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Correcting the problem: genre trouble and
manipulation in The Shining (Stanley
Kubrick’s film, 1980; Mick Garris’s miniseries,
1997)
Anne-Marie Paquet-Deyris

PLAN

The troubles
Lost
The Second Coming

TEXTE

In Stanley  Kubrick’s The Shining, the celeb rated intro ductory aerial
shots of the little Torrance Volk swagen winding up the road to the
remote Over look Hotel fore shadow Jack’s tortuous and torturous
journey through the hotel’s and America’s history. As many critics
have repeatedly pointed out, the mean dering trajectory of the whole
family driving up to the Wild West Rockies also inscribes on screen
the char ac ters’ twisted mind scapes – and first and fore most Jack’s
growing mental disorder (Jack Nich olson). The opening extreme wide
and high angle shots are already indic ative of some higher force,
some all- seeing, ubiquitous pred atory eye seem ingly monit oring Jack
and his family from above.
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Fig. 1. The tiny Torrance Bug winding its way up the Rockies in Kubrick’s film

The scene has since become a main stay of Amer ican cine ma to graphy
and popular culture forever announ cing some seminal moments in
the prot ag on ists’ lives. In the finale episode “Everyone is Waiting” of
Alan Ball’s 2005 TV  series Six Feet  Under, the camera’s tilt- up from
Claire’s car leaving Los Angeles for New York and a new life as a
photo grapher to a white sky/frame resembles a fade- in and inscribes
abso lute finality in a simple, irre vers ible way. Although much less
ominous, the heroine’s itin erary chron icles the sum of human crises
and deaths of the family members the serial format lends itself to so
well. Just like in the ending of Kubrick’s Shining where Jack is framed
in the 4  of July photo, Ball’s celeb rated show simil arly ends with a
set of photos hanging on the wall and show casing the present
moment which is already gone but somehow, forever dormant. In a
clear meta filmic allu sion to the photographer- director’s work, the
showrunner’s cycles of aerial shots and photo graphs seize the atten‐ 
tion of the viewers. The latter can thus launch into their own
constructive editing which, in turn, under scores the notion of eternal
recur rence and temporal trap.

2

th

In Kubrick’s cult movie, the early traces of disturb ance emanate from
the first sequence as unset tling images of unknown events well up
unin vited and inscribe them selves into the frame. In both the filmic
and serial formats, Kubrick’s 1980 film and Garris’s 1997 three- part
miniseries, the dividing line between real istic family drama and
horror genre dissolves and is somehow uneasily blurred from the
outset. The inscrip tion of trouble and abnor mality however diverges
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widely in the two versions. Much more straight for ward, showrunner
Mick Garris’s repres ent a tional strategy resol utely fore grounds the
conven tions of horror. For Garris, working on the miniseries meant
acknow ledging Stephen King’s dissat is fac tion with Stanley Kubrick’s
adapt a tion of the source novel and hence correcting yet another type
of “problem” – Kubrick’s now legendary circum venting of King’s
primary interest in the conven tions of super nat ural horror. The first
correc tions were then applied by King himself as he wrote what he
thought to be the “correct” tele vi sion script.

The echo of some past murder imme di ately show cased in the first
scene of the 1997 miniseries delib er ately steers the rest of the
storyline in the horror category direc tion. Still, the generic ID cards
of the two opuses can be confusing as their codes are often diverted
from their original func tions and remain  unstable. Poised between
horror and comedy, they both defy categor iz a tion. To what extent do
they truly fit the horror genre as the storyline high lights alcohol
addic tion, destructive madness and various forms of personal and
histor ical “haunting”? And when much of the perform ance of
Kubrick’s Jack relies on humor and comedy and when Garris’ series
oscil lates between a chron icle of resident evil and an explor a tion of
human beings’ “dark sides”?

4

In this study, I will examine how the two works’ very diverse
strategies fore ground the psycho lo gical but also histor ical and
formal crises at the heart of the narrative and the types of odd forms
of generic hybridity and trans form ative levels of manip u la tion they
display – including manip u la tion of the viewers. The palimpsestic
work of adapt a tion links up with the notion of correc tions, the
screen writers’ as the intra die getic care takers’, in as much as it
induces various forms of trouble. The uneasy rela tion of the two
screen plays to the original text and to each other allows for haunting
vari ations and echoes turning the works into the very source of
creating trouble.

5

The troubles
The term refers to the super nat ural and paranormal abil ities  and
afflic tions that often run in the blood lines of the char ac ters in the
TV series Haven (2010-15) created by Sam Ernst and Jim Dunn on Syfy
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Fig. 2. First signs of dysfunc tion in the opening of Kubrick’s film: blurred images

and super im posed subjective and objective worlds

and Show case and which was freely adapted from Stephen
King’s novel The Colorado Kid (2005).

