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Abstract:‌ ‌‌The‌ ‌film‌ ‌is‌ ‌a‌ ‌type‌ ‌of‌ ‌media‌ ‌that‌‌                 
has‌ ‌evolved‌ ‌in‌ ‌diversified‌ ‌ways‌ ‌throughout‌‌           
time.‌ ‌Some‌‌directors‌‌present‌‌their‌‌signatures‌‌           
on‌ ‌every‌ ‌production,‌ ‌allowing‌‌the‌ ‌audience‌‌           
to‌ ‌recognize‌ ‌their‌ ‌styles.‌ ‌Recently,‌‌Lars‌‌Von‌‌             
Trier’s‌ ‌signature‌ ‌on‌ ‌screen‌ ‌has‌ ‌promoted‌‌           
heated‌ ‌debates.‌ ‌He‌ ‌challenged‌ ‌critics‌ ‌with‌‌           
his‌ ‌choice‌ ‌for‌ ‌controversial‌ ‌themes‌ ‌and‌‌           
intense‌ ‌use‌ ‌of‌ ‌external‌ ‌references,‌ ‌both‌‌           
literary‌ ‌and‌ ‌artistic.‌ ‌This‌ ‌paper‌ ‌aims‌ ‌at‌‌             
delving‌ ‌into‌ ‌Von‌ ‌Trier’s‌ ‌film‌ ‌‌The‌ ‌House‌‌             
That‌ ‌Jack‌ ‌Built‌ ‌(2018)‌ ‌to‌ ‌scrutinize‌ ‌the‌‌             
journey‌ ‌of‌ ‌a‌ ‌serial‌ ‌killer‌ ‌and‌ ‌his‌ ‌cruel‌‌               
crimes,‌ ‌focusing‌ ‌especially‌ ‌on‌ ‌the‌‌         
intermedial‌ ‌references‌ ‌and‌ ‌the‌ ‌masculine‌‌         
gaze.‌ ‌The‌‌notion‌‌of‌‌‌auteur‌,‌‌drawn‌‌by‌‌André‌‌               
Bazin‌ ‌(1957),‌ ‌studies‌ ‌on‌ ‌intermediality‌ ‌by‌‌           
Irina‌ ‌Rajewsky‌ ‌(2005)‌ ‌and‌ ‌Werner‌ ‌Wolf‌‌           
(2005),‌ ‌and‌‌cinematic‌ ‌gaze‌ ‌by‌ ‌Robert‌ ‌Stam‌‌             
(1992)‌ ‌and‌‌Todd‌‌Mcgowan‌‌(2003)‌‌compose‌‌           
the‌ ‌theoretical‌ ‌bases‌ ‌of‌ ‌this‌ ‌paper.‌ ‌This‌‌             
study‌ ‌shows‌ ‌that‌ ‌‌intermediality‌ ‌and‌ ‌the‌‌           
cinematic‌ ‌‌male‌ ‌gaze‌,‌ ‌fundamental‌ ‌elements‌‌         
of‌ ‌the‌ ‌director’s‌ ‌style,‌ ‌sustain‌ ‌the‌‌           
construction‌ ‌of‌ ‌his‌ ‌unique‌ ‌signature‌ ‌in‌ ‌the‌‌             
aforementioned‌ ‌production.‌ ‌ 
‌ 
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Resumo:‌ ‌‌O‌‌cinema‌‌é‌ ‌um‌‌tipo‌ ‌de‌ ‌mídia‌ ‌que‌‌                 
evoluiu‌ ‌de‌ ‌formas‌ ‌diversificadas‌ ‌ao‌ ‌longo‌‌           
do‌ ‌tempo.‌ ‌Diretores‌ ‌apresentam‌ ‌as‌ ‌suas‌‌           
assinaturas‌ ‌em‌ ‌todas‌ ‌as‌ ‌produções,‌‌         
permitindo‌ ‌ao‌ ‌público‌ ‌reconhecer‌ ‌seus‌‌         
estilos.‌ ‌Recentemente,‌ ‌a‌ ‌assinatura‌ ‌de‌ ‌Lars‌‌           
Von‌ ‌Trier‌ ‌na‌ ‌tela‌ ‌promoveu‌ ‌debates‌‌           
acalorados.‌ ‌Desafia‌ ‌os‌ ‌críticos‌ ‌com‌ ‌a‌‌           
escolha‌ ‌de‌ ‌temas‌ ‌controversos‌ ‌e‌ ‌o‌ ‌uso‌‌             
intenso‌ ‌de‌ ‌referências‌ ‌externas‌ ‌tanto‌‌         
literárias‌ ‌e‌ ‌artísticas.‌ ‌Este‌ ‌artigo‌ ‌tem‌ ‌como‌‌             
objetivo‌ ‌mergulhar‌ ‌no‌ ‌filme‌ ‌de‌ ‌Trier,‌ ‌‌The‌‌             
House‌ ‌That‌ ‌Jack‌ ‌Built‌ ‌(2018),‌ ‌para‌‌           
escrutinar‌ ‌a‌ ‌jornada‌ ‌de‌ ‌um‌ ‌serial‌ ‌killer‌ ‌e‌‌               
seus‌ ‌crimes‌ ‌cruéis,‌ ‌com‌ ‌o‌ ‌foco‌ ‌nas‌‌             
referências‌ ‌intermidiáticas‌ ‌e‌ ‌no‌ ‌olhar‌‌         
masculino.‌ ‌A‌ ‌noção‌ ‌de‌ ‌auteur,‌ ‌elucidadas‌‌           
por‌ ‌André‌ ‌Bazin‌ ‌(1957),‌ ‌estudos‌ ‌acerca‌ ‌da‌‌             
intermidialidade‌ ‌de‌ ‌Irina‌ ‌Rajewsky‌‌(2005)‌‌e‌‌           
Werner‌ ‌Wolf‌ ‌(2005),‌ ‌e‌ ‌o‌ ‌olhar‌ ‌cinemático‌‌             
de‌ ‌Robert‌ ‌Stam‌ ‌(1992)‌ ‌e‌ ‌Todd‌ ‌Mcgowan‌‌             
(2003)‌ ‌compõem‌ ‌as‌ ‌bases‌ ‌teóricas‌ ‌deste‌‌           
artigo.‌ ‌Este‌ ‌estudo‌ ‌demonstra‌ ‌que‌ ‌a‌‌           
Intermidialidade‌ ‌e‌ ‌o‌ ‌‌Male‌ ‌Gaze‌,‌ ‌elementos‌‌           
fundamentais‌ ‌do‌ ‌estilo‌ ‌do‌‌diretor,‌‌sustentam‌‌           
a‌ ‌construção‌ ‌de‌ ‌sua‌ ‌assinatura‌ ‌única‌ ‌na‌‌             
produção‌ ‌mencionada‌ ‌anteriormente.‌ ‌ 

‌ 
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Introduction‌ ‌ 

‌ 

Film‌ ‌productions‌ ‌have‌ ‌become‌ ‌more‌ ‌and‌ ‌more‌ ‌diversified‌ ‌in‌ ‌terms‌ ‌of‌ ‌languages‌ ‌and‌‌                         

expressive‌ ‌resources‌ ‌that‌ ‌rely‌ ‌on‌ ‌editing‌ ‌and‌ ‌the‌ ‌use‌‌of‌‌technology.‌‌The‌‌director‌‌or‌‌a‌‌team‌‌of‌‌                                 

directors‌‌is‌‌ultimately‌‌responsible‌‌for‌‌the‌‌craft‌‌of‌‌creating‌‌a‌‌movie,‌‌selecting‌‌the‌‌expressive‌‌tools‌‌                             
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to‌ ‌instigate‌ ‌specific‌ ‌reactions‌ ‌on‌ ‌the‌ ‌viewer,‌ ‌such‌ ‌as‌ ‌agony,‌ ‌intimacy,‌ ‌or‌ ‌empathy.‌ ‌David‌‌                           

Bordwell‌‌(2010,‌‌p.‌‌35)‌‌emphasizes‌‌that‌‌films‌‌are‌‌designed‌‌to‌‌have‌‌effects‌‌on‌‌viewers.‌‌In‌‌some‌‌                               

cases,‌ ‌directors‌ ‌are‌ ‌loyal‌ ‌to‌ ‌a‌ ‌unique‌ ‌way‌ ‌of‌ ‌making‌ ‌their‌ ‌films,‌ ‌raising‌ ‌the‌ ‌audience’s‌‌                             

expectations‌ ‌for‌ ‌facing‌ ‌the‌ ‌next‌ ‌production.‌ ‌Their‌ ‌decisions‌‌during‌‌the‌‌creation‌‌process‌‌affect‌‌                         

how‌ ‌the‌ ‌viewer‌ ‌interprets‌ ‌and‌ ‌relates‌ ‌to‌ ‌the‌ ‌final‌ ‌product.‌ ‌ 

Lars‌ ‌Von‌ ‌Trier‌ ‌promotes‌ ‌shocking‌ ‌reactions‌ ‌on‌ ‌the‌ ‌viewers‌ ‌and‌ ‌critics‌ ‌through‌ ‌his‌‌                         

productions.‌‌The‌‌audience‌‌can‌‌identify‌‌his‌‌style‌‌through‌‌observing‌‌the‌‌selection‌‌of‌‌controversial‌‌                         

themes‌ ‌depicted‌ ‌through‌ ‌a‌ ‌substantial‌ ‌reference‌ ‌to‌ ‌art,‌ ‌music,‌ ‌and‌ ‌literature.‌ ‌Thus,‌ ‌film‌‌                         

production‌ ‌is‌ ‌perceived‌ ‌as‌ ‌textuality‌ ‌in‌ ‌a‌ ‌broad‌ ‌sense,‌ ‌whereas‌ ‌the‌ ‌director,‌ ‌due‌‌to‌‌his‌‌strong‌‌                               

presence,‌ ‌is‌ ‌seen‌ ‌as‌ ‌an‌ ‌‌auteur‌,‌ ‌in‌ ‌terms‌ ‌of‌ ‌Andre‌ ‌Bazin‌ ‌(1985).‌ ‌ 

The‌ ‌most‌ ‌recent‌ ‌production‌ ‌written‌ ‌and‌ ‌directed‌ ‌by‌ ‌Lars‌ ‌Von‌ ‌Trier‌ ‌is‌ ‌‌The‌ ‌house‌ ‌that‌‌                             

Jack‌ ‌Built‌,‌ ‌released‌ ‌in‌ ‌2018.‌ ‌It‌ ‌‌is‌ ‌a‌ ‌psychological‌ ‌drama‌ ‌movie‌ ‌that‌ ‌tells‌ ‌the‌ ‌story‌ ‌of‌‌a‌‌serial‌‌                                   

killer‌‌named‌‌Jack,‌‌played‌‌by‌‌Matt‌‌Dillon,‌‌who‌‌murders‌‌several‌‌female‌‌victims,‌‌tracing‌‌his‌‌path‌‌                             

towards‌ ‌damnation.‌‌Being‌‌portrayed‌‌in‌‌reference‌‌to‌‌Dante’s‌‌journey‌‌to‌‌the‌‌‌Inferno‌‌(hell),‌‌Jack‌‌                           

succumbs‌‌deep‌‌into‌‌a‌‌trip‌‌to‌‌hell‌‌in‌‌the‌‌company‌‌of‌‌Verge,‌‌played‌‌by‌‌Bruno‌‌Ganz,‌‌who‌‌acts‌‌as‌‌                                     

his‌‌conscience.‌‌Alongside‌‌that,‌‌the‌‌movie‌‌portrays‌‌Jack’s‌‌obsession‌‌with‌‌committing‌‌the‌‌perfect‌‌                         

crime,‌‌comparing‌‌himself‌‌to‌‌an‌‌artist‌‌and‌‌the‌‌pursuit‌‌of‌‌a‌‌craft‌‌to‌‌construct‌‌a‌‌magnificent‌‌‌oeuvre‌‌                                 

d’art‌.‌ ‌Ultimately,‌ ‌he‌ ‌achieves‌ ‌his‌ ‌goal‌ ‌by‌ ‌arranging‌ ‌the‌‌corpses‌‌of‌‌his‌‌victims‌‌as‌‌if‌‌they‌‌were‌‌                                 

artistic‌ ‌elements.‌ ‌ 

The‌ ‌purpose‌ ‌of‌ ‌this‌ ‌work‌ ‌is‌ ‌to‌ ‌delve‌ ‌into‌ ‌Lars‌ ‌Von‌ ‌Trier’s‌ ‌intermedial‌ ‌style,‌ ‌and‌ ‌his‌‌                               

signature‌‌as‌‌an‌‌auteur‌‌in‌‌‌The‌‌house‌‌that‌‌Jack‌‌Built‌,‌‌and‌‌the‌‌director’s‌‌perspective,‌‌crucial‌‌to‌‌the‌‌                                 

understanding‌‌of‌‌the‌‌male‌‌gaze,‌‌which‌‌conducted‌‌the‌‌narrative‌‌in‌‌the‌‌production.‌‌This‌‌analysis,‌‌                           

performed‌ ‌through‌ ‌bibliographical‌ ‌research,‌ ‌is‌ ‌based‌‌on‌‌the‌‌notion‌‌of‌‌intermediality,‌‌based‌‌on‌‌                         

Irina‌‌Rajewsky‌‌(2005)‌‌and‌‌Werner‌‌Wolf‌‌(2005),‌‌who‌‌point‌‌out‌‌the‌‌complex‌‌relations‌‌between‌‌                           

media‌ ‌and‌ ‌crossing‌ ‌of‌ ‌media‌ ‌boundaries.‌ ‌These‌ ‌concepts‌ ‌are‌ ‌instrumental‌ ‌in‌ ‌deepening‌ ‌the‌‌                         

understanding‌‌of‌‌Von‌‌Trier’s‌‌style,‌‌concerning‌‌a‌‌combination‌‌of‌‌various‌‌media‌‌such‌‌as‌‌art‌‌and‌‌                             

literature,‌‌and‌‌film.‌‌This‌‌research‌‌provides‌‌an‌‌opportunity‌‌to‌‌trace‌‌the‌‌process‌‌of‌‌understanding‌‌                           

a‌ ‌media‌ ‌through‌ ‌tracing‌ ‌both‌ ‌the‌ ‌structure‌ ‌and‌ ‌its‌ ‌thematic‌ ‌content.‌ ‌Furthermore,‌ ‌the‌‌                         

combination‌ ‌of‌ ‌different‌ ‌media‌ ‌gives‌ ‌a‌ ‌refreshed‌ ‌perspective‌ ‌of‌ ‌understanding‌ ‌the‌ ‌several‌‌                       

languages‌ ‌(music,‌ ‌scenery,‌ ‌architecture,‌ ‌etc.)‌ ‌involved‌ ‌in‌ ‌the‌ ‌production‌ ‌of‌ ‌a‌ ‌film,‌ ‌allowing‌‌                         

many‌ ‌interpretations,‌ ‌contributing‌ ‌to‌ ‌the‌ ‌discussions‌ ‌on‌ ‌multiliteracies.‌ ‌ 

This‌ ‌study‌ ‌also‌ ‌bases‌ ‌on‌ ‌the‌ ‌notion‌ ‌of‌ ‌the‌ ‌male‌ ‌gaze,‌ ‌focusing‌ ‌on‌ ‌the‌ ‌director’s‌‌                             

perspective,‌ ‌following‌ ‌studies‌ ‌by‌ ‌Robert‌ ‌Stam‌ ‌(1992)‌ ‌and‌ ‌Todd‌ ‌Mcgowan‌ ‌(2003).‌ ‌The‌‌male‌‌                         

perspective‌ ‌also‌ ‌relies‌ ‌on‌ ‌the‌ ‌centrality‌ ‌of‌ ‌the‌ ‌serial‌ ‌killer,‌ ‌understood‌ ‌through‌ ‌the‌ ‌‌Uncanny‌,‌‌                           
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drawn‌‌by‌‌Freud‌‌(1919)‌‌and‌‌Bennett‌‌and‌‌Royle‌‌(2004),‌‌besides‌‌the‌‌notion‌‌of‌‌a‌‌monster,‌‌drawn‌‌                               

by‌ ‌Punter‌ ‌and‌ ‌Byron‌ ‌(2004).‌ ‌ 

‌ 

Auteur‌ ‌and‌ ‌style‌ ‌ 

‌ 

In‌ ‌film‌ ‌studies,‌ ‌the‌ ‌notion‌ ‌of‌ ‌the‌ ‌‌auteur‌ ‌is‌ ‌central‌ ‌for‌ ‌developing‌ ‌a‌ ‌deeper‌‌analysis‌‌of‌‌                               

both‌ ‌the‌ ‌content‌ ‌and‌ ‌structure‌ ‌of‌ ‌works‌ ‌by‌ ‌directors‌ ‌with‌ ‌a‌ ‌strong‌ ‌signature.‌ ‌The‌ ‌origin‌ ‌and‌‌                               

definition‌ ‌of‌‌the‌‌‌auteur‌‌are‌‌controversial‌‌and‌‌subject‌‌to‌‌solid‌‌debates.‌‌Nevertheless,‌‌during‌‌the‌‌                           

