec
represents impending death, the filmds other
the broad strokes of expressionism, represent different responses to death, different ways in which
the self may approach | ife as death approache
no different; they try to fight against the fear of death only to lose their lives in the end. While the

First Mate reacts i nishoresteadfastant preparédiapt ai nds r e

The fear of death no longer remains confined to the land of Transylvania and it undergoes a
transformation. When Orlok boards themetemwith his coffins, he eventually turns it into a ship

of death. The transformation hags both physically and spiritually in which Orlok and his rats are

the physical manifestation of death. The winds that blow the sdilemkterand the spiritual

appearance of Orlok all represent the otherworldliness of death. This same kind of tratisfiorm

also happens in the city of Wisborg, with the eventearheterforeshadowing this. After reaching
Wisborg, the fear of death has completed its transition from the shadows and soon becomes part of

the normal and familiar world instead of only remagin the unfamiliar and unknown world.

Image 15. Orlok walking slowly towards the Captain of Demeter (left). The point of view from the hatch of
the cargo hold resembles an open grave where the dead watch the living (Perez 2013, 9). The Captain can

only watch in horror as Orlok approaches to take his life (right).

Another important detail surrounding the events taking plad@emneters the showcasing of
Orl okdés invincibility; as the embodwhentheFRirstof d

Mate tries to battle Orlok with an axe and when the Captain shows great resilience by tying himself
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to the helm. Both efforts are ultimately in vain as Orlok manages to end both their lives. Later in the
film, Orl okos ereaemphasizedibypderhondtratingithe indffectivénbss of religion
(crosses have no effect) and sci entla 2§).Both Bul
of these doctrines are useless as Orlok is death himself and can never be defeated. Hewever, t

fear of death that Orlok also represents is possible to strike down as seen in the next analysed scene

in which Ellen is the main character.

Image 16. Orlok represents death and the fear of death, both spiritually and physically. Orlok’s spiritual
form diffuses his presence everywhere (left). His physical form on the other hand reminds the viewer that

the death is closer to us than we may expect (right).

Third Scene:;: Orl ok’ s ddemi se at

Conquering the Fear of Death.
Time: 1:26:26/ 1:34:15

The filmdéds final scene shows the destruction
not come without Ell ends ulti mate sacsrthird i c e,

and final stageconquering the fear of death.

I n the preceding scenes, ODbemetdwere shanmOriokv al t o W
immediately headed out to the streets of the town while carrying one of his coffins and later

dissolves intohin air in front of the house he had purchased earlier from Hutter. Orlok is next seen

in the final scene when he confronts EIIl en. @]

plague, which now breaks out in Wisborg. This completes the trametion of death; from the
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remote land of Transylvania, death now becomes part of ordinary life among the residents of
Wisborg (see Rosenholm 2016, 79; Perez 2013, 18).

Image 17. Upon his arrival, Orlok, walks through the empty streets of Wisborg with one of his coffins. The

shape of the arch is once again present in the buildings he passes by.

Moving on to the final scene, which begins wi
El | ends b e Herisaasting tagktieer wath Hutter. Orlok, using his vampire powers, forces
Ellen to open the window and invite him into the building (this is actually a reference to

conventional vampire folklore in which a vampire has to be invited inside before ihiEarttee

building). Meanwhile, Ellen wakes up the sleeping Hutter and sends him to fetch Dr. Bulwer (John
Gottowt).
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Image 18. Orlok uses his powers to force Ellen to open the window and invite him into her home.

Hutter leaves the house in order to fetch Dr Bulwer. Meanwhile, Orlok walks through the staircase
towards Ellen. Hutter manages to find Bulwer and together they head back to Ellen. However, by
this point, Orl ok has al r etatddyto drink hectthoeddWhatl | e n 6 s
Orl ok doesnodot notice, while drinking the bl oo
in the towndés prison, the captured Knock sens
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Image 19. While Hutter fetches Dr. Bulwer (left), Knock senses that his master is in danger (right). The final
scene portrays the futility of the male characters in the film; Hutter and Bulwer are unable to provide any

kind of help for Ellen, while Knock can do nothing to save his master.

As Orl ok realizes that he has stayed too | ong
walks towards the window. Orlok reaches his arm towards the sun as if trying to grasp the sun

itself. Soon, the rays of light destroy Orlok, leaving amlyail of black smoke behind. Knock, also
reali zing the gravity of the situation, cries
bed and realizing that Orl ok has been destroy
Hutter, who ha just arrived with Dr. Bulwer, catches Ellen in his arms and witnesses her death.
With EIl ends sacrifice, the citizens of Wisbo
plague he brought. Dr. Bulwer looks at the lovers with sadness and alldws ldur t o mo ur n
death in peace. Finally, Bulwer looks towards the camera and an intertitle follows with Storyteller

saying:

Witness the miracle on the heels of the truth: at that very hour, the Great Death came to an end, and
as if confronted by theictorious radiance of the living sun, the shadow of the Deathbird was

dispersed.