In Kubrick’s version, the super im pos i tion of the wild surround ings
onto the family members’ faces and bodies is the first sign of
dysfunc tion. As they progress upward, the dissolves operate some
sort of visual graft signi fying the danger of displace ment and poten‐ 
tial disin teg ra tion of the char ac ters’ selves as they get closer to the
haunted space of the Over look hotel. The dissolve tech nique and the
wide shots of the wild land scape force fully under line the disturbing
status of space and its intricate rela tion to people’s lives – and deaths.
Thus, the very notion of “trouble” is first visu ally inscribed on screen
before the unfolding of the narrative.

7

Func tioning like a full- fledged char acter, space becomes all the more
para sitic and preg nant as the Rockies’ high- key chro matic range is
decept ively welcoming. The shot actu ally looks like a ghost photo‐ 
graph and mater i al izes early on in the frame the toxic and oppressive
grip the envir on ment starts gaining on the prot ag on ists from the
onset. Even though its encroaching pres ence is first visu ally under‐ 
lined before it can be directly narrat ively addressed, the story Jack
tells about the Donner party already func tions as one of the spec tral
traces the repres ent a tional strategy relies on. The fact that the
party’s members had to resort to canni balism in order to survive
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while crossing the Sierra Nevada in 1846-47 fore shadows Ullman’s
story about the care taker Charles Grady. In a bout of “cabin fever” in
winter time, the latter butchered his entire family. The way in which
the odd parallel is drawn ushers in the first instance of unnat ural
connec tion between the surround ings and the hotel’s living memory.
From the start, the viewer is clearly made aware of the eerie conti‐ 
guity between spaces and layers of time allowing major traumas to
resur face cyclic ally. The ghostly super im pos i tion of shots also high‐ 
lights the char ac ters’ own dysfunc tional rela tion to a type of space
providing in a some what devious way what Eudora Welty calls a
funda mental sense of place. It shows space being irre triev ably
connected to Time, or rather the hold of a pecu liar but still impre cise
time dimen sion over space and even tu ally a specific kind of place. In
her 1997 essay Place and time: The southern writer’s inheritance, Welty
discusses Time’s hold in these terms: “[…] farther back than history,
there is the Place. Place is seen with Time walking on it—dramat ic ally,
portent ously, mourn ingly, in ravish ment, in remem brance
[…]” (Welty).

Instead of feeling rooted in the new western territory they are given
to discover and finding an empowering sense of belonging, the prot‐ 
ag on ists start ques tioning its impact: Jack by eagerly embra cing the
dark side of its history and focusing on the hotel’s grisly scrap book
and Wendy (Shelley Duvall) and Danny (Danny Boyd) by instinct ively
refusing to become integral part of it.

9

The refer ence to the ill- fated Donner party is the first in a list of
histor ical events which all link the hotel premises to tragedy, from the
desec rated Indian burial ground it has been force fully built on, to the
various deaths of famous and unknown people that took place in it
over the decades. The aerial shots of the car’s second ascent redouble
the first when Jack left for his inter view. This time, the entire
Torrance family is on board. They fore shadow the way in which time
suddenly expands in the Over look realm and narrative levels even tu‐ 
ally start inter fering with each other. The past contam in ates the
present to such an extent that past stories keep rein carn ating them‐ 
selves: already as we saw an iter a tion of the Donner party story, the
Charles Grady story Ullman reluct antly tells prefig ures  Jack’s own
redoub ling efforts to fit in the original narrative pattern.
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Fig. 3-5. Kubrick toying with the horror genre’s conven tions and mocking the

viewer as “a horror film addict”: Danny’s first horrific visions of the Overlook

Fig. 4
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Fig. 5

 

Jack’s candid reply that there is no chance such a trau matic past
could affect him or his family and his mocking remark about his wife
being “a horror film addict” iron ic ally contrasts with his son’s first
trau matic exper i ence of the Over look’s evil. Irony here is applied as a
corrective factor which mitig ates the troub ling impact of the horrific
images. This moment of generic uncer tainty in between family
drama, comedy and horror mater i al izes a locus of conflict between
competing generic iden tities which, as Rick Altman says  in
Film/Genre, activ ates “both cultural and generic stand ards” (Altman
152). Thanks to parallel editing, the scenes with Danny in the Denver
bath room rein sert the codes and conven tions of horror into the
narrative. Danny’s hallu cino genic flashes of a blood- soaked elev ator
and of the two enig matic sisters in blue are meant to be perceived as
simul tan eous and illus trates the way the director is also manip u‐ 
lating, and mocking, the spec tators who are eager viewers/detect ives
loving to be manip u lated and to embark on hermen eut ical quests.
Their intru sion into the frame also demon strates how Kubrick makes
the notion of crisis avail able to the viewer. The conti guity of the
visual and narrative- within-the-narrative dimen sions magni fies the
incre mental logic of each partic ular genre, horror and the super nat‐ 
ural as well as drama.