1950s,‌ ‌the‌ ‌notion‌‌of‌‌the‌‌director‌‌as‌‌an‌‌‌auteur‌‌was‌‌specially‌‌addressed‌‌in‌‌the‌‌French‌‌magazine‌‌                               

Cahiers‌ ‌du‌ ‌Cinema‌.‌ ‌The‌ ‌magazine‌ ‌‌Cahiers‌ ‌du‌ ‌Cinema‌ ‌gathered‌ ‌articles‌ ‌written‌ ‌by‌‌directors‌‌                         

and‌‌film‌‌critics,‌‌focusing‌‌mainly‌‌on‌‌the‌‌French,‌‌Italian‌‌and‌‌American‌‌films,‌‌on‌‌the‌‌peak‌‌of‌‌the‌‌                                 

New‌ ‌Wave‌ ‌cinema.‌ ‌Names‌‌like‌‌François‌‌Truffaut‌‌and‌‌Eric‌‌Rohmer‌‌figured‌‌among‌‌critics‌‌and‌‌                           

directors‌‌who‌‌contributed‌‌to‌‌the‌‌magazine.‌‌André‌‌Bazin,‌‌one‌‌of‌‌the‌‌founders‌‌of‌‌the‌‌magazine,‌‌                             

published‌ ‌the‌ ‌article‌ ‌‌Politique‌ ‌des‌ ‌Auteurs‌‌ ‌in‌ ‌1957.‌ ‌ 

The‌ ‌‌auteur‌ ‌was‌ ‌a‌ ‌concept‌ ‌used‌ ‌to‌ ‌define‌ ‌a‌ ‌director‌ ‌with‌ ‌a‌ ‌strong‌ ‌signature‌ ‌who‌‌                             

produced‌ ‌creative‌ ‌art‌ ‌through‌ ‌filmmaking.‌ ‌The‌ ‌film‌ ‌production‌ ‌is‌ ‌seen‌ ‌as‌ ‌a‌ ‌text‌ ‌in‌ ‌a‌ ‌broad‌‌                               

sense,‌‌whereas‌‌the‌‌director‌‌assumes‌‌the‌‌role‌‌of‌‌an‌‌author.‌‌The‌‌director/‌‌author‌‌is‌‌responsible‌‌for‌‌                               

selecting‌ ‌tools‌ ‌to‌ ‌build‌ ‌his/her‌ ‌craft‌ ‌and‌ ‌convey‌ ‌his‌ ‌message,‌ ‌creating‌ ‌his/her‌ ‌own‌ ‌set‌ ‌of‌‌                             

languages‌‌that‌‌compose‌‌his‌‌/her‌‌signature.‌‌Within‌‌the‌‌concept‌‌of‌‌‌auteur‌,‌‌the‌‌director‌‌then‌‌carries‌‌                             

the‌ ‌responsibility‌ ‌of‌ ‌projecting‌ ‌his/her‌ ‌creativeness‌ ‌into‌ ‌the‌ ‌construction‌ ‌of‌ ‌his/her‌ ‌work,‌‌                       

building‌‌his/her‌‌signature.‌‌According‌‌to‌‌André‌‌Bazin‌‌(1957,‌‌p.‌‌255),‌‌being‌‌an‌‌auteur‌‌means‌‌to‌‌                             

be‌ ‌a‌ ‌subject‌ ‌that‌ ‌speaks‌ ‌in‌ ‌the‌ ‌first‌ ‌person:‌ ‌ 

‌ 

To‌ ‌a‌ ‌certain‌ ‌extent‌ ‌at‌ ‌least,‌ ‌the‌ ‌‌auteur‌ ‌is‌ ‌a‌ ‌subject‌ ‌to‌ ‌himself;‌ ‌whatever‌‌                           
the‌ ‌scenario,‌ ‌he‌ ‌always‌ ‌tells‌ ‌the‌ ‌same‌‌story,‌ ‌or,‌ ‌in‌ ‌case‌ ‌the‌‌word‌‌‘story’‌‌                           
is‌ ‌confusing,‌ ‌let’s‌ ‌say‌ ‌he‌ ‌has‌ ‌the‌ ‌same‌ ‌attitude‌ ‌and‌ ‌passes‌ ‌the‌ ‌same‌‌                         
moral‌ ‌judgments‌ ‌on‌ ‌the‌ ‌action‌ ‌and‌ ‌on‌ ‌the‌ ‌characters.‌ ‌Jacques‌ ‌Rivette‌‌                     
has‌ ‌said‌ ‌that‌ ‌an‌ ‌‌auteur‌ ‌is‌ ‌someone‌‌who‌‌speaks‌ ‌in‌ ‌the‌‌first‌‌person.‌‌It’s‌‌a‌‌                             
good‌ ‌definition;‌ ‌let’s‌ ‌adopt‌ ‌it.‌ ‌ 

‌ 

This‌ ‌quote‌ ‌emphasizes‌ ‌the‌ ‌importance‌ ‌of‌ ‌the‌ ‌‌auteur‌ ‌discussed‌ ‌before‌ ‌and‌ ‌brings‌‌                       

attention‌ ‌to‌‌the‌‌broader‌‌concept‌‌of‌‌an‌‌‌auteur‌.‌‌The‌‌signature‌‌functions‌‌as‌‌traces‌‌inserted‌‌by‌‌the‌‌                               

director‌‌in‌‌the‌‌film‌‌so‌‌that‌‌the‌‌viewers‌‌can‌‌distinguish‌‌his/her‌‌style‌‌in‌‌every‌‌new‌‌production.‌‌It‌‌is‌ ‌                                   

about‌ ‌perceiving‌ ‌singular‌ ‌traces‌ ‌that‌ ‌make‌ ‌the‌ ‌‌auteur‌ ‌unique.‌ ‌It‌ ‌consists‌ ‌of‌ ‌“choosing‌ ‌the‌‌                           

personal‌‌factor‌‌in‌‌artistic‌‌creation‌‌as‌‌a‌‌standard‌‌of‌‌reference,‌‌and‌‌then‌‌assuming‌‌that‌‌it‌‌continues‌‌                               

and‌ ‌even‌ ‌progresses‌ ‌from‌ ‌one‌ ‌film‌ ‌to‌ ‌the‌ ‌next”‌ ‌(BAZIN,‌ ‌1957,‌ ‌p.‌ ‌255).‌ ‌In‌ ‌‌politique‌ ‌des‌‌                               
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auteurs‌,‌ ‌Bazin‌ ‌clarifies‌ ‌these‌ ‌questions‌ ‌and‌ ‌defines‌ ‌these‌ ‌traces‌ ‌left‌ ‌by‌ ‌the‌ ‌director‌ ‌in‌ ‌the‌‌                             

production,‌ ‌allowing‌ ‌the‌ ‌scrutiny‌ ‌of‌ ‌films‌ ‌helping‌ ‌critics‌ ‌to‌ ‌distinguish‌ ‌art‌ ‌cinema‌ ‌from‌‌                         

commercial‌ ‌cinema.‌ ‌ 

Nevertheless,‌ ‌it‌ ‌is‌ ‌important‌ ‌to‌ ‌reinforce‌ ‌that‌ ‌the‌ ‌‌auteur‌ ‌theory‌ ‌is‌ ‌not‌ ‌common‌ ‌sense‌‌                           

among‌ ‌the‌ ‌critics.‌ ‌Even‌ ‌though‌ ‌it‌ ‌has‌ ‌been‌ ‌discussed‌ ‌since‌ ‌before‌‌the‌‌creation‌‌of‌‌‌Cahiers‌‌du‌‌                               

cinema‌,‌‌it‌‌was‌‌not‌‌constructed‌‌formally‌‌as‌‌a‌‌single‌‌method‌‌of‌‌investigation.‌‌Peter‌‌Wollen‌‌(1972,‌‌                             

p.‌ ‌77)‌ ‌explains‌ ‌the‌ ‌problematics‌ ‌of‌ ‌adopting‌ ‌the‌ ‌‌auteur‌‌ ‌theory‌ ‌as‌ ‌a‌ ‌scope‌ ‌of‌ ‌the‌ ‌investigation:‌ ‌ 

‌ 

The‌ ‌‌auteur‌ ‌theory‌ ‌grew‌‌up‌ ‌rather‌ ‌haphazardly;‌ ‌it‌ ‌was‌ ‌never‌ ‌elaborated‌‌                     
in‌ ‌programmatic‌ ‌terms,‌ ‌in‌ ‌a‌ ‌manifesto‌ ‌or‌ ‌collective‌ ‌statement.‌ ‌As‌ ‌a‌‌                     
result,‌ ‌it‌ ‌could‌ ‌be‌‌interpreted‌‌and‌‌applied‌‌on‌‌rather‌‌broad‌‌lines;‌‌different‌‌                       
critics‌ ‌developed‌‌somewhat‌ ‌different‌‌methods‌‌within‌‌a‌‌loose‌‌framework‌‌                 
of‌ ‌common‌ ‌attitudes.‌ ‌ 
‌ 

Wollen’s‌ ‌statement‌ ‌clarifies‌ ‌that‌ ‌the‌ ‌‌auteur‌ ‌theory‌ ‌implies‌ ‌the‌ ‌adoption‌ ‌of‌ ‌distinct‌‌                       

parameters‌‌to‌‌investigate‌‌different‌‌directors.‌‌Its‌‌loose‌‌construction‌‌allows‌‌critics‌‌to‌‌broaden‌‌their‌‌                         

studies‌‌on‌‌cinema,‌‌even‌‌though‌‌it‌‌does‌‌not‌‌constitute‌‌a‌‌single‌‌method‌‌rooted‌‌in‌‌a‌‌single‌‌theory.‌‌                                 

On‌‌the‌‌other‌‌hand,‌‌studies‌‌based‌‌on‌‌the‌‌notion‌‌of‌‌‌auteur‌‌‌keep‌‌being‌‌performed‌‌with‌‌consistent‌‌                               

contributions‌‌to‌‌film‌‌studies,‌‌as‌‌seen‌‌in‌‌Massias’s‌‌research‌‌on‌‌the‌‌Cohen‌‌Brothers’‌‌production.‌‌                           

In‌ ‌order‌ ‌to‌ ‌discuss‌ ‌Von‌‌Trier’s‌‌authorship‌‌as‌‌a‌‌director,‌‌it‌‌is‌‌necessary‌‌to‌‌address‌‌his‌‌style,‌‌the‌‌                                   

traces‌ ‌of‌ ‌his‌ ‌signature‌ ‌as‌ ‌an‌ ‌‌auteur‌.‌ ‌ 

Lars‌ ‌Von‌ ‌Trier‌ ‌is‌ ‌known‌ ‌for‌ ‌his‌ ‌controversial‌ ‌style‌ ‌due‌ ‌to‌ ‌the‌ ‌choice‌ ‌of‌ ‌the‌‌                             

theme/content‌‌and‌‌the‌‌composition/structure‌‌that‌‌frequently‌‌shock‌‌both‌‌the‌‌audience‌‌and‌‌critics.‌‌                       

Subjects‌‌such‌‌as‌‌violence,‌‌sex‌‌addiction,‌‌depression‌‌and‌‌more‌‌recently,‌‌the‌‌serial‌‌killer’s‌‌sadism‌‌                           

are‌ ‌examples‌ ‌of‌ ‌his‌ ‌works’‌ ‌main‌ ‌themes,‌ ‌frequently‌ ‌combined‌ ‌with‌ ‌a‌ ‌constant‌ ‌critique‌ ‌of‌‌                           

society‌ ‌and‌ ‌its‌ ‌behavior.‌ ‌These‌ ‌elements‌‌are‌‌often‌‌conveyed‌‌in‌‌his‌‌films‌‌through‌‌idiosyncratic‌‌                           

cinematographic‌ ‌techniques‌ ‌composing‌ ‌his‌ ‌filmmaking‌ ‌style.‌ ‌For‌ ‌instance,‌ ‌frequently,‌ ‌the‌‌                   

presence‌ ‌of‌ ‌other‌ ‌media‌ ‌such‌ ‌as‌ ‌art,‌ ‌music,‌ ‌and‌ ‌photography‌ ‌in‌ ‌films‌ ‌helps‌ ‌address‌ ‌critical‌‌                             

issues‌ ‌in‌ ‌presenting‌ ‌a‌ ‌theme.‌ ‌ 

The‌ ‌combination‌ ‌of‌ ‌those‌ ‌elements‌ ‌resulting‌ ‌from‌ ‌the‌ ‌director’s‌ ‌choice‌ ‌composes‌ ‌his‌‌                       

/her‌ ‌art‌ ‌or‌ ‌artistic‌ ‌creation.‌ ‌They‌ ‌are‌ ‌usually‌ ‌selected‌ ‌with‌ ‌a‌ ‌specific‌ ‌expressive‌ ‌purpose:‌ ‌To‌‌                             

shock,‌‌create‌‌empathy,‌‌and‌‌build‌‌a‌‌connection‌‌between‌‌reality‌‌and‌‌fantasy‌‌or‌‌simply‌‌provoke‌‌a‌‌                             

sensation‌ ‌in‌ ‌the‌ ‌viewer‌ ‌that‌ ‌leads‌ ‌him/her‌ ‌to‌ ‌question‌ ‌about‌ ‌the‌ ‌thematic‌ ‌or‌ ‌even‌ ‌how‌ ‌a‌‌                               

particular‌ ‌thematic‌ ‌is‌ ‌addressed‌ ‌in‌ ‌society.‌ ‌These‌ ‌issues‌ ‌might‌ ‌hover‌ ‌around‌ ‌the‌ ‌filmmakers‌‌                         

while‌‌creating‌‌their‌‌new‌‌production‌‌and‌‌new‌‌art.‌‌Furthermore,‌‌an‌‌important‌‌point‌‌to‌‌remember‌‌                           

is‌ ‌that:‌ ‌the‌ ‌director‌ ‌makes‌ ‌choices‌ ‌for‌ ‌addressing‌ ‌specific‌ ‌themes/‌ ‌ideas‌ ‌and‌ ‌how‌ ‌they‌ ‌are‌‌                             
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addressed‌‌in‌‌the‌‌production.‌‌For‌‌instance,‌‌the‌‌camera‌‌position‌‌might‌‌mirror‌‌the‌‌director’s‌‌point‌‌                           

of‌‌view‌‌in‌‌certain‌‌scenes‌‌frequently‌‌overlapping‌‌by‌‌a‌‌specific‌‌character’s‌‌viewpoint.‌‌As‌‌a‌‌result,‌‌                             

the‌‌viewer‌‌is‌‌confronted‌‌with‌‌the‌‌image‌‌conceived‌‌in‌‌the‌‌mind‌‌of‌‌the‌‌director‌‌and‌‌translated‌‌into‌‌                                 

his/her‌‌production‌‌as‌‌the‌‌theme‌‌and‌‌how‌‌he‌‌addresses‌‌it,‌‌which‌‌leads‌‌to‌‌the‌‌expected‌‌expressive‌‌                               

effect.‌ ‌ 

Lars‌ ‌Von‌ ‌Trier‌ ‌has‌ ‌a‌ ‌distinctive‌ ‌style‌ ‌considering‌ ‌camera‌ ‌use‌ ‌in‌ ‌his‌ ‌productions.‌ ‌The‌‌                           

director‌‌builds‌‌a‌‌scenario‌‌where‌‌the‌‌actors‌‌are‌‌free‌‌to‌‌engage‌‌in‌‌improvisation‌‌technique‌‌in‌‌front‌‌                               

of‌ ‌the‌ ‌camera,‌ ‌allowing‌ ‌natural‌ ‌movements.‌ ‌The‌ ‌camera‌ ‌sometimes‌ ‌is‌ ‌not‌ ‌even‌‌visible‌‌to‌‌the‌‌                             

actors‌ ‌in‌ ‌order‌ ‌to‌ ‌make‌ ‌them‌ ‌feel‌ ‌comfortable‌ ‌to‌ ‌act‌ ‌in‌ ‌their‌ ‌own‌ ‌ways.‌ ‌That‌ ‌is‌ ‌one‌ ‌of‌ ‌Von‌‌                                     