At the end of the final scene of the fil m, t h
due to his death.

The final scene of the film is quite compelling; Mam b ecause of EIl Il ends sa
interpretations it has caused among audiences
note that typically, credit for the destruct.i

could be seen as a reference to the power of the nature as Orlok emerged from the depths of nature,
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it is also the same nature that destroys him. This essentially refers to the natural circle of life and
death.

However, Ell ends r oled;ths padshé plaged in debt@ying thedvampees t i m
was al so essential and proves that itdos possi
Orlok embodied the destructiveness of nature in the form of the plague or if the image of the plague
represents Orlok? Kracauer states that if we go with the former, then Ellen is a passive victim

whose sacrifice was for nothing as Orlok would eventually have been destroyed by natural forces.
Kracauer instead argues for the latter interpretation, claimindgttem is a victim of a tyrant and

has to endure the hardships in the name Christian love. (Kracauer 1987, 75.)

However, film researcher Gilberto Perez doesn
however, is a political figure; the reign of deathttNosferatu represents is not a political order

because it cannot be changed, it can only be faced; the death that comes to all the living falls outside
the political because it is something inevita
Orlok certainly is not as political character as is the character of Dr. Caligari, for example.

However, the fact remains that it is Ellen who stalls the vampire long enough so that the rays of
sunlight destroy him. Wi sumeduhaat Offok mnighhhdve managed o n s

to slip away.

F.W. Murnau was also known as a director who favoured strong female characters in his films. This
could partially explain why Ellen is responsible for destroying Orlok, and why the role played by

the male éads Hutter and Bulwer is greatly diminished in the final scene. Murnau interpreted Ellen

as the main heroine of the tale who must destroy Orlok. (Kalat 2013.) Kracauer, for his part,
actually credits EIll ends r ol e947),0/3 M.gBurwhdteveGal e e
the reason, the fact remains that EIIl ends rol
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Image 20. The death of Orlok.

El'l enbs actions also prove that ortheomidgoElenndt h
shows the O6real 6 way of resisting death, whic
death, she realizes that ités inevitable, som

gives her a peaceful death, somethimaf the First Mate and the Captain also tried to accomplish
but failed to achieve in the end. EIlIl ends act

impossible, it is possible to be delayed and that conquering the fear of death is entirely possible.

Image 21. Orlok’s iconic shadow is seen in the staircase as he advances towards Ellen.

In summary, we could provide three reasons that explain why @rtbéstroyed. First, the rays of
sunlight; they represent the natural causes as death is a natural event and simply a part of the circle
of |I'ife. Second, EIll ends intervening actions;
the morning sumi time. The third reason, a fact of pure coincidence and unpredictability could be

taken into consideration; Orl ok simply doesnd
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survived if he had not been overconfident in his abilities. These thremsea® also something
that can be associated with the fear of death: it is a natural event, one can fight against it or it is also

a matter of coincidence.

But Orl okds destruction doesndt mean t hre end
Wi sborg symbolizes death becoming part of =eve
returned back to nature, from where it will eventually rise again. So, what does this all mean in the
end? One could say that Orlok, in a questionable madites, favour to the townspeople of

Wisborg as he made them aware of the fear of death. By realizing that death will now always be a
part of their lives, they will be more respectful and show more appreciation towards life itself. Each
per s on 0 squelas dvary living betng anly lives once. One could say that this is what Ellen

also wanted to achieve with her final sacrifice; that life is precious.

Image 22. Hutter and Bulwer arrive too late to save Ellen, who soon dies in the arms of Hutter (left). Bulwer

then takes one final look towards the audience (right).

O0After the death diffused everywhere in the s
the vampire when he reappears at the filmbés c
human being must faeéea3in@bv)diehl epds 6EReretic
about their own death and how to face it. EII

conquering the fear of deatb entirely possible. Ellen is not ignorant of death in the manner in
which Hutter is, nor is she as terrified as the First Mate or as bravely acquiescent as the Captain of
DemeterShe doesndét resist inevitable death but r

death without experiencing physical or mental pain.
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Condusion: The Meaning of Fear of Death inNosferatu

Nosferatucan certainly be described a timeless classic that still holds the audience in its grasp. In
fact, the different meanings of death and its feafdasferatuprovidea very accurate portrayal of

its socieculturathistorical context. The First World War caused millions of deaths and also

changed the meaning of death itself. No longer was death viewed as something peaceful, as
something that should be ignored or as something that should be considereca n é abnor mal
|l ifed, but instead, death could be seen as so
suddenly in a violent manner and/or to anyone everywhere: Death therefore became a natural

occurrence in life.