11

If Kubrick seems to be mainly inter ested in the banality of human evil,
Garris and his teleplay writer King choose to focus from the outset

12
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on a kind of dormant evil turning viral when reignited by Jack’s
personal demons. The film’s opening is intensely visual and the
haunt ingly ponderous notes of Wendy Carlos and Rachel Elkind’s
score “Dies Irae” and the subsequent elec tronic and orches tral piece
“Rocky Moun tains” prove to be chilling companion pieces to the
sublime land scape. The series’ first sequence however consists in
another kind of haunto lo gical sonic land scape testi fying to the
absent- present traces of ghosts that Jacques Derrida discusses in
his  1993 Spectres of  Marx. The opening features no image track at
first and the impact on the viewers is instant an eous. The disjunc tion
of time and space is made mani fest by a score seem ingly discon‐ 
nected from Jack’s visit of the hotel base ment. It instantly immerses
the spec tators in a murder scene they know nothing about. The dark
screen denies them the possib ility of being rooted in any kind of real‐ 
istic space but still, provides a fertile envir on ment for the frag ments
of some malig nant past that survived to resur face. As Stephen King
under lines in his book on the anatomy of horror, Danse Macabre, it’s a
form of evil which is “simply there” (King 214). It precip it ates the
resur gence of ghosts lost in a time Derrida also iden ti fies as being
“out of joint” after the scene when Hamlet talks to his dead father in
act I, scene 5. These spec tral aural frag ments of the buried  past
imme di ately provide what the source novel author calls “the basis for
our most prim or dial fears”  (King, Danse  Macabre 182). The sonic
haunto logy tech nique intro duces the viewer to some  unseen
locus  horribilis the voices of the undead rise from and which will
grow like cancer within and around the main prot ag on ists. Such
dislo ca tion of time and place at the Over look seems to be fore‐ 
grounded in a much more direct way than in Kubrick’s version. The
notion of trouble irra di ates straight from the hotel, whose heart is
the unruly boiler room. From the outset, it is framed as a huge anti‐ 
quated time machine func tioning as a central back drop; its malig nant
heart is imme di ately made visible by the use of parallel editing
forcibly linking the hotel’s troubled past to Jack Torrance’s present.
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Fig. 6. The boiler room in the hotel’s bowels: parallel editing forcibly yoking past

and present

While the haunted pictures are first medi ated by the boy in the film,
they simply rise to the surface of the screen in the miniseries. The
inter cut ting of the murder and suicide scenes with the real istic shots
of the base ment mater i al izes the first depar ture from a rational refer‐ 
ence frame which merely exacer bates the stock- in-trade coding of
some demonic force welling up to take control of the lives of human
prot ag on ists. It somehow “corrects the problem” of Kubrick’s and
Johnson’s revised storyline as the former care taker Delbert Grady
would say, by flatly adhering to King’s original plot line. When Jack
asks the handyman whether there are ghosts, besides scan dals and
deaths at the Over look, the latter denies it, providing the neces sary
tension between the surface story and what’s left untold to move the
narrative forward. In both mediums, the ghosts’ emer gence is then
inscribed on screen very early on but the nature and repres ent a tional
strategies of the haunting are rooted in funda ment ally different
concep tions of the origin of what King calls “those deep- seated
personal fears ̶ those pres sure points ̶ we all must cope with” (King,
Danse Macabre 131).

13
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Lost
Differing meth od o lo gies of inscrip tion of the types of connec tion
between reality and imagin a tion and space and Evil are at work in the
two opuses. In Signa tures of the Visible, Fredric Jameson under lines
the power of the filmic form as a medium for the critique of culture
and the diagnosis of social life. Undoubtedly, the long- form retelling
also fulfills a similar func tion, espe cially as it gives more leeway for
char acter devel op ment. Jack more partic u larly becomes the choice
repos itory of what King calls “those things which trouble the night
thoughts of a whole society,” “More often the horror movie points
even further inward, looking for those deep- seated personal fears ̶
those pres sure points ̶ we all must cope with. This adds an element of
univer sality to the proceed ings, and may produce an even truer sort
of art” (King 131). His increas ingly distorted grasp of reality becomes
the focus of conflicting repres ent a tional modes in the two versions.
In Kubrick’s adapt a tion, Jack is from the start a profoundly unhinged
char acter – one, we quickly learn, who has broken his son’s arm in a
drunken bout and whose aspiring writer’s block fuels his social and
personal frus tra tion and inbred violent streak. The director’s
disjunctive, cryptic visual grammar provides a mostly hermetic
assemblage which only captures stations in the itin erary of a prot ag‐ 
onist displaying signs of madness already there, just like the evil force
in the miniseries is already there. The Stead icam’s gliding effect and
the treat ment of close- ups bring vividly to life the full force of this
mental deteri or a tion. Jack, at work or having a night mare in his
bedroom for instance is framed from a variety of angles and often
captured from behind–as if to render palp able the mater i ality of the
other world he’s slowly being drawn into. But how to represent this
parallel universe and its funda ment ally other nature was one of the
greatest areas of disagree ment between the two creators as King
made abund antly clear:

14

Parts of the film are chilling, charged with a relent lessly
claus tro phobic terror, but others fall flat. […] Not that reli gion has to
be involved in horror, but a visceral skeptic such as Kubrick just
couldn’t grasp the sheer inhuman evil of the Over look Hotel. So he
looked, instead, for evil in the char ac ters and made the film into a
domestic tragedy with only vaguely super nat ural over tones. That
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Fig. 7. Double- framing the char ac ters: the encroaching Over look envir on ment

reflected in the pages of Jack’s manuscript

was the basic flaw: Because he couldn’t believe, he couldn’t make the
film believ able to others (Norden).

Throughout the movie, the camera inscribes on screen diverse vari‐ 
ations on the already much commented- on maze motif. However the
“labyrinth of words” is possibly the most liter ally mind bending
version of it. The endless replic a tion of the written words on the page
is first merely hinted at: Jack is at his desk obsess ively writing his
alleged play–but Wendy and the viewer don’t know yet that he’s
rewriting the same words over and over again. The unbroken word
chain mater i al izes on the page the ines cap able entan gle ment of time
and space at the Over look and Jack’s loss of bearings.

15

Even though the viewer expects some form of super nat ural
component in the scene of the row between Jack and Wendy who
keeps inter rupting him in his work, the entire exchange is played
against the codes of the horror genre: Kubrick’s “exquisite sens it ivity
to the nuances of light and shadow” (King, Danse Macabre 115) merely
fore grounds the incip ient mental derange ment in a blocked writer
who feels despised and unap pre ci ated. No dark atmo sphere provides
“the basis for our most prim or dial fears” (King 182). A low- key style of
lighting steers the viewer’s inter pret ative quest in the family and
psycho drama direc tion. But the fact that Jack tears up the pages he
was writing surrepti tiously rein states the figure of sterile reit er a tion
and the central motif of the maze with its (literal) dead ends. The
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Fig. 8. The nonsensical infra maze- like universe of a sick “auto bi o graphy” in the

Wednesday section

scene with Wendy discov ering the nearly identical pages comes later,
toward the end of the Wednesday section of the movie: their grisly
nature and the slight vari ations on the form and spacing of the words
on the page, “All work and no play makes Jack a dull boy”, operate as
some perverted parody of auto bi o graphy in part masquer ading as a
grot esque biopic.  The haiku format of the one- line text iron ic ally
condenses a twisted imaginary “biophoty”, a term French critic
Joanny Moulin derives from Hayden White’s “historio photy.” In his
1988 article “Histori ography and Historio photy”  in  The  Amer ican
Histor ical Review, the latter defines “the repres ent a tion of lives and
our thoughts about them in visual images and filmic discourse” (Ibid.).
It reflects Jack’s complete disor i ent a tion but also the viewers’ general
confu sion before this semantic maze which is both an icon- -it’s tech‐ 
nic ally a photo gram or series of photograms- -and an emblem, a
totally hermetic repres ent ative symbol of some alternate reality.

The same (extreme) close- up tech nique allows the viewer to delve
into Jack’s night marish mind scape and his liter ally mind- bending tale
within the story. Such an explor a tion of the mind’s camera obscura
finds its source in the short story  collection Night mares
and Dreamscapes published by Stephen King in 1993 and released on
TNT as an eight- episode miniseries in 2006.  The zoom- in on this
mini atur ized universe para dox ic ally magni fies the scale of the Over ‐

17
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look’s hold. The shot of the scrap book containing news paper articles
on the portentous history of the Over look and sitting prom in ently on
Jack’s desk in the lower left side of the frame brings an addi tional
layer which further encloses the prot ag onist in a danger ously
destabil izing story still unfolding  and a murderous history fore‐ 
grounding the notions of historic recur rence and repet itive patterns
in the history of a given space. Both King and Kubrick toy with the
oper ative notion of repeat occur rence as theor ized by Mark Twain:

NOTE. November, 1903. When I became convinced that the “Jumping
Frog” was a Greek story two or three thou sand years old, I was
sincerely happy, for appar ently here was a most striking and
satis factory justi fic a tion of a favorite theory of mine—to wit, that no
occur rence is sole and solitary, but is merely a repe ti tion of a thing
which has happened before, and perhaps often 1.