Trier’s‌‌signatures,‌‌which‌‌allows‌‌the‌‌viewer‌‌to‌‌feel‌‌as‌‌if‌‌he/she‌‌were‌‌watching‌‌a‌‌documentary‌‌in‌‌                               

a‌‌scenario‌‌where‌‌everything‌‌is‌‌delivered‌‌embedded‌‌in‌‌authentic‌‌and‌‌organic‌‌expressive‌‌effects.‌‌                         

Grasping‌ ‌the‌ ‌director’s‌ ‌style‌ ‌means‌ ‌deepening‌‌the‌‌understanding‌‌of‌‌the‌‌director’s‌‌perspective.‌‌                       

The‌ ‌style‌ ‌is‌ ‌the‌ ‌language‌ ‌the‌ ‌filmmaker‌ ‌uses‌ ‌to‌ ‌communicate‌ ‌to‌ ‌the‌ ‌audience‌ ‌and‌ ‌deliver‌ ‌a‌‌                               

message.‌ ‌ 

Pointing‌ ‌out‌ ‌the‌ ‌techniques‌ ‌used‌ ‌by‌ ‌a‌ ‌director‌ ‌in‌ ‌a‌ ‌film‌ ‌is‌ ‌essential‌ ‌to‌ ‌identify‌‌his/her‌‌                               

style‌‌and‌‌deepen‌‌the‌‌overall‌‌understanding.‌‌Lars‌‌Von‌‌Trier‌‌makes‌‌his‌‌style‌‌explicit:‌‌the‌‌thematic‌‌                             

content‌ ‌and‌ ‌the‌ ‌way‌ ‌he‌ ‌approaches‌ ‌and‌ ‌inserts‌ ‌it‌ ‌in‌ ‌the‌ ‌productions‌ ‌are‌ ‌distinct‌ ‌compared‌‌to‌‌                               

other‌‌directors.‌‌Identifying‌‌his‌‌style‌‌allows‌‌the‌‌viewer‌‌to‌‌grasp‌‌the‌‌message‌‌he‌‌wants‌‌to‌‌convey‌‌                               

and‌ ‌understand‌ ‌the‌ ‌techniques‌ ‌used‌ ‌to‌ ‌compose‌ ‌his‌ ‌art‌ ‌that‌ ‌has‌ ‌sometimes‌ ‌been‌ ‌a‌ ‌startling‌‌                             

portrait‌ ‌of‌ ‌society.‌ ‌ 

Throughout‌ ‌the‌ ‌production,‌ ‌it‌ ‌is‌ ‌possible‌ ‌to‌ ‌identify‌ ‌the‌ ‌elements‌ ‌that‌ ‌compose‌ ‌the‌‌                         

director’s‌‌style.‌‌The‌‌director‌‌inserts‌‌footage‌‌of‌‌actual‌‌events‌‌that‌‌occurred‌‌in‌‌reality,‌‌such‌‌as‌‌the‌‌                               

hunting‌ ‌of‌ ‌a‌ ‌lamb‌ ‌or‌ ‌a‌ ‌deer‌ ‌or‌ ‌records‌ ‌of‌ ‌the‌ ‌Second‌ ‌World‌ ‌War,‌ ‌among‌ ‌others‌ ‌in‌ ‌the‌ ‌film,‌‌                                     

combining‌‌them‌‌with‌‌scenes‌‌shot‌‌in‌‌a‌‌straight‌‌angle,‌‌through‌‌a‌‌hand-held‌‌camera,‌‌producing‌‌a‌‌                             

documentary‌‌effect.‌‌The‌‌film’s‌‌framing‌‌varies‌‌from‌‌medium‌‌close-ups‌‌and‌‌extreme‌‌long‌‌shots,‌‌                         

which‌ ‌creates‌ ‌a‌ ‌movement‌ ‌of‌ ‌proximity/‌ ‌distancing/‌ ‌proximity‌ ‌between‌ ‌the‌ ‌audience‌ ‌and‌ ‌the‌‌                         

characters,‌‌producing‌‌an‌‌effect‌‌of‌‌intimacy.‌‌In‌‌the‌‌scene‌‌where‌‌the‌‌first‌‌female‌‌victim‌‌is‌‌caught‌‌                               

in‌ ‌Jack’s‌ ‌car,‌ ‌the‌ ‌audience‌ ‌also‌ ‌experiences‌ ‌the‌ ‌sensation‌ ‌of‌ ‌being‌ ‌caught‌ ‌by‌ ‌him.‌ ‌A‌ ‌sense‌‌                               

conveyed‌‌through‌‌an‌‌intense‌‌game‌‌established‌‌by‌‌the‌‌camera‌‌angle‌‌that‌‌provides‌‌Jack’s‌‌glances‌‌                           

in‌‌his‌‌victim,‌‌which‌‌allow‌‌the‌‌viewer‌‌to‌‌feel‌‌the‌‌tension‌‌between‌‌the‌‌characters,‌‌seen‌‌in‌‌image‌‌                                 

1.‌ ‌ ‌   

‌ 
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Image‌ ‌1:‌ ‌A‌ ‌shot‌ ‌in‌ ‌close-up,‌ ‌revealing‌ ‌the‌ ‌feeling‌ ‌of‌ ‌the‌ ‌character‌ ‌(VON‌ ‌TRIER,‌ ‌2018)‌ ‌ 

‌ 

The‌ ‌camera‌ ‌distance‌ ‌is‌ ‌essential‌ ‌for‌ ‌the‌ ‌audience‌ ‌to‌ ‌grasp‌ ‌the‌ ‌tension‌ ‌and‌ ‌shift‌ ‌of‌‌                             

perspective‌ ‌from‌ ‌Jack‌ ‌to‌ ‌his‌ ‌victims,‌ ‌and‌ ‌its‌ ‌movement‌ ‌also‌ ‌conveys‌ ‌a‌ ‌documentary‌ ‌effect.‌‌                           

They‌‌allow‌‌the‌‌viewers‌‌to‌‌closely‌‌observe‌‌the‌‌feelings‌‌expressed‌‌by‌‌the‌‌characters‌‌so‌‌they‌‌can‌‌                               

grasp‌ ‌how‌ ‌they‌ ‌react‌ ‌to‌ ‌the‌ ‌events‌ ‌and‌ ‌situations‌ ‌presented‌ ‌in‌ ‌the‌ ‌narrative.‌ ‌ 

Another‌ ‌aspect‌ ‌crucial‌ ‌for‌ ‌understanding‌ ‌the‌ ‌director’s‌ ‌style‌ ‌is‌ ‌the‌ ‌intense‌ ‌use‌ ‌of‌‌                         

references‌ ‌from‌ ‌different‌ ‌types‌ ‌of‌ ‌art‌ ‌in‌ ‌the‌ ‌composition,‌ ‌defined‌ ‌as‌ ‌‌intermediality,‌ ‌which‌ ‌is‌‌                           

explored‌ ‌in‌ ‌the‌ ‌next‌ ‌topic.‌ ‌Combined‌ ‌with‌ ‌this‌ ‌technique‌ ‌with‌ ‌controversial‌ ‌themes,‌ ‌the‌‌                         

experience‌ ‌of‌ ‌watching‌ ‌von‌ ‌Trier’s‌ ‌production‌ ‌is‌ ‌disturbing‌ ‌and‌ ‌uncomfortable.‌ ‌Such‌‌                     

uneasiness‌ ‌is‌ ‌provoked‌ ‌by‌ ‌the‌ ‌way‌ ‌the‌ ‌production‌ ‌addresses‌ ‌the‌ ‌atrocities‌ ‌humanity‌ ‌can‌‌                         

commit,‌ ‌being‌ ‌illustrated‌ ‌through‌ ‌rough‌ ‌images‌ ‌and‌ ‌scenes‌ ‌with‌ ‌documentary‌ ‌expressive‌‌                     

camera‌ ‌angles‌ ‌and‌ ‌movements.‌ ‌ 

‌ 

Narration‌ ‌in‌ ‌Von‌ ‌Trier’s‌ ‌‌The‌ ‌house‌ ‌that‌ ‌Jack‌ ‌built‌ ‌ 

‌ 

David‌ ‌Bordwell‌ ‌(2008)‌ ‌divided‌ ‌film‌ ‌narrative‌ ‌into‌ ‌three‌ ‌dimensions:‌ ‌the‌‌Story‌‌World,‌‌                       

Plot‌ ‌structure,‌ ‌and‌ ‌Narration.‌‌The‌‌first‌‌dimension,‌‌the‌‌Story‌‌World,‌‌concerns‌‌the‌‌surroundings‌‌                         

and‌‌the‌‌construction‌‌of‌‌the‌‌story’s‌‌environment.‌‌It‌‌focuses‌‌on‌‌the‌‌elements‌‌that‌‌will‌‌be‌‌essential‌‌                               

to‌‌the‌‌narrative’s‌‌development.‌‌In‌‌‌The‌‌house‌‌that‌‌Jack‌‌built‌,‌‌the‌‌scenario‌‌is‌‌composed‌‌of‌‌places‌‌                               

familiar‌ ‌to‌ ‌our‌ ‌everyday‌ ‌lives,‌ ‌such‌ ‌as‌ ‌a‌ ‌road,‌ ‌a‌ ‌park,‌ ‌or‌ ‌homes‌ ‌where‌ ‌Jack‌ ‌visits.‌ ‌ 

On‌ ‌the‌ ‌other‌ ‌hand,‌ ‌a‌ ‌few‌ ‌places‌ ‌appear‌ ‌in‌ ‌the‌ ‌film‌ ‌more‌ ‌than‌ ‌once‌ ‌as‌ ‌Jack’s‌ ‌storage‌‌                                 

room‌ ‌where‌ ‌he‌ ‌keeps‌ ‌all‌ ‌victims’‌ ‌bodies.‌ ‌Another‌ ‌element‌ ‌present‌ ‌in‌ ‌the‌ ‌story‌ ‌world’s‌‌                           

construction‌ ‌is‌ ‌a‌ ‌protagonist’s‌ ‌presence.‌ ‌Sometimes‌ ‌in‌ ‌certain‌ ‌movies,‌ ‌the‌ ‌protagonist‌ ‌is‌ ‌not‌‌                         

clearly‌ ‌defined,‌ ‌creating‌ ‌a‌ ‌mysterious‌ ‌and‌ ‌confusing‌ ‌atmosphere.‌ ‌The‌ ‌identification‌‌of‌‌such‌‌a‌‌                         

character‌ ‌depends‌ ‌on‌ ‌how‌ ‌much‌ ‌they‌ ‌appear‌ ‌in‌ ‌the‌ ‌production.‌ ‌ 

In‌ ‌addition,‌ ‌there‌ ‌are‌ ‌cases‌ ‌in‌ ‌which‌ ‌the‌ ‌protagonist‌ ‌shares‌ ‌his/her‌ ‌role‌ ‌with‌ ‌another‌‌                           

character‌ ‌who‌ ‌happens‌ ‌to‌ ‌appear‌ ‌repeatedly‌‌in‌‌many‌‌scenes,‌‌trying‌‌to‌‌fight‌‌him/her‌‌who‌‌is‌‌in‌‌                               
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the‌‌center‌‌of‌‌the‌‌plot.‌‌In‌‌that‌‌case,‌‌we‌‌can‌‌call‌‌him/‌‌her‌‌antagonist‌‌-‌‌“the‌‌warrior‌‌who‌‌opposes‌‌                                     

the‌‌protagonist.”‌‌(BORDWELL,‌‌2008,‌‌p.7)‌‌The‌‌antagonist‌‌in‌‌‌The‌‌house‌‌that‌‌Jack‌‌built‌‌‌can‌‌be‌‌                             

considered‌ ‌Virgil,‌ ‌the‌ ‌man‌ ‌who‌ ‌appears‌ ‌to‌ ‌question‌ ‌Jack‌ ‌about‌ ‌his‌ ‌actions‌ ‌and‌ ‌choices‌ ‌from‌‌                             

time‌ ‌to‌‌time.‌‌The‌‌movie‌‌flows‌‌in‌‌a‌‌dialogue‌‌between‌‌Jack‌‌and‌‌Virgil,‌‌who‌‌continuously‌‌gives‌‌                               

Jack,‌ ‌the‌ ‌protagonist,‌ ‌a‌ ‌reason‌ ‌to‌ ‌think‌ ‌and‌ ‌fight‌ ‌his‌ ‌inner‌ ‌problems.‌ ‌ 

The‌‌second‌‌dimension‌‌of‌‌film‌‌narrative‌‌is‌‌called‌‌plot‌‌structure.‌‌This‌‌dimension‌‌concerns‌‌                         

the‌‌“arrangement‌‌of‌‌the‌‌parts‌‌of‌‌the‌‌narrative‌‌as‌‌we‌‌have‌‌it.”‌‌(BORDWELL,‌‌2008,‌‌p.‌‌6).‌‌The‌‌                                 

plot‌‌structure‌‌involves‌‌the‌‌organization‌‌of‌‌the‌‌temporal‌‌line‌‌in‌‌the‌‌narrative‌‌and‌‌the‌‌manner‌‌how‌‌                               

it‌ ‌is‌ ‌embedded‌ ‌in‌ ‌the‌‌story‌‌world’s‌‌construction‌‌and‌‌development.‌‌On‌‌that‌‌matter,‌‌the‌‌movie’s‌‌                             

division‌‌is‌‌an‌‌essential‌‌factor‌‌to‌‌this‌‌dimension.‌‌In‌‌The‌‌house‌‌that‌‌Jack‌‌built‌,‌‌we‌‌have‌‌an‌‌inner‌‌                                   

division‌ ‌responsible‌ ‌for‌ ‌organizing‌ ‌the‌ ‌narrative‌ ‌according‌ ‌to‌ ‌Jack’s‌ ‌murders,‌ ‌agreeing‌ ‌to‌ ‌his‌‌                         

character’s‌‌development.‌‌They‌‌are‌‌divided‌‌into‌‌five‌‌“incidents”‌‌that‌‌follow‌‌each‌‌victim‌‌and‌‌the‌‌                           

events‌‌that‌‌happened‌‌during‌‌the‌‌acts.‌‌The‌‌first‌‌one‌‌is‌‌about‌‌the‌‌first‌‌woman‌‌he‌‌murdered;‌‌at‌‌the‌‌                                   

moment,‌‌she‌‌was‌‌only‌‌asking‌‌for‌‌help‌‌to‌‌fix‌‌her‌‌broken‌‌car.‌‌The‌‌viewer‌‌then‌‌faces‌‌Jack’s‌‌first‌‌                                   

murder‌‌and‌‌reaction‌‌towards‌‌the‌‌killing‌‌act.‌‌In‌‌the‌‌second‌‌incident,‌‌Jack’s‌‌chase‌‌concerning‌‌his‌‌                             

next‌‌victim‌‌is‌‌presented.‌‌He‌‌follows‌‌her‌‌and,‌‌with‌‌a‌‌clumsy‌‌action,‌‌commits‌‌the‌‌crime.‌‌The‌‌first‌‌                                 

contact‌‌with‌‌the‌‌police‌‌also‌‌happens‌‌following‌‌his‌‌murderous‌‌act,‌‌although‌‌it‌‌does‌‌not‌‌result‌‌in‌‌                               

suspicion‌ ‌or‌ ‌arrest.‌ ‌ 

The‌‌third‌‌incident‌‌focuses‌‌on‌‌the‌‌serial‌‌killer’s‌‌life‌‌after‌‌the‌‌previous‌‌acts.‌‌It‌‌shows‌‌him‌‌                               

trying‌ ‌to‌ ‌live‌ ‌an‌ ‌ordinary‌ ‌life,‌ ‌along‌ ‌with‌ ‌his‌ ‌new‌ ‌girlfriend‌ ‌and‌ ‌two‌ ‌stepchildren.‌ ‌Later,‌ ‌the‌‌                               

spectator‌‌is‌‌presented‌‌with‌‌the‌‌following‌‌crime‌‌committed‌‌against‌‌his‌‌new‌‌family‌‌members.‌‌He‌‌                           

plans‌‌to‌‌lead‌‌his‌‌girlfriend‌‌and‌‌her‌‌sons‌‌to‌‌an‌‌isolated‌‌place,‌‌to‌‌teach‌‌them‌‌to‌‌haunt.‌‌What‌‌they‌‌                                     

did‌ ‌not‌ ‌know,‌ ‌however,‌ ‌is‌ ‌that‌ ‌they‌ ‌are‌ ‌the‌ ‌prey.‌ ‌The‌‌fourth‌‌incident‌‌presents‌‌the‌‌serial‌‌killer‌‌                                 

with‌‌another‌‌woman,‌‌to‌‌whom‌‌he‌‌appears‌‌to‌‌enjoy‌‌the‌‌company.‌‌That‌‌is‌‌when‌‌he‌‌confesses‌‌his‌‌                                 

crimes,‌ ‌saying‌ ‌he‌ ‌killed‌‌over‌‌60‌‌people‌‌by‌‌that‌‌moment.‌‌The‌‌victim‌‌then‌‌tries‌‌to‌‌run‌‌but‌‌fails,‌‌                                   

and‌‌Jack‌‌explains‌‌that‌‌people‌‌only‌‌help‌‌when‌‌it‌‌is‌‌convenient‌‌for‌‌them.‌‌An‌‌entire‌‌demonstration‌‌                               

of‌ ‌lack‌ ‌of‌ ‌empathy‌ ‌and‌ ‌humanity‌ ‌is‌ ‌presented‌ ‌philosophically‌ ‌and‌ ‌cruelly‌ ‌in‌ ‌the‌ ‌production.‌‌ ‌  