But one could also maiain thatNosferatus not strictly tied only to its own time and place; it

could also be seen as a reflection of contemporary cultures of fear in some ways. But just as in the
film, the fear of death has been transformed. The meaning of the fear ofatkatlis more about

survival and prolonging life as long as possible. In the 1920s, after the first modern global war,
people living in the western world became afr
death has been replaced by thefedrefi ng f orced to stay alive aga
2005, 4950.) This, in turn, is related to contemporary questions regarding themes such as

euthanasia.

The state of Weimaera Germany is visible iNosferaty al t hough it s not de
same way as in other Expressionist films suchtresCabinet of Dr. Caligayiwhich commented on

the state of society in 1920s Germany by placing their settings in a more identifiable environment
Nosferatus different. It is set in a distant past, idr@am and fantasyike world (Transylvania)

mixed with elements of the normal world (Wisborg). The various sadiiral problems of

Germany in the 1920s have all taken different forni§osferatu For example, the death caused by

the plague among thewnspeople of Wisborg reminds viewers about the victims of First World

War and the devastated Transylvanian landscape resembles the destruction caused during the First
Wor |l d War, whil e t h éeHutter Elled the Firs VMateandshe@dna r act er
display different aspects of death and the reactions it causes in different individuals.

Regarding the main theme Wbsferatuthe fear of death, the film could be said to expresses three

different kinds of stages of the fear of death:
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15t stageThe Arrival of the Fear of DeatfThis stage was seen in the first analysed scene when

Hutter enters the land of Transylvania and comes into contact with Orlok. At this stage, the fear of
death is described as something new, unknown and terrifying, whice doesné6t know |
to. The fear of deathés arrival i's unexpected
and not wuniversal, reaction. It takes a firm
of death arriveshie victim sees things in a different light, no longer being able to return to their

past life.

2"d stage The Transition to the Fear of Deaffihe second analysed scene in which Orlok is sailing

in Demeteracross the sea with his coffins and rats showsthieefear of death is something you can
resist and fight against, although it may still remain unbeatable. The First Mate and the Captain both
show different kinds of reactions to the fear of death, proving the point, as with Hutter before them,
that thefear of death is not universal. The fear of death goes through a transition; from the world of
the unfamiliar it moves into a world of normality. It transforms into different shapes, which in turn
cause diverse reactions in individuals. The fear of déathHutter and the sailors experienced is

different than what Ellen or Knock experience due to these reasons.

3 stage:Conquering the Fear of Deatm the third and final analysed scene, Orlok and the fear of
death that he represents, meet theirdemise EI | endéds hand. The scene ¢
the fear of death and deciding on the fashion
accepts her fear of death, she is granted a peaceful death with a positive outcome: Orlok, the
embodinent of evil and death, is ultimately destroyed and the citizens of Wisborg can then live in
peace. In the final stage, the individual conquers the fear of death. Depending on the reaction, the
individual gains either a peaceful or a restless death. Thefeaf deat hdés final at
cannot be conquered, but its power can be red
is the best compared to, for example, how Hutter, the First Mate and the Captain dealt with Orlok.
The final conalision also raises the question of whether interfering with natural causes, such as
death, is necessary; if death emerges from the depths of nature, then it should be assumed that it will

eventually return back to where it came from.

In Nosferaty the fear of death is described in diverse ways, which can lead to several possible
interpretations. | have simply displayed one way of analysing the scenes, which is through the
standpoint of close reading while taking into consideration the historndad@ciecultural context

of 1920s Germany. | also argue that the aforementioned three stages of the fear of death still remain
to this day but in different forms. Most likely, the majority of people are no longer afraid of being
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buried alive or of a viole t deat h. l nst ead, sur vi val and bei

associated with the fear of death.
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Notes

[1] The termnosferatus interestingn and of itself as its etymology is ambiguous and difficult to
deter mi ne. ltds been associated with Romani a
This is most likely because of a mistake in English translation as the term was popularized by

Stoker inDracula. Stoker discovered the word from Emil
(1885), which was one of his source materials for the novel. In her book, Gerald mentions that
Romanian peasants believe in a vampire, also knowosderatu (See Hovi 2014, 645.)
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