What happens at the Over look is a ripple effect from the past which
keeps echoing and resur fa cing under various guises on the hotel
grounds. The camera bril liantly registers on screen the conti guity of
a number of very diverse types of space: Jack’s real istic envir on ment
as he is writing his play, the encroaching evil world of the Over look as
Jack and Wendy are framed by dwarfing open doors and panels and
the actual bound aries of the product of his deranged mind, the page
framed in extreme close- up. Ulti mately however, what the camera
emphas izes is the total spati otem poral disorientation exacer bated by
the current family crisis of a character trapped in some kind of inner
mental loop. The latter reflects all of the hotel’s timelines at once –
the 1920s, the 1970-71 Delbert Grady murders’, and the present with
the Torrance family members. Kubrick’s Jack is lost in the meanders
of his own liquor- addled brain early on while in Garris and King’s
miniseries, char acter is rather a func tion of the demonic agents
which control the Over look so that Jack’s itin erary is mostly shaped
by the codes and conven tions of the horror genre. Most of the serial
narrative tracks the trans form a tions and “correc tions” the prot ag‐ 
onist under goes but also imposes on his wife and son during his
horri fying “descent into madness through the malign influ ence of the
Over look” (Norden Ibid.). The term “corrected” is a seminal one as the
previous care taker Grady uses it to tell Jack how he forever discip‐ 
lined his wife and daugh ters. In the same way, the narrative applies

18
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Fig. 9-11. The many facets of Jack’s reality: vari ations on posses sion

and indeterminacy

its own correc tions to the original storyline of the source novel and
the intra die getic one. In the series, the inscrip tions of Jack’s increas‐ 
ingly distorted face on screen not only connote altered states of
conscious ness (daydreams and night mares, abject cruelty, fanat icism,
madness, dread…), but also mostly contribute to exposing the
unshak able sway the dark forces have over the char acter. For
Stephen King and showrunner Mick Garris, the radical other ness of
Jack’s masks signals the decon struc tion of his core iden tity and
mostly the rise of what King calls “the sheer inhuman evil […], the
malign influ ence of the Over look, which is like a huge storage battery
charged with an evil powerful enough to corrupt all those who come
into contact with it” (Norden Ibid.).
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Fig. 10.
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Fig. 11.

  

The char acter’s itin erary and the director’s postures dictate what the
camera captures in the frame – which brings the viewer back to the
use of horror codes: Garris inscribes the progress and regress of the
hotel’s evil entity in a very literal way, just as he films ghosts
incarnate liter ally taking (over) human flesh. Ghosts no longer func‐ 
tion as mere cryptic signs of some alternate reality forever eluding
the spec tator: they become a reality, the actual precon di tion for
compre hending (and enjoying) the Over look’s tragedy. One of the
most eloquent scenes in an other wise longish and often unin ten tion‐ 
ally amusing series (the moving hedge animals are prob ably the
funniest) happens during the final show down between the possessed
father and his resisting son. The camera mater i al izes the peren nial
fight between Good and Evil by showing actor Steven Weber
alternate between the part of the loving father and his evil personas.
Like the eerie char ac ters from the masked ball who haunt the hotel
space, Jack himself becomes a vari ation on a series of masks which
can’t ever be fully deciphered, including by himself.

19
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Jack becomes an aber ra tion, a neces sarily ungrasp able
repres ent a tion, just like the ghosts he did not perceive as such. The
hermetic viewer who would follow on Jack’s foot steps is there fore
warned: Jack’s inca pa city to accept the complex nature of the signs
surrounding him has condemned him to be locked in a system of
self- referential signs, seem ingly discon nected from any reality.
(Jaunas 88).

As he faces his son in a devast ating stan doff at the end of the show,
Jack ejac u lates, “What’s happening to me?” Onto lo gical uncer tainty is
at the heart of the TV series in much more graphic and highly codi‐ 
fied terms than in Kubrick’s movie. The Oscar- winning makeup
super visor Bill Corso applied gory special effects and pros thetics to
Steven Weber’s face and body, rendering Evil’s trajectory all the more
visible. To a certain extent, the tech nique mater i al izes in a highly
specific way what Mario Falsetto calls the “process of spatial iz a tion”
(Falsetto 79) in his narrative and styl istic analysis of Kubrick’s films. As
loca tions func tion meta phor ic ally for the char ac ters in the movie, so
is Evil mater i al ized as being relent lessly at work in the miniseries. The
degrad a tion of Jack’s mental space Kubrick was so intent on
inscribing in the movie, actu ally becomes seared into the serial char‐ 
acter’s flesh. In this classic repres ent a tional strategy of demonic inva‐ 
sion, the indi vidual turns into both tormentor and victim. Just like
preor dained Fate for tragedy, the respons ib ility lies with the super‐ 
nat ural forces which trigger the char acter’s even tual disin teg ra tion in
the show – and not so much with the char acter and his own choices.
By delib er ately trans fer ring the reality of Evil back to some non- 
human power, Garris and King leave the door open for some poten tial
redemp tion, a dimen sion Kubrick never contem plated in the film.