In‌ ‌the‌ ‌last‌ ‌incident,‌ ‌the‌ ‌killer‌ ‌attempts‌ ‌to‌ ‌murder‌ ‌six‌ ‌people‌‌with‌‌a‌‌single‌‌bullet.‌‌From‌‌                               

that‌ ‌moment‌ ‌on,‌ ‌his‌ ‌plans‌‌start‌‌to‌‌fail,‌‌leaving‌‌him‌‌at‌‌the‌‌mercy‌‌of‌‌the‌‌cops,‌‌who‌‌are‌‌ready‌‌to‌‌                                       

arrest‌ ‌him.‌ ‌He‌ ‌then‌ ‌fights‌ ‌against‌ ‌his‌ ‌unfortunate‌ ‌fate‌ ‌and‌ ‌tries‌ ‌once‌ ‌more‌ ‌to‌ ‌unlock‌ ‌the‌‌                               

mysterious‌ ‌door‌ ‌in‌ ‌the‌ ‌storage‌ ‌room‌ ‌full‌ ‌of‌ ‌his‌‌victims’‌‌bodies.‌‌When‌‌he‌‌finally‌‌succeeds,‌‌he‌‌                               

starts‌ ‌to‌ ‌revive‌ ‌all‌ ‌of‌ ‌his‌ ‌actions‌ ‌and‌ ‌decides‌ ‌to‌ ‌build‌ ‌a‌ ‌house‌ ‌made‌ ‌of‌‌the‌‌remaining‌‌bodies.‌‌                                   

Virgil‌‌then‌‌starts‌‌questioning‌‌him‌‌about‌‌his‌‌final‌‌decision‌‌concerning‌‌his‌‌escape‌‌from‌‌the‌‌police.‌‌                             

Then‌‌Jack‌‌falls‌‌into‌‌a‌‌hole,‌‌the‌‌only‌‌way‌‌out‌‌in‌‌the‌‌mysterious‌‌room,‌‌condemned‌‌to‌‌a‌‌common‌‌                                   

REVISTA‌ ‌LITERALMENTE,‌ ‌João‌ ‌Pessoa-PB,‌ ‌vol.‌ ‌1,‌ ‌n.‌ ‌1,‌ ‌jan./jun.,‌ ‌2021‌   ‌|‌   ‌LIGEPSI-UFPB‌ ‌ 
‌ 



 ‌‌Manuella‌ ‌Braga‌ ‌de‌ ‌ALMEIDA‌‌ ‌e‌ ‌‌Sandra‌ ‌Mina‌ ‌TAKAKURA‌‌   ‌44‌ ‌ 

fear:‌‌death.‌‌This‌‌narrative‌‌arrangement‌‌allows‌‌the‌‌viewer‌‌to‌‌find‌‌an‌‌organization‌‌to‌‌understand‌‌                           

the‌‌character’s‌‌construction.‌‌It‌‌shows‌‌the‌‌development‌‌of‌‌Jack’s‌‌personality‌‌through‌‌his‌‌actions‌‌                         

to‌ ‌fulfil‌ ‌his‌ ‌desires.‌ ‌ 

The‌ ‌last‌ ‌dimension,‌ ‌narration,‌ ‌concerns‌ ‌the‌ ‌“moment-by-moment‌ ‌flow‌ ‌of‌ ‌information‌‌                   

about‌ ‌the‌ ‌story‌ ‌world.”‌ ‌(BORDWELL,‌ ‌2008.‌ ‌p.‌ ‌6)‌ ‌This‌ ‌dimension‌ ‌focuses‌ ‌on‌ ‌how‌ ‌the‌‌                           

audience‌ ‌will‌ ‌perceive‌ ‌and‌ ‌understand‌ ‌the‌ ‌story‌ ‌presented‌ ‌by‌ ‌the‌ ‌director.‌ ‌However,‌ ‌it‌ ‌is‌‌                           

essential‌‌to‌‌point‌‌out‌‌that‌‌every‌‌viewer‌‌does‌‌not‌‌apprehend‌‌the‌‌story‌‌in‌‌the‌‌same‌‌way.‌‌The‌‌effect‌‌                                   

on‌ ‌the‌ ‌viewer‌ ‌might‌ ‌vary,‌ ‌considering‌ ‌that‌ ‌individuals‌ ‌interpret‌ ‌life‌ ‌in‌ ‌distinct‌ ‌ways.‌ ‌ 

Narration‌ ‌conducts‌ ‌the‌ ‌viewer‌ ‌through‌ ‌the‌ ‌arrangement‌ ‌of‌ ‌the‌ ‌story‌ ‌centred‌ ‌on‌ ‌a‌‌                         

character.‌ ‌In‌ ‌Von‌ ‌Trier’s‌ ‌film,‌ ‌Jack’s‌ ‌sadistic‌‌actions‌‌lead‌‌the‌‌audience‌‌to‌‌question‌‌what‌‌made‌‌                             

him‌ ‌become‌ ‌such‌ ‌a‌ ‌‌monster‌.‌ ‌The‌ ‌director‌ ‌gives‌ ‌the‌ ‌audience‌ ‌a‌ ‌preview‌ ‌of‌ ‌the‌ ‌protagonist’s‌‌                             

childhood‌‌and‌‌the‌‌events‌‌that‌‌followed‌‌through‌‌his‌‌journey,‌‌allowing‌‌the‌‌viewer‌‌to‌‌understand‌‌                           

the‌ ‌character’s‌ ‌development‌ ‌in‌ ‌the‌ ‌story.‌ ‌ 

Bordwell‌ ‌(2008)‌ ‌claims‌ ‌that‌ ‌the‌ ‌style‌ ‌and‌ ‌the‌ ‌‌syuzhet‌ ‌must‌ ‌interact‌ ‌to‌ ‌construct‌ ‌the‌‌                           

cinematic‌ ‌narration.‌ ‌In‌ ‌‌The‌ ‌house‌ ‌that‌ ‌Jack‌ ‌built‌ ‌is‌ ‌possible‌ ‌to‌ ‌identify‌ ‌some‌ ‌elements‌ ‌that‌‌                             

combine‌ ‌both‌ ‌style‌‌and‌‌‌syuzhet‌‌to‌‌cause‌‌an‌‌effect‌‌on‌‌the‌‌viewer.‌‌An‌‌example‌‌can‌‌be‌‌found‌‌in‌‌                                   

the‌‌use‌‌of‌‌techniques‌‌such‌‌as‌‌the‌‌flashback‌‌mentioned‌‌before,‌‌exposing‌‌Jack’s‌‌childhood.‌‌Such‌‌                           

a‌ ‌tool‌ ‌may‌ ‌give‌ ‌an‌ ‌atmosphere‌ ‌of‌ ‌suspense‌ ‌or‌ ‌provide‌ ‌new‌ ‌information‌ ‌essential‌ ‌to‌ ‌the‌ ‌story.‌ ‌ 

The‌‌cinematic‌‌narration‌‌also‌‌goes‌‌beyond‌‌the‌‌visual‌‌construction‌‌of‌‌a‌‌film.‌‌According‌‌to‌‌                           

David‌ ‌Bordwell‌ ‌(2008,‌ ‌p.15)‌ ‌ 

‌ 
In‌ ‌any‌‌event,‌ ‌a‌ ‌film’s‌ ‌syuzhet‌ ‌and‌‌style‌ ‌aren’t‌ ‌bound‌‌by‌ ‌the‌‌constraints‌‌                         
of‌ ‌verbal‌ ‌communication.‌ ‌Cinematic‌ ‌narration,‌ ‌being‌ ‌an‌ ‌audiovisual‌‌               
display‌ ‌rather‌ ‌than‌ ‌a‌ ‌written‌ ‌text,‌ ‌appropriates‌ ‌bits‌ ‌and‌ ‌pieces‌ ‌of‌ ‌the‌‌                       
communication‌ ‌model‌ ‌opportunistically.‌ ‌ 

‌ 

We‌ ‌can‌ ‌find‌ ‌the‌ ‌distinction‌ ‌between‌ ‌cinematic‌ ‌and‌ ‌literary‌ ‌narration‌ ‌since‌ ‌we‌ ‌have‌‌                         

different‌ ‌media.‌ ‌Therefore,‌ ‌those‌ ‌characteristics‌‌define‌‌the‌‌cinematic‌‌narration‌‌as‌‌a‌‌dimension,‌‌                       

contributing‌‌to‌‌the‌‌analysis‌‌of‌‌a‌‌film’s‌‌construction‌‌to‌‌understand‌‌and‌‌deepen‌‌the‌‌knowledge‌‌on‌‌                             

a‌ ‌subject‌ ‌ 

‌ 

Von‌ ‌Trier’s‌ ‌style:‌ ‌The‌ ‌Male‌ ‌Gaze‌ ‌ 

‌ 

In‌ ‌the‌ ‌narrative‌‌of‌‌the‌‌‌House‌‌that‌‌Jack‌‌Built‌,‌‌the‌‌viewer‌‌is‌‌provided‌‌with‌‌a‌‌compelling‌‌                               

character‌‌as‌‌the‌‌protagonist‌‌of‌‌the‌‌movie.‌‌Jack‌‌is‌‌presented‌‌as‌‌a‌‌psychopath‌‌with‌‌an‌‌addiction‌‌to‌‌                                 
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murder‌ ‌people,‌ ‌a‌ ‌serial‌ ‌killer.‌ ‌The‌ ‌psychopath‌ ‌killer‌ ‌has‌ ‌been‌ ‌illustrated‌ ‌in‌ ‌many‌ ‌previous‌‌                           

productions‌‌of‌‌the‌‌seventh‌‌art,‌‌such‌‌as‌‌Hannibal‌‌Lecter‌‌in‌‌‌Silence‌‌of‌‌the‌‌Lambs‌‌(1991),‌‌Norman‌‌                               

Bates‌‌in‌‌‌Psycho‌‌(1960),‌‌and‌‌Patrick‌‌Bateman‌‌in‌‌‌American‌‌Psycho‌‌(2000).‌‌All‌‌those‌‌characters‌‌                           

depicted‌ ‌in‌ ‌cinematic‌ ‌productions‌ ‌present‌ ‌the‌ ‌disturbing‌ ‌personality‌ ‌of‌ ‌a‌ ‌psychopath.‌ ‌ 

To‌ ‌understand‌ ‌the‌ ‌construction‌ ‌of‌ ‌the‌‌character‌‌in‌‌this‌‌story,‌‌it‌‌is‌‌essential‌‌to‌‌provide‌‌a‌‌                               

study‌ ‌on‌ ‌the‌ ‌psychopathology‌ ‌present‌ ‌in‌ ‌Jack’s‌ ‌inner‌ ‌self.‌ ‌Psychopathy‌ ‌can‌ ‌be‌ ‌defined‌ ‌as‌ ‌a‌‌                             

disorder‌ ‌of‌ ‌personality,‌ ‌which‌ ‌consists‌ ‌of‌ ‌a‌ ‌lack‌ ‌of‌ ‌boundaries‌‌in‌‌the‌‌subject’s‌‌consciousness.‌‌                           

Some‌‌traces‌‌that‌‌characterize‌‌psychopathy‌‌may‌‌be‌‌presented‌‌in‌‌childhood,‌‌usually‌‌triggered‌‌by‌‌                         

a‌‌traumatic‌‌event.‌‌For‌‌that‌‌reason,‌‌the‌‌relation‌‌to‌‌the‌‌external‌‌world‌‌is‌‌compromised,‌‌leading‌‌to‌‌                               

an‌‌extreme‌‌need‌‌to‌‌find‌‌sense‌‌or‌‌meaning‌‌in‌‌actions‌‌that‌‌ordinary‌‌people‌‌submitted‌‌to‌‌the‌‌rules‌‌                                 

of‌ ‌society‌ ‌usually‌ ‌avoid.‌ ‌It‌ ‌can‌ ‌be‌ ‌explained‌ ‌by‌ ‌the‌ ‌idea‌ ‌that‌ ‌“the‌ ‌psychopath‌ ‌will‌ ‌be‌ ‌in‌ ‌a‌‌                                   

chronic‌‌state‌‌of‌‌stimulation‌‌and‌‌sensation‌‌seeking‌‌and‌‌thus,‌‌explaining‌‌why‌‌psychopaths‌‌do‌‌not‌‌                           

become‌ ‌autonomically‌ ‌aroused‌ ‌to‌ ‌stimuli‌ ‌that‌ ‌would‌ ‌otherwise‌ ‌be‌ ‌stressful,‌ ‌exciting,‌ ‌or‌‌                       

frightening‌ ‌to‌ ‌non-psychopaths.”‌ ‌(ANH;‌ ‌BEECH,‌ ‌2006,‌ ‌p.‌ ‌3).‌ ‌ 

Therefore,‌ ‌such‌ ‌an‌ ‌idea‌ ‌can‌ ‌lead‌ ‌to‌ ‌one‌ ‌of‌ ‌the‌ ‌reasons‌ ‌why‌ ‌a‌ ‌serial‌ ‌killer‌ ‌fits‌ ‌in‌ ‌a‌‌                                   

psychopath’s‌ ‌profile,‌ ‌considering‌ ‌his/her‌ ‌need‌ ‌to‌ ‌seek‌ ‌prosecution‌ ‌on‌ ‌the‌ ‌number‌ ‌of‌ ‌victims,‌‌                         

ignoring‌ ‌social‌ ‌codes‌ ‌and‌ ‌principles‌ ‌in‌ ‌his/her‌ ‌pursuit.‌ ‌In‌ ‌addition,‌ ‌there‌ ‌is‌ ‌defiance‌ ‌to‌ ‌the‌‌                             

authorities‌‌in‌‌order‌‌to‌‌achieve‌‌an‌‌extent‌‌of‌‌the‌‌pleasure‌‌in‌‌the‌‌hunt‌‌for‌‌the‌‌next‌‌victim.‌‌That‌‌is‌‌an‌‌                                       

example‌‌we‌‌can‌‌find‌‌in‌‌Jack’s‌‌journey,‌‌especially‌‌in‌‌the‌‌last‌‌scenes‌‌of‌‌the‌‌production,‌‌in‌‌which‌‌                                 

the‌ ‌race‌ ‌to‌ ‌escape‌ ‌from‌ ‌the‌ ‌police‌ ‌leads‌ ‌to‌ ‌a‌ ‌rush‌ ‌of‌ ‌stimuli‌ ‌to‌ ‌follow‌ ‌his‌ ‌path.‌ ‌ 

