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CChapter 4 

Analysis of the Figure of the Vampire as an Actantial Instance 

The fantastic story and characters have long been studied from a literary perspective. 

Theoreticians such as Roland Barthes, Tzvetan Todorov, Claude Bremond (2001), among 

others, have focused on the level of expression as well as on the level of content. 

Specifically, the research on Russian folk tales (Morphology of the Folktale) of Vladimir Propp 

(1985) has been one of the main contributions to the analysis of the structure of the story 

and functions of the characters within it. Propp proposed the existence of 31 functions 

which correspond to the actions committed by different characters and that appear as a 

constant element of the structure of folktales. Also, Propp established the presence of seven 

roles (hero, princess, villain, helper, dispatcher, donor and false hero) that characters 

assume throughout the story playing one or more functions. In turn, the semiotician 

Algirdas Julien Greimas, based on the study of Propp and Étienne Souriau (1970), proposed 

only six roles (actants) and synthetized the methodology of Propp in order to develop a 

more functional analysis of narrative structure (Mélétinski 1985: 222–244). As well Greimas 

built on the work of Claude Lévi-Strauss (1969) in relation to myths to propose the theory 

of the interpretation of the mythical story through three elements which can be applied to 

other forms of story within literature and cinema. Such elements correspond to the 

framework (basic structure), the message and the code.  

Within the code, Greimas (1973: 225) considers narrative units (narrative syntagms) 

of three types: 1. Performantial syntagms (tests), 2. Contractual syntagms (establishment 

and breaking of contracts) and 3. Disjunctional syntagms (comings and goings). These 

elements support the idea that beyond the context, which could explain mythical stories, 

there are linguistic units which contribute to the formation of a narrative model, that is, the 

framework (Greimas 1973: 225). Effectively, Greimas places his actantial structure of the 

narrative model within this framework. In relation to the performantial syntagms, Greimas 

recovers from Propp three kinds of tests: the qualifying test, decisive test and glorifying 

test. These tests are related to the development of the actions and, as a consequence, of the 
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narrativity. After the establishment of a contract or petition of the sender, the hero or 

heroine goes on the quest for the princess or prince (the object of value) and has to obtain 

cognitive and pragmatic competences (qualifying test) to confront obstacles and conflicts 

(decisive test) in order to be prepared for a final test which will give him or her the object 

or recognition (glorifying test) (Bronwen & Ringham 2000: 11–12). 

These aspects, among others, which are considered within the Greimasian theory 

and were extended by other theoreticians such as Philippe Hamon (1972) and Jacques 

Fontanille, are relevant to the study of the figure of the vampire because they contribute to 

ordering and subsequently analyzing the elements which construct the character and its 

relationship with other actors within the story. From the point of view of Greimas, it will 

be essential to analyze the actants and their relationships, as well as the motivation (Eder 

2014) which triggers the actions and transformations for the construction of the narrativity. 

We will see that in the case of the films proposed for our analysis, such narrativity is 

strategically and significantly placed on the anti-heroic figure of the vampire and its 

relationship with other characters and with the space and its objects.  

Regarding these objectives, it is important to note that the proposal of Greimas and 

Courtés for the analysis of the narrativity1 has been relatively developed in francophone 

and some Hispanic areas with a special focus on literature. In relation to film, the studies 

of Desiderio Blanco (1994, 2003) integrate the Greimasian semiotics, the tensive semiotics 

of Claude Zilberberg and Jacques Fontanille (2005) and the work of Christian Metz (1968, 

1971) in order to analyze the filmic enunciation. However, a review of the studies based on 

the Greimasian semiotics made so far shows that its application in film is still partial and 

insufficient. For this reason and as Greimas and Fontanille have insisted, it is still necessary 

to develop numerous empirical analysis of different texts to observe the scopes and limits 

of the semiotic theory and to continue its structuration in relation to film. This study 

contributes to this purpose. 

  

                                                           
1 Regarding narrativity and film, Wolfgang Wildgen makes a comparative analysis of the reiterative existence 
and dynamic of narrative schemes in the action films of James Bond in “Dynamique narrative du text, du 
film et de la musique” (2015) from a semiotic point of view. 
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44.1 Theoretical Annotations: The Actantial Model of Algirdas J. Greimas 

In order to show how the vampire is configured as an actantial instance and how narrativity 

is constructed throughout the films of our study, we will identify the scenes and filmic 

features which are associated to each of its elements, as for example motivation, performing 

of the action, achievement or cancelation of goals and emergence of a passion, among 

others, which are developed through a series of episodes or narrative programs. Likewise, 

the application of the semiotic analysis based on the actantial model of Greimas (1973, 

1986) and the semiotic of passions which was developed by Greimas and Fontanille (1994) 

to the analysis of the vampire films by Murnau, Lang and Méndez is justified because in 

these films there is a relationship between actantial subjects and objects which is mediated 

by two categories namely “desire” and “need”, thus establishing a quest within the story 

generating the narrative action (Greimas 1986: 177). As regards the latter, Greimas explains 

that the actantial model “is […] the extrapolation of the syntactic structure […and] the 

actant is not only the denomination of an axiological content, but also a classematic basis 

establishing it as a possibility of process […]”2 (1986: 185). The basis for the activation of 

this process is the modal status of the actant (wanting, having to, ought, may, being able to, 

knowing how to, etc.), hence the passion or thymic dimension becomes the force which 

drives the dynamism of the narrativity (Greimas 1986: 186; Martin & Ringham 2000: 6–7). 