20

The Second Coming 2

Jack’s entire being becomes the battle ground of the fight between
Good and Evil. Garris and Corso turn him into an entity visu ally and
gradu ally cracking up under the demonic assault but fighting back for
his own repos ses sion in the final moments of his trans form a tion. The
type of visual pleasure formatted for the male gaze Laura Mulvey
referred to in her famed 1975  essay “Visual  pleasure  and narrative
cinema” is now geared toward horror film spec tators and tailored for
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Fig. 12. Garris’s miniseries: Jack’s intense pain when under going his

horrific transformation.

their norm ative expect a tions. Jack’s virtu ally tangible meta morph osis
into a decom posing body and mind matches the recur ring incur sions
of gory ghosts into the real istic diegesis. His encounter and wrest ling
with the dark side are spurred by the visions of long- deceased hotel
employees and guests and have all the trap pings of conven tional
horror. But by playing with textures and a chro matic range altern‐ 
ating between black and white and garish colors, cine ma to grapher
Shelly Johnson captures the char ac ters’ funda mental displace ment.
Horror and more specific ally fascin a tion with body horror, whether
intra die getic or extra die getic, takes center stage as the various
planes of reality start inter ming ling and over flowing. Jack gets to
witness his own horrific trans form a tion exper i en cing firsthand the
spec tacle of horror. Turning into the monstrous object of his own
scopic impulse adds yet another dimen sion to the central notion of
trouble as he liter ally becomes a figure of the Other.

http://host.docker.internal/motifs/docannexe/image/1202/img-12.jpg


Correcting the problem: genre trouble and manipulation in The Shining (Stanley Kubrick’s film, 1980;
Mick Garris’s miniseries, 1997)

The exper i ence of horror as spec tacle is there fore medi ated through
his own eyes as well as the spec tator’s. The act of viol ence on the
audi ence witnessing such torture is hence first exper i enced at the
intra die getic level. In the vastly different context of the Vietnam
War  movie The Deer  Hunter (Michael Cimino 1978), critic Vincent
Canby comments on the hyper realism of exploding brains or guts
being turned into a highly theat rical spec tacle by slow motion and
garish colors. According to Canby, such “a spec tacle [is meant] to
elicit strong emotional responses” (Canby D23) and makes the viewer
complicit. The very same tenet seems to apply in the miniseries. As
“the arche type of the Bad Place […] which demands a histor ical
context” (King, Danse Macabre 266-67), the hotel liter ally canni bal izes
Jack who is in turn captured, being rein carn ated into one of the hotel
ghosts until his body even tu ally merges with the  Overlook. The
intense pleasure he feels at somehow becoming the locus horribilis is
only mitig ated by his own deep loathing of the Evil taking him over.
Garris’s visual cues of his meta morph osis (greenish, decaying flesh,
bloody eyes  etc.) match the horror genre’s clichés, such monstrous
rebirth and rein carn a tion mater i alize visual and mental distor tion.
But they also vicari ously provide an in- depth explor a tion of the
viewer’s sinister fascin a tion with the contam in a tion process at work.
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Italian psycho lo gist Franco De Masi points out that:23

[the almost orgasmic- like pleasure of evil] involves an insa ti able
desire from which any respect for, or under standing of, the other’s
need and exist ence is banished… The fascin a tion of abso lute,
destructive domin a tion of the help less victim gives rise to a pleasure
as stim u lating and devast ating as a drug. For this reason, the link
between cruelty and mental ecstasy proves to be partic u larly
dangerous. (De Masi 144-45).

In this anatomy of horror, Jack’s increasing signs of unease about his
altered state are inversely propor tional to the spec tator’s pleasure. As
he is both perpet rator and victim, he seesaws between embod i ment
of Evil and wounded victim so that his body bears the stig mata of this
phys ical and psycho lo gical warfare. Such an altern a tion is congruent
with the twen tieth and twenty- first centuries’ treat ment of the
horrific. As Rick Altman under lines  in Film/Genre, “With the horror
film, a different syntax rapidly equates monstrosity not with the
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Fig. 13-14. The ghostly master of cere monies trapped in the Over look space- 

time: playing on the chro matic range and the time dimensions

Fig. 14.

over- active nineteenth- century mind, but with an equally over- active
twentieth- century body”. (Altman 224).