Concerning‌ ‌the‌ ‌psychopathology‌ ‌presented‌ ‌in‌ ‌the‌ ‌film,‌ ‌it‌ ‌is‌ ‌essential‌ ‌to‌ ‌point‌ ‌out‌‌                         

society’s‌ ‌reaction‌ ‌face‌ ‌serial‌ ‌killers.‌ ‌In‌ ‌a‌‌period‌‌of‌‌media‌‌consumption,‌‌the‌‌image‌‌of‌‌the‌‌serial‌‌                               

killer‌ ‌is‌ ‌explored‌ ‌and‌ ‌dehumanized.‌ ‌People‌ ‌were‌ ‌drawn‌ ‌to‌ ‌believe‌ ‌that‌‌those‌‌who‌‌committed‌‌                           

unimaginable‌‌atrocities‌‌could‌‌not‌‌be‌‌human‌‌since‌‌such‌‌actions‌‌are‌‌unfamiliar‌‌and‌‌unbearable‌‌to‌‌                           

ordinary‌‌people.‌‌That‌‌idea‌‌developed‌‌the‌‌thought‌‌that‌‌those‌‌individuals‌‌are‌‌monsters‌‌instead‌‌of‌‌                           

human‌ ‌beings‌ ‌with‌ ‌psychological‌ ‌disorders.‌ ‌The‌ ‌notion‌ ‌of‌ ‌monstrosity‌ ‌is‌ ‌placed‌ ‌in‌ ‌this‌ ‌case‌‌                           

considering‌‌the‌‌line‌‌of‌‌normality‌‌Jack‌‌crossed‌‌with‌‌his‌‌actions.‌‌The‌‌‌perversion‌‌in‌‌his‌‌behavior‌‌is‌‌                               

led‌ ‌by‌‌the‌‌desire‌‌and‌‌need‌‌to‌‌feel‌‌alive,‌‌provoking‌‌himself‌‌to‌‌go‌‌beyond‌‌the‌‌moral‌‌boundaries‌‌                                 

established‌‌in‌‌society.‌‌‌The‌‌‌perversion‌‌in‌‌the‌‌serial‌‌killer’s‌‌subjectivity‌‌in‌‌seeking‌‌satisfaction‌‌by‌‌                           

crossing‌‌the‌‌limits‌‌of‌‌normality‌‌fits‌‌the‌‌notion‌‌of‌‌monstrosity‌‌pointed‌‌out‌‌by‌‌Byron‌‌and‌‌Punter‌‌                               

(2004,‌ ‌p.‌ ‌263)‌ ‌in‌ ‌Gothic‌ ‌studies:‌ ‌ 

‌ 
What‌ ‌is‌ ‌primarily‌ ‌important‌ ‌for‌ ‌the‌ ‌Gothic‌ ‌is‌ ‌the‌ ‌cultural‌ ‌work‌ ‌done‌‌by‌‌                         
monsters.‌ ‌Through‌ ‌difference,‌ ‌whether‌ ‌in‌ ‌appearance‌ ‌or‌ ‌behaviour,‌‌               
monsters‌ ‌function‌ ‌to‌ ‌define‌ ‌and‌ ‌construct‌ ‌the‌ ‌politics‌ ‌of‌ ‌the‌ ‌‘normal’.‌‌                     
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Located‌ ‌at‌ ‌the‌ ‌margins‌ ‌of‌ ‌culture,‌ ‌they‌ ‌police‌ ‌the‌ ‌boundaries‌ ‌of‌ ‌the‌‌                       
human,‌ ‌pointing‌ ‌to‌ ‌those‌ ‌lines‌ ‌that‌ ‌must‌ ‌not‌ ‌be‌ ‌crossed.‌ ‌ 

‌ 

Monsters‌ ‌can‌ ‌be‌ ‌perceived‌ ‌in‌ ‌the‌ ‌Gothic‌ ‌production‌ ‌as‌ ‌those‌ ‌who‌ ‌defy‌ ‌the‌ ‌normality‌‌                           

through‌ ‌physical‌ ‌appearance‌ ‌as‌ ‌the‌ ‌nameless‌ ‌monster‌ ‌in‌ ‌Mary‌ ‌Shelley’s‌ ‌‌Frankenstein‌‌(1818)‌‌                       

and‌‌the‌‌Pale‌‌Man‌‌in‌‌Guillermo‌‌del‌‌Toro’s‌‌‌Pan’s‌‌Labyrinth‌‌(2006)‌‌or‌‌through‌‌a‌‌set‌‌of‌‌behaviour‌‌                                 

as‌‌psychopaths‌‌as‌‌Jack‌‌in‌‌Trier’s‌‌production.‌‌Nevertheless,‌‌they‌‌might‌‌share‌‌the‌‌crossing‌‌of‌‌the‌‌                             

limits‌‌of‌‌normality,‌‌carrying‌‌the‌‌ambiguity‌‌of‌‌strangeness‌‌and‌‌familiarity.‌‌The‌‌traces‌‌of‌‌humanity‌‌                           

in‌ ‌the‌ ‌serial‌ ‌killer’s‌ ‌appearance‌ ‌cause‌ ‌agony‌ ‌and‌ ‌lead‌ ‌to‌ ‌the‌ ‌disassociation‌ ‌from‌ ‌the‌ ‌fictional‌‌                             

monsters.‌ ‌ 

The‌ ‌unfamiliarity‌ ‌caused‌ ‌by‌ ‌monsters‌ ‌was‌ ‌theorized‌ ‌by‌ ‌Sigmund‌ ‌Freud‌ ‌(1919)‌‌as‌‌the‌‌                         

uncanny‌.‌‌According‌‌to‌‌the‌‌father‌‌of‌‌Psychoanalysis,‌‌the‌‌uncanny‌‌is‌‌defined‌‌as‌‌“that‌‌class‌‌of‌‌the‌‌                               

terrifying‌ ‌which‌ ‌leads‌ ‌back‌ ‌to‌ ‌something‌ ‌long‌ ‌known‌ ‌to‌ ‌us,‌ ‌once‌ ‌very‌ ‌familiar”‌ ‌(FREUD,‌‌                           

1919,‌ ‌p.‌ ‌1).‌ ‌ 

The‌ ‌serial‌ ‌killer’s‌ ‌persona‌ ‌can‌ ‌be‌ ‌delved‌ ‌based‌ ‌on‌ ‌the‌ ‌notion‌ ‌of‌ ‌uncanny,‌ ‌taking‌ ‌into‌‌                             

consideration‌ ‌the‌ ‌strangeness‌ ‌of‌ ‌something‌ ‌familiar:‌ ‌“the‌ ‌uncanny‌ ‌is‌ ‌not‌ ‌just‌ ‌a‌ ‌matter‌ ‌of‌ ‌the‌‌                             

weird‌‌or‌‌spooky,‌‌but‌‌has‌‌to‌‌do‌‌more‌‌specifically‌‌with‌‌a‌‌disturbance‌‌of‌‌the‌‌familiar.”‌‌(BENNET;‌‌                               

ROYLE,‌ ‌2004,‌ ‌p.‌ ‌34).‌ ‌For‌ ‌instance,‌ ‌the‌ ‌image‌ ‌of‌ ‌an‌ ‌individual‌ ‌conceived‌ ‌as‌ ‌normal/human‌‌                           

becomes‌ ‌inhuman‌ ‌due‌‌to‌‌his/her‌‌capacity‌‌to‌‌crave‌‌unforgettable‌‌terrible‌‌images‌‌in‌‌the‌‌victims’‌‌                           

minds.‌ ‌For‌ ‌that‌ ‌reason,‌ ‌it‌ ‌is‌ ‌possible‌ ‌to‌ ‌correlate‌ ‌Jack,‌ ‌a‌ ‌psychopath‌ ‌killer,‌ ‌to‌ ‌the‌ ‌strangely‌‌                               

familiar‌ ‌monster‌ ‌whose‌ ‌actions‌ ‌disrupt‌ ‌the‌ ‌notion‌ ‌of‌ ‌humanity.‌ ‌ 

Furthermore,‌ ‌the‌ ‌characterization‌ ‌of‌ ‌a‌ ‌male‌ ‌serial‌ ‌killer‌ ‌in‌ ‌Von‌ ‌Trier’s‌ ‌film‌ ‌who‌‌has‌‌a‌‌                             

preference‌‌for‌‌female‌‌victims‌‌evidences‌‌the‌‌relation‌‌of‌‌power‌‌exercised‌‌by‌‌him‌‌over‌‌his‌‌victims.‌‌                             

Jack‌‌justifies‌‌his‌‌choices‌‌to‌‌Verge‌‌when‌‌questioned‌‌as‌‌“You‌‌feel‌‌superior‌‌to‌‌women‌‌and‌‌want‌‌to‌‌                                 

brag?‌‌It‌‌turns‌‌you‌‌on,‌‌doesn’t‌‌it,‌‌Jack?”‌‌(TRIER,‌‌2018).‌‌The‌‌answer‌‌given‌‌by‌‌the‌‌protagonist‌‌is‌‌                                 

“No,‌ ‌no,‌ ‌but‌ ‌women‌ ‌are‌ ‌easier.‌ ‌Not‌ ‌physically,‌ ‌they’re‌ ‌just‌ ‌easier‌ ‌to‌ ‌work‌ ‌with.‌ ‌More‌‌                             

cooperative.”‌‌(TRIER,‌‌2018).‌‌This‌‌example‌‌elucidates‌‌the‌‌reason‌‌why‌‌the‌‌serial‌‌killer‌‌believes‌‌                         

in‌ ‌the‌ ‌easiness‌ ‌of‌ ‌choosing‌ ‌women‌‌as‌‌victims‌‌since‌‌they‌‌resist‌‌distinctively‌‌compared‌‌to‌‌men,‌‌                             

who‌‌would‌‌fight‌‌physically.‌‌Considering‌‌that,‌‌it‌‌is‌‌essential‌‌to‌‌mention‌‌that‌‌Jack‌‌sees‌‌himself‌‌as‌‌                               

the‌ ‌hunter‌ ‌and‌ ‌the‌ ‌victims‌ ‌as‌ ‌his‌ ‌prey.‌ ‌While‌ ‌Verge‌ ‌attempts‌ ‌to‌ ‌make‌ ‌Jack‌ ‌confess‌ ‌that‌ ‌the‌‌                                 

killings‌‌are‌‌his‌‌substitute‌‌for‌‌intercourse‌‌as‌‌a‌‌form‌‌for‌‌him‌‌to‌‌achieve‌‌sublimation‌‌and‌‌relief‌‌from‌‌                                 

the‌ ‌world,‌ ‌Jack‌ ‌denies‌ ‌the‌ ‌killing‌ ‌ritual‌ ‌in‌ ‌which‌ ‌every‌ ‌detail‌ ‌would‌ ‌make‌ ‌a‌ ‌difference.‌ ‌ 

The‌‌misogyny‌‌translated‌‌as‌‌a‌‌will‌‌to‌‌dominate‌‌a‌‌defenseless‌‌female‌‌body‌‌is‌‌conveyed‌‌in‌‌                             

the‌ ‌narrative‌ ‌as‌ ‌images‌ ‌of‌ ‌white‌ ‌sheep,‌ ‌and‌ ‌gazelle‌ ‌stared‌ ‌by‌ ‌a‌ ‌pack‌ ‌of‌ ‌lions.‌ ‌The‌ ‌film‌‌                                 
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establishes‌‌a‌‌connection‌‌between‌‌Jack‌‌and‌‌Jack‌‌the‌‌Ripper,‌‌the‌‌Londonian‌‌serial‌‌killer,‌‌who‌‌in‌‌                             

1888‌ ‌committed‌ ‌several‌ ‌crimes‌ ‌towards‌ ‌female‌ ‌prostitutes,‌ ‌never‌ ‌having‌ ‌his‌ ‌identity‌ ‌revealed.‌ ‌ 

In‌‌this‌‌production,‌‌the‌‌perspective‌‌is‌‌predominantly‌‌centered‌‌on‌‌the‌‌male‌‌point‌‌of‌‌view.‌‌                           

The‌‌study‌‌of‌‌psychoanalysis‌‌in‌‌the‌‌film‌‌becomes‌‌crucial‌‌for‌‌understanding‌‌the‌‌subjects‌‌and‌‌their‌‌                             

construction‌ ‌of‌ ‌desire.‌ ‌According‌ ‌to‌ ‌Robert‌ ‌Stam‌ ‌(1992,‌ ‌p.165):‌ ‌ 

‌ 

Psychoanalytic‌ ‌film‌ ‌theory‌ ‌deals‌ ‌with‌ ‌the‌ ‌production‌ ‌of‌ ‌desiring‌‌                 
subjectivities—the‌ ‌author’s,‌ ‌the‌ ‌spectator’s—and‌ ‌thus‌ ‌conceives‌ ‌of‌‌             
enunciation‌ ‌as‌ ‌a‌ ‌process‌ ‌of‌ ‌circulation‌ ‌rather‌ ‌than‌ ‌focusing‌ ‌on‌ ‌its‌‌                     
manifestation‌ ‌through‌ ‌specific‌ ‌textual‌ ‌instances.‌ ‌ 

‌ 

Psychoanalytic‌ ‌film‌ ‌theorists‌ ‌trace‌ ‌the‌ ‌route‌ ‌of‌ ‌desiring‌ ‌subjects‌ ‌by‌ ‌focusing‌ ‌on‌ ‌the‌‌                         

subjectivities‌‌of‌‌the‌‌author/director‌‌and‌‌spectators.‌‌The‌‌notions‌‌of‌‌desire‌‌are‌‌interconnected‌‌with‌‌                         

the‌ ‌subject’s‌ ‌instances.‌ ‌The‌ ‌desire‌ ‌is‌ ‌explained‌ ‌by‌ ‌Lacan‌ ‌(1978)‌‌as‌‌marked‌‌by‌‌the‌‌loss‌‌of‌‌the‌‌                                 

object‌ ‌a‌,‌ ‌as‌ ‌the‌ ‌individual‌‌enters‌‌the‌‌symbolic‌‌order‌‌of‌‌language‌‌and‌‌cultural‌‌values‌‌assuming‌‌                             

his/her‌ ‌role‌ ‌as‌ ‌a‌ ‌subject.‌ ‌The‌ ‌subject‌ ‌seeks‌ ‌the‌ ‌lost‌ ‌object‌ ‌in‌ ‌order‌ ‌to‌ ‌fulfil‌‌his/her‌‌desire‌‌and‌‌                                   

finds‌ ‌only‌ ‌a‌ ‌screen‌ ‌for‌ ‌his/her‌ ‌narcissistic‌ ‌projections.‌ ‌Lacan‌ ‌explains‌ ‌the‌ ‌gaze‌‌through‌‌Hans‌‌                           

Holbein’s‌ ‌‌The‌ ‌Ambassadors‌‌ ‌(1533).‌ ‌ 

The‌‌subject‌‌observes‌‌Holbein’s‌‌painting,‌‌not‌‌being‌‌fully‌‌aware‌‌of‌‌the‌‌skull‌‌that‌‌observes‌‌                           

him/her‌‌back.‌‌While‌‌the‌‌subject‌‌attempts‌‌to‌‌seek‌‌meaning‌‌by‌‌translating‌‌the‌‌image‌‌into‌‌words,‌‌                             

he‌‌or‌‌she‌‌simply‌‌projects‌‌him/herself‌‌narcissistically‌‌on‌‌the‌‌image,‌‌trying‌‌to‌‌fulfil‌‌his/her‌‌desire.‌‌                             

The‌‌Picture‌‌“looks”‌‌back,‌‌provoking‌‌uneasiness‌‌on‌‌the‌‌subject‌‌who‌‌is‌‌confronted‌‌with‌‌his‌‌/her‌‌                             

own‌ ‌lack‌ ‌of‌ ‌‌the‌ ‌object‌‌a‌‌and‌‌not‌‌the‌‌fulfilment‌‌of‌‌his/her‌‌desire.‌‌The‌‌lack,‌‌however,‌‌leads‌‌the‌‌                                   

subject‌ ‌to‌ ‌pursue‌ ‌the‌ ‌missing‌ ‌‌object‌ ‌a‌‌ ‌continuously‌ ‌to‌ ‌fulfil‌ ‌his/her‌ ‌desire.‌ ‌ 

In‌ ‌the‌ ‌film,‌ ‌Jack‌ ‌seeks‌ ‌continuously‌ ‌to‌ ‌frame‌‌the‌‌potential‌‌victims‌‌firstly‌‌by‌‌projecting‌‌                           

his‌ ‌desire‌ ‌narcissistically.‌ ‌In‌ ‌those‌ ‌victims,‌ ‌Jack‌ ‌attempts‌ ‌to‌ ‌find‌‌the‌‌‌object‌‌a‌,‌‌but‌‌he‌‌can‌‌only‌‌                                 

face‌ ‌continuously‌ ‌his‌ ‌lack,‌ ‌the‌ ‌absence‌ ‌of‌ ‌the‌ ‌object,‌ ‌which‌ ‌is‌ ‌lost‌ ‌forever.‌ ‌ 