 25

The miniseries’ altern a tion between black and white and color helps
better expose the various layers of the char ac ters’ eerie meta morph‐ 
oses maxim izing their impact on the viewer. The show’s spec tac ular
pictori al iz a tion and play on textures, the mater i ality of decaying flesh
and the framing of rotting faces for instance turn it into a kind of
cine matic tele vi sion. The black and white shot of the master of cere‐ 
monies ordering Jack and the guests to “unmask” artfully echoes
Kubrick’s own black and white photo graphs of Jack and the hotel
guests at the 4  of July ball at the end of the movie. The gap between
what they were and what they are forever in the process of becoming

26
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is at the heart of Mick  Garris’s mise- en-scene. He captures them in
the course of turning into someone or some thing else, liter ally beside
them selves. But if the disturbing revival of the various horrific figures
contrib utes to show casing their shifting natures, it’s also crudely
exposed as an arrested devel op ment. Besides winning an Emmy for
Outstanding Makeup, Garris’ show also garnered a Prime time Emmy
Award for the Outstanding Limited Series category. In a famous 1983
Playboy inter view, Stephen King kept insisting on the fact  that
The Shining was “about Jack Torrance’s gradual descent into madness
through the malign influ ence of the Over look. If the guy is nuts to
begin with, then the entire tragedy of his down fall is wasted” (King
in  Norden, Playboy). The process of  transformation success ively
captures the endless versions of Jack as obses sion and loss of control
take over. And Steven Weber’s “vaguely reptilian quality lurking in the
contours of his face” (Meyer) further accen tu ates the scope of the
muta tion. The night marish images of the ghoulish masks simply
render more palp able the char ac ters’ shift to another plane of exist‐ 
ence. Iron ic ally, the original title of  King’s horror novel Salem’s  Lot,
The Second Coming, func tions as an inverted

refer ence to this new lease of demonic life and hellish rein carn a tion.
Such an inver sion of the Biblical motif of the Second Coming mimics
and subverts the belief in the return of the Chosen One. W. B. Yeats’s
1919 poem of the same title also focuses on the end of an era after the
first World War and the advent of world destruc tion. If Stephen King’s
The Shining simil arly chron icles the end and the horrific begin nings,
it focuses on one indi vidual rather than mankind at large and its
collective  rebirth. By inscribing the new excru ci ating reality of the
main figure’s monstrous second awakening, Mick Garris delin eates
the contours of posses sion in a figure for whom “Things fall apart; the
centre cannot hold” (Yeats). The char acter’s progress toward the
frozen center of the maze in Kubrick’s film morphs into a descending
spiral in the series. The final parable of Jack allowing the boiler to
explode in the hotel’s base ment is a trans parent meta phor for the
Chris tian concept of the Harrowing of Hell and man’s descent into
the Inferno. Stephen King’s use of Chris tian symbolism resur faces
even as it is reformatted for the singular purpose of exposing the
down ward trajectory of one single doomed indi vidual. As Meyer
also highlights:
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Fig. 15-16. Open ending: resur gence of the whole & recur rence in the

miniseries. The ghostly Over look rising from its (narrative) ashes (part 3)

It is inter esting to note how Kubrick’s film ends with Jack Torrance
lying dead in the snow, whereas Stephen King’s The Shining climaxes
with Jack Torrance allowing the hotel’s boiler to over heat and
explode. As King himself put it, ‘The book is hot, and the movie is
cold. The book ends in fire, and the movie in ice.’ (Meyer).

So that just like the troubled hero’s, the char ac ters’ jour neys inside
the hotel- world are all centred on the main themes of death and
grue some rebirth in both mediums. But King and Garris conjointly
chose to rein state the preval ence of space as a unique type of over‐ 
powering time- space unit. The ghostly hotel diversely mater i al izes it,
espe cially in the end sequence.

28
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Fig. 16.

 

The final shots of part 3 operate as a literal open ending. They
inscribe on screen phantom images of the Over look even though it
has burned down. They also toy with the central notion of recur rence
as the ghostly image of the burnt- down hotel magic ally rises once
again. The essence of the specific Evil permeating the place is thus
visu ally and narrat ively recycled thanks to the computer- generated
optical illu sion of the recon struc tion. The contrast between the vivid
colors of the park around the hotel in the fore ground and on the
sides and its faint, over ex posed outline in the back ground seems to
once again corrob orate Mark Twain’s vision of History as a never- 
ending recur rence and offers yet another troub ling visual clue of the
persist ence of Evil.
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In a sense however, the same idea of endless cycle also inhabits
Kubrick’s movie. The final close- up and photo inscribe two versions
of a “frozen Jack.”
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Fig. 17-18. The ironic twist on the Holly wood ending before the fade- out in

Kubrick’s finale: Jack frozen in space and time

Fig. 18.
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In the photo graph at the end, as the rein carn a tion of a 1921 reveler,
Jack smiles on forever in a continuum which at once erases the
previous troubles and irre triev ably harks back to them. The surreal
depth of the picture frame substi tutes for the horrific danse macabre
of the maze but it also traps it in a time less, always- there dimen sion
which will forever tell the same past horror tale. The same prin ciple
as Roland Barthes’ photo graphic time and space paradox is at work
here. As the frame even tu ally vanishes with the smooth zoom- in of
John Alcott and Garrett Brown’s Stead icam, Jack is finally framed as
the central piece in the entire ensemble, yet another displaced avatar
mimicking the original and fitting in the hellish puzzle of the Over‐ 
look. The photo graphs on the Gold Room wall in the movie and the
compu ter ized gener a tion of the Over look silhou ette in the tele play
are both there and not there, defin itely breaking away from any
previous sense of reality and narrative logic. They para dox ic ally fore‐ 
ground the notion of disturb ance at play in the narrative and Jack’s
irre du cible other ness. Thus, in some perverse move ment of recre‐ 
ation, the “troubles” are both immor tal ized and aesthet ic ally
smoothed over. What used to be there is shown forever reem er ging
amended through the film maker’s remedial lens. The final treat ment
of these images mirrors the corrective dimen sion of Stanley Kubrick’s
over flowing notes in the margins of Stephen King’s copy  of
The Shining. The monstrous grafts not only reshape the palimpsest,
they actu ally create a new author it ative one.