The‌‌subjectivity‌‌conveys‌‌“a‌‌process‌‌of‌‌construction‌‌by‌‌signifying‌‌practices‌‌that‌‌are‌‌both‌‌                         

unconscious‌ ‌and‌ ‌culturally‌ ‌specific”‌ ‌(STAM,‌ ‌1992,‌ ‌p.‌ ‌126),‌ ‌implying‌ ‌the‌ ‌need‌ ‌to‌ ‌regard‌ ‌the‌‌                           

values‌‌and‌‌customs‌‌of‌‌a‌‌given‌‌society.‌‌The‌‌subjectivity‌‌that‌‌circulates‌‌in‌‌a‌‌given‌‌production‌‌can‌‌                               

be‌ ‌conveyed‌ ‌under‌ ‌the‌ ‌director’s‌ ‌viewpoint‌ ‌projected‌ ‌in‌ ‌the‌ ‌film‌ ‌as‌ ‌specific‌ ‌cuts‌ ‌and/‌ ‌or‌ ‌the‌‌                               

character’s‌ ‌perspective.‌ ‌ 

The‌ ‌style‌ ‌explored‌ ‌by‌ ‌the‌ ‌director‌ ‌in‌ ‌the‌ ‌art‌ ‌of‌ ‌filmmaking‌ ‌defines‌ ‌the‌ ‌perspective‌‌                           

through‌‌which‌‌the‌‌audience‌‌is‌‌going‌‌to‌‌observe‌‌the‌‌events‌‌presented‌‌in‌‌a‌‌production.‌‌Von‌‌Trier‌‌                               

has‌ ‌a‌ ‌unique‌ ‌style‌ ‌of‌ ‌directing‌ ‌a‌ ‌film,‌ ‌conveying‌ ‌the‌ ‌use‌‌of‌‌specific‌‌techniques‌‌and‌‌tools‌‌that‌‌                                 
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provide‌ ‌the‌ ‌audience‌ ‌with‌ ‌an‌ ‌intended‌ ‌effect.‌ ‌The‌ ‌‌gaze‌ ‌is‌ ‌constructed‌ ‌by‌ ‌the‌ ‌director‌ ‌when‌‌                             

“each‌‌filmmaker‌‌appropriates‌‌and‌‌then‌‌designates‌‌“the‌‌look”‌‌in‌‌a‌‌specific‌‌way,‌‌and‌‌this‌‌is‌‌what‌‌                               

characterizes‌ ‌a‌ ‌particular‌ ‌director’s‌ ‌system‌ ‌of‌ ‌enunciation”‌ ‌(STAM,‌ ‌1992,‌ ‌p.‌ ‌168).‌ ‌On‌ ‌this‌‌                         

matter,‌‌the‌‌choices‌‌made‌‌by‌‌the‌‌director‌‌define‌‌the‌‌audience’s‌‌point‌‌of‌‌view,‌‌such‌‌as‌‌through‌‌the‌‌                                 

use‌‌of‌‌the‌‌camera.‌‌The‌‌power‌‌to‌‌focus‌‌on‌‌the‌‌crucial‌‌elements‌‌to‌‌the‌‌narrative‌‌and‌‌leaving‌‌in‌‌the‌‌                                     

background‌ ‌-‌ ‌or‌ ‌simply‌ ‌defocusing‌ ‌it‌ ‌-‌ ‌instantly‌ ‌settles‌ ‌the‌ ‌audience’s‌ ‌field‌ ‌of‌ ‌view.‌ ‌The‌‌                             

subjective‌ ‌camera‌ ‌managed‌ ‌by‌ ‌the‌ ‌director‌ ‌makes‌ ‌the‌ ‌consumer‌ ‌see‌ ‌what‌ ‌the‌ ‌director‌ ‌wants‌‌                           

them‌ ‌to‌ ‌see‌ ‌through‌ ‌a‌ ‌subjective‌ ‌process‌ ‌of‌ ‌identification‌ ‌with‌ ‌the‌ ‌gaze‌ ‌(MCGOWAN,‌ ‌2003).‌ ‌ 

The‌‌‌male‌‌gaze‌‌in‌‌‌the‌‌House‌‌that‌‌Jack‌‌Built‌‌is‌‌conveyed‌‌as‌‌“a‌‌cinematic‌‌structure”‌‌that‌‌                               

combines‌‌“a‌‌threefold‌‌look:‌‌camera,‌‌male‌‌character,‌‌and‌‌viewer”‌‌(SMELIK,‌‌2016,‌‌p.‌‌1).‌‌Thus,‌‌                           

this‌ ‌idea‌ ‌leads‌ ‌to‌ ‌the‌ ‌relationship‌ ‌between‌ ‌the‌ ‌spectator‌ ‌and‌ ‌the‌ ‌media,‌ ‌which‌ ‌can‌ ‌work‌‌as‌‌a‌‌                                 

mirror‌ ‌to‌ ‌the‌ ‌one‌ ‌facing‌ ‌it.‌‌Such‌‌a‌‌situation‌‌happens‌‌when‌‌a‌‌process‌‌of‌‌identification‌‌with‌‌the‌‌                                 

protagonist‌‌on-screen‌‌begins,‌‌creating‌‌the‌‌illusion‌‌that‌‌reality‌‌does‌‌not‌‌differ‌‌much‌‌from‌‌what‌‌is‌‌                             

being‌ ‌portrayed‌ ‌in‌ ‌the‌ ‌production.‌ ‌The‌ ‌director’s‌ ‌choices‌ ‌to‌ ‌construct‌ ‌the‌ ‌cinematic‌ ‌narrative‌‌                         

reflect‌ ‌directly‌ ‌on‌ ‌the‌ ‌consumer’s‌ ‌reaction‌ ‌and‌ ‌identification‌ ‌with‌ ‌the‌ ‌product.‌ ‌Robert‌ ‌Stam‌‌                         

(1992,‌‌p.‌‌169)‌‌illustrates‌‌this‌‌idea‌‌when‌‌he‌‌mentions‌‌that:‌‌“In‌‌the‌‌classical‌‌model‌‌of‌‌the‌‌fiction‌‌                                 

film,‌ ‌narrative‌ ‌storytelling,‌ ‌seamless‌ ‌editing‌ ‌and‌ ‌secondary‌ ‌identifications‌ ‌(with‌ ‌characters)‌‌                   

contribute‌ ‌to‌ ‌the‌ ‌production‌ ‌of‌ ‌an‌ ‌illusory‌ ‌world‌ ‌with‌ ‌its‌ ‌own‌ ‌internal‌ ‌consistency.”‌ ‌ 

An‌‌imaginary‌‌world‌‌becomes‌‌the‌‌product‌‌of‌‌the‌‌director’s‌‌gaze‌‌in‌‌the‌‌film,‌‌and‌‌thus,‌‌the‌‌                               

male‌ ‌gaze‌ ‌in‌ ‌Lars‌ ‌Von‌ ‌Trier’s‌ ‌latest‌ ‌release.‌ ‌The‌ ‌theory‌ ‌of‌ ‌gaze‌ ‌in‌ ‌film‌ ‌studies‌ ‌allows‌‌                               

discussions‌‌on‌‌how‌‌the‌‌image‌‌of‌‌women‌‌is‌‌depicted‌‌in‌‌cinema‌‌under‌‌the‌‌perspective‌‌of‌‌a‌‌male‌‌                                 

director.‌ ‌It‌ ‌usually‌ ‌deals‌ ‌with‌ ‌the‌ ‌subjective‌ ‌identification‌ ‌of‌ ‌the‌ ‌audience‌ ‌with‌ ‌the‌ ‌gaze;‌‌                           

however,‌ ‌McGowan‌ ‌(2003,‌ ‌p.‌ ‌30)‌ ‌points‌ ‌out‌ ‌that‌ ‌traditional‌ ‌Lacanian‌ ‌film‌‌studies‌‌ignore‌‌the‌‌                           

potential‌ ‌of‌ ‌studying‌ ‌“the‌ ‌spectators’‌ ‌relationship‌ ‌to‌ ‌the‌ ‌gaze‌ ‌as‌ ‌object—a‌ ‌relationship‌ ‌not‌‌of‌‌                           

identification‌ ‌but‌ ‌of‌ ‌desire”.‌ ‌ 

The‌ ‌viewer’s‌ ‌relationship‌ ‌with‌ ‌the‌ ‌gaze‌ ‌as‌‌object‌‌is‌‌not‌‌centred‌‌on‌‌the‌‌‌mastery‌‌of‌‌that‌‌                               

gaze‌‌(MCGOWAN,‌‌2003)‌‌but‌‌on‌‌tracing‌‌the‌‌mechanism‌‌of‌‌desire‌‌and‌‌production‌‌of‌‌meaning,‌‌                           

which‌ ‌allows‌ ‌questionings‌ ‌the‌ ‌way‌ ‌women‌ ‌are‌ ‌depicted‌ ‌in‌ ‌the‌ ‌productions‌ ‌and‌ ‌how‌ ‌their‌‌                           

attitudes‌‌and‌‌fate‌‌in‌‌the‌‌narrative‌‌contributed‌‌to‌‌the‌‌construction‌‌of‌‌female‌‌figures‌‌in‌‌cinema‌‌as‌‌                               

objects‌ ‌of‌ ‌male‌ ‌desire.‌ ‌The‌ ‌representation‌ ‌of‌ ‌the‌ ‌male‌ ‌gaze‌ ‌in‌ ‌‌the‌ ‌House‌ ‌that‌ ‌Jack‌ ‌Built‌ ‌lies‌‌                                 

upon‌ ‌the‌ ‌construction‌ ‌of‌ ‌the‌ ‌main‌ ‌character‌ ‌and‌ ‌women’s‌ ‌roles.‌ ‌The‌ ‌sadistic‌ ‌protagonist‌‌                         

presents‌‌a‌‌preference‌‌for‌‌killing‌‌women‌‌on‌‌the‌‌justification‌‌that‌‌they‌‌are‌‌“easier‌‌to‌‌work‌‌with”‌‌                               

(TRIER,‌ ‌2018),‌ ‌as‌ ‌mentioned‌ ‌before.‌ ‌Such‌‌an‌‌idea‌‌presents‌‌the‌‌male‌‌perspective‌‌that‌‌women‌‌                           

are‌‌fragile‌‌individuals‌‌and‌‌easy‌‌prey‌‌to‌‌be‌‌targeted.‌‌The‌‌sadistic‌‌gaze‌‌Jack‌‌professes‌‌in‌‌image‌‌2,‌‌                                 
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in‌ ‌close-up,‌ ‌conveys‌ ‌his‌ ‌momentary‌‌satisfaction‌‌after‌‌murdering‌‌another‌‌victim.‌‌By‌‌doing,‌‌so,‌‌                         

the‌ ‌audience‌ ‌who‌ ‌observes‌ ‌the‌ ‌screen‌ ‌becomes‌‌the‌‌target‌‌of‌‌Jack’s‌‌gaze,‌‌being‌‌caught‌‌in‌‌two‌‌                               

experiences.‌ ‌Firstly,‌ ‌through‌ ‌relating‌ ‌with‌ ‌the‌ ‌gaze‌ ‌subjectively,‌ ‌the‌ ‌audience‌ ‌feels‌‌an‌‌uneasy‌‌                         

identification‌‌with‌‌the‌‌killer.‌‌Secondly,‌‌by‌‌establishing‌‌a‌‌relationship‌‌with‌‌the‌‌gaze‌‌as‌‌object,‌‌the‌‌                             

audience‌ ‌experiences‌ ‌a‌ ‌failure‌ ‌for‌ ‌not‌ ‌being‌ ‌able‌ ‌to‌ ‌grasp‌ ‌the‌ ‌meaning‌ ‌of‌ ‌that‌ ‌smile,‌ ‌not‌‌                               

fulfilling‌ ‌the‌ ‌desire.‌ ‌ 

‌ 

‌ ‌   

Image‌ ‌2:‌ ‌Jack’s‌ ‌satisfaction‌ ‌after‌ ‌murdering‌ ‌another‌ ‌victim‌ ‌(VON‌ ‌TRIER,‌ ‌2018)‌ ‌ 

‌ 

The‌ ‌director’s‌ ‌perspective‌ ‌is‌ ‌conveyed‌ ‌through‌ ‌camera‌ ‌position‌ ‌and‌ ‌movement‌ ‌to‌ ‌the‌‌                       

audience,‌ ‌which‌ ‌in‌ ‌turn‌ ‌is‌ ‌expected‌ ‌to‌ ‌join‌‌the‌‌production,‌‌establishing‌‌identification‌‌with‌‌the‌‌                           

gaze‌‌through‌‌subjectivity.‌‌Whenever‌‌Jack‌‌establishes‌‌a‌‌dialogue‌‌with‌‌Verge,‌‌his‌‌point‌‌of‌‌view‌‌is‌‌                             

revealed.‌ ‌The‌ ‌camera‌ ‌angles‌ ‌allow‌ ‌the‌ ‌viewer‌ ‌to‌ ‌access‌ ‌the‌ ‌characters’‌ ‌reactions‌ ‌that‌ ‌lead‌ ‌to‌‌                             

ultimately‌ ‌build‌ ‌the‌ ‌director’s‌ ‌gaze.‌ ‌The‌ ‌audience‌ ‌sees‌ ‌Jack’s‌ ‌behaviour‌ ‌in‌ ‌the‌ ‌movie,‌‌                         

establishing‌‌identification‌‌with‌‌the‌‌male‌‌gaze.‌‌In‌‌addition,‌‌the‌‌audience‌‌looks‌‌at‌‌the‌‌passiveness‌‌                           

of‌ ‌women,‌ ‌constructed‌ ‌as‌ ‌objects‌ ‌of‌ ‌male‌‌desire,‌‌and‌‌may‌‌draw‌‌a‌‌connection‌‌between‌‌fiction‌‌                             

and‌ ‌reality.‌‌Von‌‌Trier‌‌depicts‌‌a‌‌fictional‌‌space‌‌in‌‌which‌‌the‌‌male‌‌gaze‌‌dominates‌‌and‌‌controls,‌‌                               

demanding‌‌the‌‌audience‌‌to‌‌master‌‌that‌‌male‌‌gaze‌‌through‌‌identifying‌‌with‌‌Jack,‌‌who‌‌appears‌‌to‌‌                             

constantly‌ ‌challenge‌ ‌authorities‌ ‌beating‌ ‌the‌ ‌system.‌ ‌ 

Mulvey‌‌(1999,‌‌p.‌‌838)‌‌says‌‌that‌‌“a‌‌woman‌‌performs‌‌within‌‌the‌‌narrative,‌‌the‌‌gaze‌‌of‌‌the‌‌                               

spectator‌ ‌and‌ ‌that‌ ‌of‌ ‌the‌ ‌male‌ ‌characters‌ ‌in‌ ‌the‌ ‌film”,‌ ‌imitating‌ ‌reality.‌ ‌Cultural‌ ‌values‌ ‌are‌‌                             

intrinsically‌ ‌inserted‌ ‌in‌ ‌the‌ ‌film‌‌production,‌‌instigating‌‌different‌‌reactions‌‌in‌‌the‌‌audience.‌‌The‌‌                         

images‌‌of‌‌the‌‌murderings‌‌are‌‌clearly‌‌disturbing,‌‌causing‌‌the‌‌female‌‌audience‌‌to‌‌experience‌‌them‌‌                           

differently‌ ‌from‌ ‌the‌ ‌male‌ ‌audience.‌ ‌Therefore,‌ ‌the‌ ‌female‌ ‌audience‌ ‌becomes‌ ‌the‌ ‌target‌‌of‌‌the‌‌                           

male‌ ‌gaze‌ ‌projected‌ ‌in‌ ‌the‌ ‌film,‌ ‌being‌ ‌gazed‌ ‌at‌ ‌symbolically‌ ‌by‌ ‌the‌ ‌skull‌ ‌that‌ ‌looks‌ ‌back‌‌                               

(LACAN,1978).‌ ‌ 

‌ 

‌ 
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Von‌ ‌Trier’s‌ ‌style:‌ ‌Intermediality‌ ‌ 

‌ 

Alongside‌‌the‌‌male‌‌gaze,‌‌Von‌‌Trier’s‌‌style‌‌can‌‌also‌‌be‌‌characterized‌‌by‌‌the‌‌presence‌‌of‌‌                             

intermediality‌,‌ ‌the‌ ‌crossing‌ ‌of‌ ‌media‌ ‌boundaries‌ ‌(WOLF,‌‌2005).‌‌Intermediality‌‌was‌‌coined‌‌in‌‌                       

analogy‌‌with‌‌‌intertextuality‌‌by‌‌the‌‌German‌‌Scholar‌‌Aage‌‌A.‌‌Hansen‌‌-‌‌Löve‌‌in‌‌1983‌‌to‌‌refer‌‌to‌‌                                 

the‌‌relation‌‌established‌‌between‌‌“literature‌‌and‌‌visual‌‌arts”‌‌in‌‌the‌‌context‌‌of‌‌Russian‌‌symbolism.‌‌                           

(WOLF,‌ ‌2005,‌ ‌p.‌ ‌252)‌ ‌ 

Nevertheless,‌ ‌this‌ ‌idea‌ ‌led‌ ‌to‌ ‌studies‌ ‌centred‌ ‌on‌ ‌the‌ ‌relationship‌ ‌established‌ ‌between‌‌                       

distinct‌‌media.‌‌Intermediality‌‌refers‌‌to‌‌a‌‌“transgression‌‌of‌‌boundaries‌‌between‌‌media‌‌and‌‌thus‌‌is‌‌                           

concerned‌ ‌with‌ ‌‘heteromedial’‌ ‌relations‌ ‌between‌ ‌different‌ ‌semiotic‌ ‌complexes‌ ‌or‌ ‌between‌‌                   

different‌ ‌parts‌ ‌of‌ ‌a‌ ‌semiotic‌ ‌complex”,‌ ‌according‌ ‌to‌ ‌Wolf‌ ‌(2005,‌ ‌p.‌ ‌252).‌ ‌The‌ ‌intermedial‌‌                           

relations‌ ‌can‌ ‌occur‌ ‌thus‌ ‌between‌ ‌two‌ ‌distinct‌ ‌media‌ ‌or‌ ‌between‌ ‌parts‌ ‌of‌ ‌different‌ ‌media‌ ‌that‌‌                             

cross‌ ‌its‌ ‌boundaries,‌ ‌challenging‌ ‌the‌ ‌stability‌ ‌of‌ ‌ways‌ ‌of‌ ‌producing‌ ‌meanings.‌ ‌Wolf‌ ‌(2005)‌‌                         

elucidates‌ ‌that‌ ‌the‌ ‌transmedial‌ ‌phenomena‌ ‌have‌ ‌occurred‌ ‌throughout‌ ‌the‌ ‌periods,‌ ‌being‌‌                     

observed‌ ‌in‌ ‌the‌ ‌recurrence‌ ‌of‌ ‌certain‌ ‌themes‌ ‌and‌ ‌narratives‌ ‌in‌ ‌distinct‌ ‌media.‌ ‌ 

Rajewsky‌ ‌(2005)‌ ‌proposes‌ ‌the‌ ‌division‌ ‌of‌ ‌intermediality‌ ‌into‌ ‌three‌ ‌subcategories.‌‌                   

Alongside‌ ‌that,‌ ‌it‌ ‌is‌ ‌essential‌ ‌to‌ ‌point‌ ‌out‌ ‌that‌ ‌media‌ ‌can‌ ‌be‌ ‌conveyed‌ ‌in‌ ‌more‌ ‌than‌ ‌one‌‌                                 

subcategory,‌ ‌which‌ ‌is‌ ‌the‌ ‌case‌ ‌of‌ ‌the‌ ‌movie‌ ‌presented‌ ‌in‌ ‌this‌ ‌study.‌ ‌The‌ ‌first‌ ‌is‌ ‌the‌ ‌‌medial‌‌                                 

transposition‌,‌ ‌which‌ ‌the‌ ‌author‌ ‌exemplifies‌ ‌as‌ ‌the‌ ‌novelizations,‌ ‌film‌ ‌adaptations,‌ ‌etc.‌ ‌What‌‌                       

happens‌‌here‌‌can‌‌be‌‌defined‌‌as‌‌the‌‌“transformation‌‌of‌‌a‌‌given‌‌media‌‌product‌‌(a‌‌text,‌‌a‌‌film,‌‌etc.)‌‌                                   

or‌‌of‌‌its‌‌substratum‌‌into‌‌another‌‌medium”‌‌(RAJEWSKY,‌‌2005,‌‌p.‌‌51).‌‌In‌‌this‌‌case,‌‌it‌‌is‌‌possible‌‌                                 

to‌‌convey‌‌the‌‌intermediality‌‌in‌‌the‌‌idea‌‌that‌‌one‌‌media‌‌inspires‌‌the‌‌other‌‌to‌‌adapt‌‌and‌‌reframe‌‌it‌‌                                   

to‌ ‌produce‌ ‌a‌ ‌different‌ ‌media.‌ ‌In‌ ‌the‌ ‌film,‌ ‌some‌ ‌scenes‌ ‌can‌ ‌be‌ ‌considered‌ ‌as‌ ‌a‌ ‌medial‌‌                               

transposition‌ ‌in‌ ‌Rajewsky's‌ ‌sense,‌ ‌from‌ ‌literature‌ ‌to‌ ‌film,‌ ‌observed‌ ‌through‌ ‌the‌ ‌repetition‌ ‌of‌‌                         

motifs‌ ‌and‌ ‌thematic‌ ‌variation.‌‌It‌‌can‌‌be‌‌seen‌‌especially‌‌when‌‌Von‌‌Trier‌‌illustrates‌‌the‌‌constant‌‌                             

presence‌‌of‌‌a‌‌character‌‌named‌‌Virge,‌‌who‌‌follows‌‌Jack‌‌all‌‌the‌‌time‌‌throughout‌‌the‌‌production.‌‌                             

He‌‌acts‌‌as‌‌an‌‌illustration‌‌of‌‌Virgil,‌‌the‌‌character‌‌from‌‌the‌‌epic‌‌poem‌‌called‌‌‌The‌‌Divine‌‌Comedy‌,‌‌                                 

written‌‌by‌‌Dante‌‌Alighieri‌‌in‌‌1472.‌‌The‌‌poem‌‌elucidates‌‌the‌‌journey‌‌of‌‌Dante‌‌through‌‌hell‌‌and‌‌                               

purgatory,‌ ‌as‌ ‌well‌ ‌as‌ ‌heaven‌ ‌and‌ ‌paradise.‌ ‌ 

Virgil‌‌works‌‌as‌‌a‌‌guide‌‌to‌‌Dante,‌‌leading‌‌him‌‌towards‌‌the‌‌cruel‌‌and‌‌challenging‌‌path‌‌he‌‌                               

needs‌‌to‌‌face.‌‌In‌‌Von‌‌Trier’s‌‌production,‌‌it‌‌is‌‌clear‌‌the‌‌presence‌‌of‌‌Virgil‌‌as‌‌the‌‌character‌‌Verge,‌‌                                   

who‌‌constantly‌‌communicates‌‌with‌‌Jack‌‌(representing‌‌Dante)‌‌and‌‌guides‌‌him‌‌in‌‌his‌‌journey‌‌as‌‌                           

a‌ ‌serial‌ ‌killer.‌ ‌Virge‌ ‌questions‌ ‌Jack’s‌ ‌choices‌ ‌during‌ ‌several‌ ‌moments,‌ ‌allowing‌ ‌the‌ ‌possible‌‌                         

interpretation‌ ‌of‌ ‌being‌ ‌the‌ ‌protagonist's‌ ‌consciousness,‌ ‌trying‌‌to‌‌reach‌‌elucidation.‌‌Here,‌‌“one‌‌                       
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medium‌‌[literature]‌‌acted‌‌as‌‌an‌‌origin‌‌in‌‌a‌‌process‌‌of‌‌medial‌‌transfer”‌‌(WOLF,‌‌2005,‌‌p.253)‌‌to‌‌                               

produce‌ ‌scenes‌ ‌that‌ ‌compose‌ ‌the‌ ‌film.‌ ‌ 

Besides‌ ‌the‌ ‌transposition‌ ‌between‌ ‌literature‌ ‌and‌ ‌film,‌ ‌it‌ ‌is‌ ‌also‌ ‌possible‌ ‌to‌ ‌see‌ ‌such‌‌                           

structure‌‌in‌‌a‌‌relationship‌‌embedded‌‌between‌‌film‌‌and‌‌painting.‌‌An‌‌illustration‌‌of‌‌such‌‌elements‌‌                           

can‌‌be‌‌seen‌‌in‌‌the‌‌moment‌‌of‌‌the‌‌third‌‌incident‌‌when‌‌Jack‌‌takes‌‌his‌‌girlfriend‌‌and‌‌her‌‌children‌‌                                   

to‌ ‌a‌ ‌picnic‌ ‌followed‌ ‌by‌ ‌a‌ ‌hunting‌ ‌lesson.‌ ‌After‌ ‌brutally‌ ‌murdering‌‌his‌‌family,‌‌Jack‌‌places‌‌his‌‌                               

preys‌‌on‌‌the‌‌floor‌‌in‌‌an‌‌organized‌‌manner.‌‌At‌‌that‌‌moment,‌‌the‌‌camera‌‌is‌‌placed‌‌in‌‌a‌‌high-angle‌‌                                   

shot‌ ‌or‌ ‌a‌ ‌plongée,‌ ‌allowing‌ ‌the‌‌audience‌‌to‌‌see‌‌through‌‌a‌‌panoramic‌‌view‌‌the‌‌landscape‌‌with‌‌                               

the‌ ‌dead‌ ‌bodies.‌ ‌The‌ ‌audience‌ ‌perceives‌ ‌the‌ ‌bodies‌ ‌and‌ ‌other‌ ‌elements‌‌such‌‌as‌‌green‌‌bushes‌‌                             

placed‌‌in‌‌an‌‌artistic‌‌position,‌‌being‌‌structured‌‌as‌‌painting,‌‌shown‌‌in‌‌image‌‌3.‌‌The‌‌conception‌‌of‌‌                               

the‌ ‌scene‌ ‌can‌ ‌be‌ ‌explained‌ ‌as‌ ‌a‌ ‌transposition‌ ‌of‌ ‌the‌ ‌painting‌ ‌techniques.‌ ‌ 

‌ 

‌ ‌   

Image‌ ‌3:‌ ‌Jack’s‌ ‌victims‌ ‌on‌ ‌the‌ ‌floor‌ ‌resembling‌ ‌a‌ ‌painting‌ ‌(VON‌ ‌TRIER,‌ ‌2018)‌ ‌ 

‌ 

The‌‌second‌‌subcategory‌‌is‌‌‌media‌‌combination‌‌that‌‌is‌‌“the‌‌result‌‌or‌‌the‌‌very‌‌process‌‌of‌‌                             

combining‌ ‌at‌ ‌least‌ ‌two‌ ‌conventionally‌ ‌distinct‌ ‌media‌ ‌or‌ ‌medial‌ ‌forms‌ ‌of‌ ‌articulation”‌‌                       

(RAJEWSKY,‌‌2005,‌‌p.‌‌51).‌‌Examples‌‌of‌‌this‌‌second‌‌type‌‌are‌‌opera,‌‌film,‌‌performances,‌‌music‌‌                           

videos,‌‌etc.‌‌The‌‌media‌‌combination‌‌can‌‌be‌‌found‌‌in‌‌the‌‌way‌‌the‌‌film‌‌is‌‌constituted,‌‌with‌‌all‌‌the‌‌                                   

different‌‌languages‌‌that‌‌lead‌‌to‌‌the‌‌construction‌‌of‌‌the‌‌production,‌‌such‌‌as‌‌lights,‌‌music,‌‌image,‌‌                             

texts,‌ ‌architecture,‌ ‌etc.‌ ‌According‌ ‌to‌ ‌Wolf‌ ‌(2005,‌ ‌p.‌ ‌254),‌ ‌this‌ ‌category‌ ‌can‌ ‌be‌ ‌seen‌ ‌as‌‌                             

multimediality‌‌or‌‌‌plurimediality‌‌that‌‌occurs‌‌“whenever‌‌two‌‌or‌‌more‌‌media‌‌are‌‌overtly‌‌present‌‌in‌‌                           

a‌ ‌given‌ ‌semiotic‌ ‌entity‌ ‌at‌ ‌least‌ ‌in‌ ‌one‌ ‌instance”.‌ ‌ 

Furthermore,‌ ‌the‌ ‌last‌ ‌subcategory‌ ‌of‌ ‌intermediality‌ ‌is‌ ‌called‌ ‌‌intermedial‌ ‌references‌.‌ ‌In‌‌                     

this‌ ‌case,‌ ‌one‌ ‌media‌ ‌evokes‌ ‌the‌ ‌characteristics‌ ‌of‌ ‌another‌ ‌media‌ ‌type.‌ ‌The‌ ‌representation‌ ‌is‌‌                           

based‌ ‌on‌ ‌a‌ ‌referential‌ ‌work.‌ ‌The‌ ‌intermedial‌ ‌references,‌ ‌according‌ ‌to‌ ‌Wolf‌ ‌(2005,‌ ‌p.‌ ‌254),‌‌                           

occurs‌‌as‌‌“the‌‌other‌‌medium‌‌enters‌‌as‌‌a‌‌conceptual‌‌rather‌‌than‌‌a‌‌physical‌‌presence,‌‌and‌‌the‌‌base‌‌                                 

medium‌ ‌retains‌ ‌the‌ ‌character‌ ‌of‌ ‌a‌ ‌homomedial‌ ‌semiotic‌ ‌complex.”‌ ‌In‌ ‌this‌ ‌type‌‌of‌‌intermedial‌‌                           
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relation,‌‌the‌‌production‌‌does‌‌not‌‌engage‌‌in‌‌a‌‌mixture‌‌of‌‌media.‌‌References‌‌to‌‌literature‌‌might‌‌be‌‌                               

completely‌ ‌accommodated‌ ‌in‌ ‌the‌ ‌media‌ ‌that‌ ‌compose‌ ‌the‌ ‌film‌ ‌language.‌ ‌ 

The‌‌author‌‌distinguishes‌‌the‌‌intemedial‌‌references‌‌according‌‌to‌‌the‌‌manner‌‌into‌‌explicit‌‌                       

references‌ ‌and‌ ‌implicit‌ ‌references.‌ ‌The‌ ‌explicit‌ ‌references‌ ‌occur‌ ‌as‌ ‌a‌ ‌work‌ ‌of‌ ‌art‌ ‌is‌ ‌shown‌‌                             

entirely‌‌on‌‌the‌‌screen‌‌or‌‌mentioned‌‌by‌‌a‌‌character.‌‌For‌‌instance,‌‌in‌‌Von‌‌Trier’s‌‌production,‌‌the‌‌                               

famous‌ ‌painting‌ ‌by‌ ‌Sandro‌ ‌Botticelli’s‌‌“The‌‌Birth‌‌of‌‌Venus”‌‌(1485–1486)‌‌is‌‌shown‌‌explicitly‌‌                         

on‌ ‌the‌ ‌screen‌ ‌while‌ ‌being‌ ‌mentioned‌ ‌by‌ ‌the‌ ‌character.‌ ‌ 

On‌ ‌the‌ ‌other‌ ‌hand,‌ ‌implicit‌ ‌references‌ ‌demand‌ ‌the‌ ‌audience‌ ‌to‌ ‌further‌ ‌investigate‌ ‌the‌‌                         

media‌‌referred‌‌to‌‌in‌‌the‌‌production.‌‌They‌‌can‌‌be‌‌related‌‌in‌‌three‌‌ways‌‌according‌‌to‌‌the‌‌manner.‌‌                                 

First,‌‌the‌‌heteromedial‌‌mimesis‌‌that‌‌occurs‌‌as‌‌reference‌‌through‌‌partial‌‌reproduction.‌‌Secondly,‌‌                       

evocation‌ ‌occurs‌ ‌as‌ ‌media‌ ‌A‌ ‌attempts‌ ‌to‌ ‌imitate‌ ‌the‌ ‌effects‌ ‌of‌ ‌media‌ ‌B.‌ ‌Thirdly,‌ ‌the‌ ‌formal‌‌                               

intermedial‌ ‌imitation‌ ‌when‌ ‌“the‌ ‌other‌ ‌medium‌ ‌enters‌ ‌as‌ ‌a‌ ‌conceptual‌ ‌rather‌ ‌than‌ ‌a‌ ‌physical‌‌                           

presence,‌ ‌and‌ ‌the‌ ‌base‌ ‌medium‌ ‌retains‌ ‌the‌ ‌character‌ ‌of‌ ‌a‌ ‌homomedial‌ ‌semiotic‌ ‌complex.”‌‌                         

(WOLF,‌ ‌2005,‌ ‌p.‌ ‌255).‌ ‌ 

The‌ ‌second‌ ‌and‌ ‌third‌‌types‌‌of‌‌intermedial‌‌implicit‌‌references‌‌can‌‌explain‌‌the‌‌director’s‌‌                         

style.‌ ‌An‌ ‌example‌ ‌of‌ ‌the‌ ‌second‌ ‌type,‌ ‌a‌ ‌reference‌ ‌through‌ ‌‌evocation,‌ ‌is‌ ‌seen‌ ‌as‌ ‌the‌ ‌director‌‌                               

constructs‌ ‌the‌ ‌scene‌‌of‌‌Jack‌‌and‌‌Verge‌‌in‌‌a‌‌boat‌‌heading‌‌to‌‌hell,‌‌seen‌‌in‌‌image‌‌4,‌‌eliciting‌‌the‌‌                                     

relation‌‌to‌‌the‌‌painting‌‌“The‌‌Barque‌‌Of‌‌Dante”‌‌(1822),‌‌by‌‌Eugène‌‌Delacroix,‌‌shown‌‌in‌‌image‌‌                             