31



Correcting the problem: genre trouble and manipulation in The Shining (Stanley Kubrick’s film, 1980;
Mick Garris’s miniseries, 1997)

Fig. 19. Kubrick’s own version of creative work. Correcting the prob lems: over-

flowing notes in the margins of Kubrick’s copy of King’s The Shining.

In a matching counter effort, King in turn corrected Kubrick’s version
in the 1997 tele play and later his 2013 sequel Doctor Sleep, which Mike
Flanagan adapted for the screen in 2019. Each new vari ation on the
forms of horror further intens i fies the sense of displace ment and
funda mental instability affecting beings, things but also viewers in
the two mediums. The successive versions are all palimpsestic vari‐ 
ations on the core horror of the source novel and the uncer tainty
born of their discrep an cies compounds the deep sense of unease.
Somehow, this series of deriv at ives and avatars enhances the intra‐ 
die getic clear ance between the different adaptive real ities of the
filmic and serial narrat ives thus giving substance to what Linda
Hutcheon calls “palimpses tu ous ness” in her 2006  book A Theory
of Adaptation, “an adapt a tion is a deriv a tion that is not deriv ative−a
work that is second without being secondary. It’s its own palimpsestic
thing” (Hutcheon, 9). And in such an iconic context, “palimpsestic”
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RÉSUMÉS

English
Stephen King’s 1977 horror  bestseller The  Shining has been notori ously
adapted on screen by Stanley Kubrick in 1980. Seven teen years later, greatly
dissat is fied with Kubrick’s version, King was to write a tele play adapted for
TV by Mick Garris, aptly  called Stephen King’s The  Shining (1997), to
“correct” the first iconic adapt a tion. Mater i al izing on screen the notion of
“correc tions” is also at the heart of both the film and its long- form retelling
as the potent horror and madness the hotel exudes contam inate its guests
and employees. As normalcy and regular family life are slowly being fully
distorted and redefined, the inscrip tion of “trouble” and abnor mality
diverges widely in the two versions. Altern ating between a harrowing story
of alcohol addic tion and destructive madness, and a tale of the super nat ural
and resident evil, the filmic narrative changes forms and genres in a some‐ 
times prob lem atic way.

Français
Dans Shining de Stanley Kubrick, les légen daires prises de vue aériennes de
la petite Volks wagen grim pant dans la montagne jusqu’à l’hôtel Over look
annoncent déjà la progres sion tortueuse et retorse de Jack dans l’histoire de
l’hôtel et de l’Amérique . La trajec toire sinueuse de la famille dans les
Rocheuses maté ria lise à l’écran les paysages mentaux torturés des person‐ 
nages, et prin ci pa le ment les désordres mentaux gran dis sants de Jack
(Nicholson). Un œil omni scient, omni pré sent et préda teur semble déjà
surveiller la famille Torrance. Dans le film culte de Kubrick, les premières
touches de dérè gle ment s’invitent ainsi dans le cadre dès la séquence
d’ouver ture alors que des images déran geantes d’origine inconnue
s’imposent hors de toute logique narra tive. Dans les deux médiums de 1980
et 1997, la ligne qui sépare le drame fami lial réaliste du récit horri fique se
révèle dange reu se ment trouble dès l’ouver ture. L’inscrip tion du trouble et
de l’anor ma lité diverge cepen dant sensi ble ment dans les deux versions. La
stra tégie de repré sen ta tion du créa teur Mick Garris s’appuie réso lu ment sur
les codes de l’horreur. Partant de l’insa tis fac tion de King par rapport à
l’adap ta tion du roman source par Kubrick, il tente donc de corriger le
contour ne ment désor mais légen daire de Kubrick de l’intérêt de King pour
les conven tions de l’horreur surna tu relle. Alors qu’ils recréent ce qu’ils
jugeaient être le “bon” scénario pour la télé vi sion, King et Garris s’éloignent
donc de l’alter nance du film entre histoire poignante d’alcoo lisme et folie
destruc trice et conte surna turel de résur gence du Mal qui avait conduit
Kubrick à jouer avec la forme filmique et les caté go ries géné riques de façon
parfois problématique.
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