5.‌‌The‌‌painting‌‌by‌‌Delacroix‌‌is‌‌already‌‌an‌‌intermedial‌‌transposition‌‌of‌‌Dante’s‌‌Divine‌‌Comedy.‌‌                           

Both‌ ‌Von‌ ‌Trier’s‌ ‌scene‌ ‌and‌ ‌Delacroix’s‌ ‌painting‌ ‌depict‌ ‌Virgil‌ ‌and‌ ‌Dante’s‌ ‌agony‌ ‌with‌ ‌the‌‌                           

events‌‌that‌‌happen‌‌in‌‌Canto‌‌VIII‌‌in‌‌Dante’s‌‌famous‌‌poem.‌‌The‌‌scene‌‌is‌‌constructed‌‌with‌‌minor‌‌                               

movements,‌ ‌almost‌ ‌frozen,‌ ‌with‌ ‌details‌ ‌such‌ ‌as‌‌distinct‌‌grounds‌‌(background,‌‌middle‌‌ground,‌‌                       

and‌ ‌foreground)‌ ‌typically‌ ‌observed‌ ‌in‌ ‌paintings,‌ ‌thus‌ ‌evoking‌ ‌a‌ ‌similar‌ ‌effect‌ ‌as‌ ‌the‌ ‌painting.‌ ‌ 

‌ 

‌ ‌   

Image‌ ‌4:‌ ‌Recreation‌ ‌of‌ ‌“The‌ ‌Barque‌ ‌of‌ ‌Dante”‌ ‌(1822)‌ ‌with‌ ‌Jack‌ ‌as‌ ‌Dante‌ ‌and‌ ‌Verge‌ ‌as‌ ‌Virgil‌ ‌(VON‌ ‌TRIER,‌‌ 
2018)‌ ‌ 

‌ 
‌ 
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 ‌ ‌ ‌   

Image‌ ‌5:‌ ‌“The‌ ‌Barque‌ ‌of‌ ‌Dante”‌ ‌(DELACROIX,‌ ‌1822)‌ ‌ 

‌ 

The‌ ‌third‌ ‌type‌ ‌of‌ ‌intermedial‌ ‌implicit‌ ‌references‌ ‌occurs‌ ‌through‌ ‌formal‌ ‌intermedial‌‌                     

imitation,‌ ‌as‌ ‌explained‌ ‌by‌ ‌Wolf‌ ‌(2005‌ ‌p.‌ ‌255):‌ ‌ 

‌ 
This‌ ‌is‌ ‌a‌ ‌particularly‌ ‌interesting‌ ‌phenomenon‌ ‌because‌ ‌the‌ ‌intermedial‌‌                 
signification,‌ ‌in‌ ‌this‌ ‌case,‌ ‌is‌ ‌the‌ ‌effect‌‌of‌‌a‌‌salient‌‌iconic‌‌use‌‌of‌‌signs.‌‌In‌‌                             
fact,‌ ‌the‌ ‌characteristic‌ ‌feature‌ ‌of‌ ‌formal‌ ‌imitation‌ ‌consists‌‌in‌‌the‌‌attempt‌‌                     
to‌ ‌shape‌ ‌the‌ ‌material‌ ‌of‌ ‌the‌ ‌semiotic‌ ‌complex‌‌in‌ ‌question‌‌(its‌‌signifiers,‌‌                       
in‌ ‌some‌ ‌cases‌ ‌also‌ ‌its‌ ‌signifieds)‌ ‌in‌ ‌such‌ ‌a‌ ‌manner‌ ‌that‌ ‌it‌ ‌acquires‌ ‌a‌‌                           
formal‌ ‌resemblance‌ ‌to‌ ‌typical‌ ‌features‌ ‌or‌ ‌structures‌ ‌of‌ ‌another‌ ‌medium.‌ ‌ 

‌ 

The‌ ‌implicit‌ ‌reference‌ ‌of‌ ‌the‌ ‌third‌ ‌type‌ ‌can‌ ‌be‌ ‌exemplified‌ ‌in‌ ‌a‌ ‌scene‌ ‌where‌ ‌Jack‌ ‌is‌‌                               

talking‌‌about‌‌the‌‌traces‌‌of‌‌a‌‌psychopath‌‌in‌‌a‌‌serial‌‌killer,‌‌using‌‌his‌‌personality‌‌to‌‌illustrate‌‌it.‌‌To‌‌                                   

do‌‌so,‌‌he‌‌starts‌‌to‌‌hold‌‌posters,‌‌seen‌‌in‌‌image‌‌6,‌‌with‌‌descriptions‌‌of‌‌the‌‌traces‌‌of‌‌his‌‌persona.‌‌                                     

He‌‌presents‌‌posters‌‌with‌‌sayings‌‌such‌‌as‌‌“OCD”,‌‌“impulsiveness”,‌‌and‌‌“manipulation”,‌‌among‌‌                       

others.‌ ‌In‌ ‌this‌ ‌scene,‌ ‌Von‌ ‌Trier‌ ‌makes‌ ‌an‌ ‌implicit‌ ‌reference‌ ‌to‌ ‌Bob‌ ‌Dylan’s‌ ‌music‌ ‌video‌‌                             

Subterranean‌ ‌Homesick‌ ‌‌Blues,‌ ‌seen‌ ‌in‌ ‌image‌ ‌7,‌ ‌released‌ ‌in‌ ‌1965.‌ ‌The‌ ‌music‌ ‌video‌ ‌elicits‌‌                           

aspects‌ ‌of‌ ‌the‌ ‌Beat‌ ‌generation‌ ‌,‌ ‌making‌ ‌implicit‌ ‌references‌ ‌to‌ ‌authors‌ ‌like‌ ‌Jack‌ ‌Kerouac‌ ‌and‌‌                             

Allen‌ ‌Ginsberg.‌ ‌Dylan’s‌ ‌music‌ ‌video‌ ‌later‌ ‌became‌ ‌a‌ ‌source‌ ‌of‌ ‌inspiration‌ ‌for‌ ‌other‌ ‌artists‌ ‌to‌‌                             

produce‌ ‌their‌ ‌promotional‌ ‌videos.‌ ‌The‌ ‌following‌ ‌images‌ ‌show‌ ‌how‌ ‌Lars‌ ‌Von‌ ‌Trier‌ ‌makes‌‌                         

implicit‌ ‌references‌ ‌to‌ ‌Dylan’s‌ ‌music‌ ‌video‌ ‌in‌ ‌his‌ ‌film.‌ ‌ 

‌ 

     ‌‌Image‌ ‌6:‌ ‌Jack‌ ‌holding‌ ‌posters‌ ‌like‌ ‌Bob‌ ‌Dylan‌ ‌in‌ ‌the‌ ‌music‌ ‌video‌ ‌of‌ ‌‌Subterranean‌ ‌Homesick‌ ‌Blues.‌ ‌ 
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‌ 
‌ 

 ‌ ‌ ‌   

Image‌ ‌7:‌ ‌The‌ ‌source‌ ‌of‌ ‌inspiration,‌ ‌Bob‌ ‌Dylan,‌ ‌in‌ ‌his‌ ‌music‌ ‌video‌ ‌‌Subterranean‌ ‌Homesick‌ ‌Blues.‌ ‌ 

‌ 

In‌‌addition‌‌to‌‌what‌‌has‌‌been‌‌pointed‌‌out‌‌so‌‌far,‌‌Lars‌‌Von‌‌Trier‌‌also‌‌appears‌‌to‌‌transgress‌‌                                 

the‌‌intermediality‌‌borders.‌‌Thus,‌‌considering‌‌the‌‌entire‌‌range‌‌of‌‌characteristics‌‌of‌‌intermediality‌‌                       

as‌ ‌a‌ ‌whole,‌ ‌the‌ ‌director‌ ‌appears‌ ‌to‌ ‌display‌ ‌addition‌ ‌to‌ ‌its‌ ‌categorizations.‌ ‌He‌ ‌places‌ ‌an‌‌                             

autoreference‌ ‌to‌ ‌his‌‌own‌‌films,‌‌specifically‌‌in‌‌the‌‌scene‌‌Jack‌‌is‌‌discussing‌‌art‌‌with‌‌Virge.‌‌Von‌‌                               

Trier‌ ‌inserts‌‌scenes‌‌from‌‌his‌‌film‌‌‌Melancholia‌‌(2011)‌‌to‌‌give‌‌expressiveness‌‌in‌‌his‌‌production.‌‌                           

This‌ ‌type‌ ‌of‌ ‌media‌ ‌relation‌ ‌does‌ ‌not‌ ‌cross‌ ‌the‌ ‌border‌ ‌of‌ ‌a‌ ‌media,‌ ‌being‌ ‌considered‌ ‌an‌‌                               

intramedial‌ ‌‌self‌-‌reference‌ ‌being‌ ‌‌implicit‌ ‌through‌ ‌‌partial‌ ‌‌reproduction‌.‌ ‌The‌ ‌scene‌ ‌of‌ ‌a‌ ‌field‌‌                       

where‌ ‌people‌ ‌are‌ ‌camping‌ ‌under‌ ‌a‌ ‌heavy‌ ‌sky‌ ‌creates‌ ‌a‌ ‌dramatic‌ ‌atmosphere.‌ ‌ 

Consequently,‌‌the‌‌intermediality‌‌in‌‌‌the‌‌House‌‌that‌‌Jack‌‌Built‌‌can‌‌call‌‌the‌‌attention‌‌of‌‌the‌‌                             

audience‌ ‌accustomed‌ ‌to‌ ‌watching‌ ‌his‌ ‌productions.‌ ‌This‌ ‌is‌ ‌presented,‌ ‌as‌ ‌mentioned‌‌before,‌‌as‌‌                         

part‌ ‌of‌ ‌the‌ ‌director’s‌ ‌style‌ ‌and‌ ‌signature‌ ‌as‌ ‌well,‌ ‌justifying‌ ‌the‌ ‌importance‌ ‌of‌ ‌studying‌ ‌the‌‌                             

phenomena‌ ‌as‌ ‌a‌ ‌whole,‌ ‌aligned‌ ‌to‌ ‌the‌ ‌peculiarities‌ ‌in‌ ‌the‌ ‌narrative‌ ‌explored‌ ‌by‌ ‌the‌ ‌director.‌ ‌ 

This‌ ‌study‌ ‌shows‌ ‌how‌ ‌intermedial‌ ‌and‌ ‌intramedial‌ ‌relations‌ ‌can‌ ‌be‌ ‌explored‌ ‌in‌ ‌films,‌‌                         

considering‌ ‌the‌ ‌traces‌ ‌observed‌ ‌in‌ ‌a‌ ‌certain‌ ‌production.‌ ‌ 

‌ 

Conclusion‌ ‌ 

‌ 

The‌ ‌auteur‌ ‌theory‌ ‌has‌ ‌allowed‌ ‌us‌ ‌to‌ ‌trace‌ ‌Von‌ ‌Trier’s‌ ‌style‌ ‌in‌ ‌‌The‌ ‌house‌ ‌Jack‌ ‌built‌.‌‌                               

Since‌‌auteur‌‌is‌‌not‌‌consolidated‌‌as‌‌a‌‌single‌‌theory‌‌or‌‌methodology,‌‌it‌‌allowed‌‌us‌‌to‌‌create‌‌a‌‌new‌‌                                   

method‌‌of‌‌investigation‌‌specifically‌‌directed‌‌to‌‌Von‌‌Trier’s‌‌production.‌‌Von‌‌Trier’s‌‌style‌‌in‌‌‌The‌‌                           

house‌ ‌Jack‌ ‌built‌ ‌is‌ ‌observed‌ ‌in‌ ‌the‌ ‌presence‌ ‌of‌ ‌the‌ ‌male‌ ‌gaze‌‌and‌‌intermediality.‌‌At‌‌first,‌‌the‌‌                                 

auteur‌ ‌theory‌ ‌might‌ ‌have‌ ‌sounded‌ ‌misplaced‌ ‌in‌ ‌the‌ ‌investigation‌ ‌of‌ ‌a‌ ‌contemporary‌ ‌film‌‌that‌‌                           

challenges‌‌authorship‌‌for‌‌the‌‌strong‌‌presence‌‌of‌‌external‌‌references,‌‌which‌‌would‌‌question‌‌the‌‌                         

notion‌ ‌of‌ ‌originality.‌ ‌ 
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Nevertheless,‌‌Von‌‌Trier’s‌‌strong‌‌signature‌‌is‌‌undeniable‌‌in‌‌his‌‌productions,‌‌challenging‌‌                     

critics‌‌and‌‌viewers.‌‌The‌‌understanding‌‌of‌‌Von‌‌Trier’s‌‌style‌‌also‌‌involved‌‌the‌‌cinematic‌‌narrative‌‌                           

study,‌ ‌essential‌ ‌to‌ ‌the‌ ‌organization‌ ‌of‌ ‌each‌ ‌part‌ ‌and‌ ‌segment‌‌of‌‌a‌‌movie,‌‌allowing‌‌tracing‌‌the‌‌                               

constitutive‌ ‌thematic‌ ‌elements‌ ‌in‌ ‌the‌ ‌production.‌ ‌ 

The‌ ‌centrality‌ ‌of‌ ‌the‌ ‌male‌ ‌gaze‌ ‌in‌ ‌the‌ ‌film‌ ‌observed‌ ‌in‌ ‌the‌ ‌perspective‌ ‌of‌ ‌the‌ ‌camera‌‌                               

reveals‌‌to‌‌the‌‌audience‌‌a‌‌strange‌‌intimacy‌‌with‌‌a‌‌serial‌‌killer‌‌resulting‌‌in‌‌an‌‌uneasy‌‌identification‌‌                               

with‌‌Jack.‌ ‌On‌‌the‌‌other‌‌hand,‌‌by‌‌establishing‌‌a‌‌relationship‌‌with‌‌the‌‌gaze‌‌as‌‌object,‌‌the‌‌female‌‌                                 

audience‌‌is‌‌confronted‌‌by‌‌Jack’s‌‌gaze,‌‌not‌‌being‌‌able‌‌to‌‌grasp‌‌the‌‌meaning‌‌of‌‌his‌‌sadistic‌‌smile.‌‌                                 

By‌ ‌mirroring‌ ‌the‌ ‌passiveness‌ ‌of‌ ‌the‌ ‌female‌ ‌victims,‌ ‌the‌ ‌female‌ ‌audience‌ ‌is‌ ‌left‌ ‌with‌ ‌the‌‌                             

recognition‌ ‌of‌ ‌the‌ ‌lack‌ ‌of‌ ‌the‌ ‌‌object‌ ‌a‌‌ ‌and‌ ‌not‌ ‌fulfilled‌ ‌desire.‌ ‌ 

As‌ ‌directors‌ ‌continuously‌ ‌seek‌ ‌new‌ ‌ways‌ ‌of‌ ‌expressing‌ ‌and‌ ‌communicating,‌ ‌they‌‌                     

experiment‌ ‌with‌ ‌media‌ ‌language‌ ‌through‌ ‌combinations,‌ ‌transpositions‌ ‌and‌ ‌references.‌ ‌ 

This‌ ‌paper‌ ‌represents‌‌just‌‌the‌‌beginning‌‌of‌‌a‌‌sequence‌‌of‌‌studies‌‌that‌‌aim‌‌to‌‌delve‌‌into‌‌                               

the‌ ‌structure‌ ‌and‌ ‌thematic‌ ‌content‌ ‌of‌ ‌complex‌ ‌objects‌ ‌of‌ ‌media.‌ ‌Aligned‌ ‌to‌ ‌the‌ ‌method‌ ‌of‌‌                             

investigation,‌‌the‌‌style‌‌defined‌‌as‌‌a‌‌set‌‌of‌‌technical‌‌language‌‌results‌‌from‌‌the‌‌director’s‌‌choices‌‌                             

allows‌ ‌the‌ ‌viewers/critics‌ ‌to‌ ‌analyze‌ ‌the‌ ‌expressive‌ ‌resources‌ ‌in‌ ‌a‌ ‌given‌ ‌production.‌ ‌ 

‌ 
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