 According to the terminology of Greimas, “narrativitation” (Cooren 2000: 59) can 

be conceived as the syntagmatic location of values, that is, a discursive organization which 

manipulates the constitutive elements of the canonic utterance either a) performing 

substitutions of subjects, b) substituting the objects of value for each other or c) proceeding 

to transformations of the function (Greimas 1983: 27–82). Also, from the point of view of 

logic and semiotics, the subject is that which is searching for an object. This last idea allows 

us to conceive the subject not only as a human being, but as an entity such as, for example, 

the whole society which searches for democracy or peace or also a robot which searches 

for a soul (Greimas & Courtés 1979). As well, these elements allow us to see that the object 

is not necessarily a physical thing, but the depositary of the value that the subject gives in 

relation with determinate culture, hence the idea of the object of value.  

                                                           
2 Unless otherwise stated, all translations are my own. 
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The subject and the object form part of the six actants proposed by Greimas. The 

actants correspond to the functions or components of the action either real or themed, as 

would be the case of a literary or visual text for example (Greimas 1986). The main actants 

of the actantial model are the subject and the object whose relationship is mediated by the 

axis of desire, that is, the subject goes in quest for the object, which can be a person, a thing 

or an abstract idea. Likewise, the helper and the opponent are actants which can be grouped 

within the axis of power because the helper can be a person, a thing or an internal quality 

which supports the subject in its quest for the object. In turn, the opponent can be a person, 

thing or internal quality which hinders the action and quest of the subject. Also, it is possible 

that another subject or character within the story hinders the quest of the main subject or 

hero during the achievement of its goal. That is the case of the anti-subject which is mostly 

considered as the classic opponent of the main subject, that is, the villain. Finally, the sender 

and the receiver are part of the axis of transmission or communication. The sender 

functions as a person or idea which motivates an action or causes someone to act (Martin 

& Ringham 2000: 10), which does not always appear in the story, but can be interpreted as 

internal wish or will of the subject, so that in this case the subject self is its own sender. 

This sender transmits to the subject the desire or the need, sometimes through a petition, 

to seek the object and then to generate an action. In turn, the receiver is the actant that 

obtains the object and sometimes which can also assign its own role to the subject. Greimas 

represents the relation of the actants through the following schema: 

Sender    Object    Receiver 
 

   Helper    Subject   Opponent 

The elements of the actantial model proposed by Greimas contribute to the analysis 

not only the narrative action, but also the transformation of the subject throughout the 

story. As regards the latter, Greimas explains that narrativity is constructed through the 

action(s) of the subject that lead(s) to changes of state or junctions (conjunctions and 

disjunctions) so the subject becomes a subject of doing which is in charge of the narrative 

transformations and the alteration of the relationship between subjects and objects 

(Greimas 1983: 28). As a result, between the subject and the object mediates a relationship 

called junction. The junction represents the change of state of the subject which initially 
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could be conjunctive or disjunctive with respect to a certain object of value. The junction 

is a conjunction if the subject, whose desire aims at the object, is able to appropriate the 

object or it could be a disjunction if the subject is separated from the object of value. In 

relation to the functions of the helper and the opponent there is respectively the grant of 

aid or the impediment of the achievement of the junction. Also, to the sender and receiver 

correspond respectively the request to search for the object of value, which establishes the 

possibility of the junction, and the benefit of the achievement of the junction.  

Therefore, Greimas distinguishes between the subject of state and the subject of doing. 

The subject of state is determined by its desire and its possession or dispossession of the 

object (thymic or passion dimension). In this case, the subject experiences the result of an 

action produced and finished. However, this action remains latent because it can change, 

so that the relation of the subject with an object of value, the junction, is an effect of a state 

which was produced by the action of the subject. In turn, the subject of doing (or operating 

subject) makes possible with its actions the change from one state to another, either of 

conjunction or disjunction with the object of value (level of power or pragmatic dimension). 

This means that the subject of doing and the subject of state constitute a dichotomy which 

makes possible the narrative transformation. 

In order to summarize the junctions between subjects and objects, Greimas 

elaborated a schema which represents the different values which are involved in a narrative 

program, that is, each action which operates to produce a change of state of the subject. Thus 

Greimas proposed the following model of a conjunctive narrative program (CNP) and the 

schema of the disjunctive narrative program (DNP) respectively:  

Presupposed state of the subject Transformation of the state of the subject  
 

CNP F {S1 – [(S2 ˅ O) – (S2 ˄ O)]} The subject gets the object 

DNP F {S1 – [(S2 ˄ O) – (S2 ˅ O)]} The subject loses the object 

     We can see the values that each symbol represents below: 

F = Narrative program 
S1 = Subject of doing 
S2 = Subject of state 
O = Object of value 
˅ = state of disjunction between the subject and object of value 
˄ = state of conjunction between the subject and object of value 
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Within a narrative program the S1 corresponds to the subject of doing and S2 to the 

subject of state and for each program we note if there is a conjunction (˄) or a disjunction 

(˅) of the subject with its respective object of value. Parentheses represent the state of 

conjunction or disjunction of the subject of state in relation to the object of value, the n 

dash (–) points out the change of state from a conjunction to a disjunction or vice versa and 

square brackets include the presupposed and resulting state of the subject. Finally, curly 

brackets represent the whole transformation which is operated by the subject of doing (S1) 

to produce changes of state. Most of the time, theoreticians present only the second state 

of the subject of this schema, that is, the result of the transformation, in order to summarize. 

The sum of narrative programs then forms the narrative trajectory (or narrative path) of 

the story. 

In order to explain the performance of the actantial model, we will use as example 

an analysis of the story The Little Mermaid by Hans Christian Andersen (1836), in which we 

can find the figure of a tragic hero in the female protagonist who, at the end, dies and 

disappears, as occurs in Nosferatu with the figure of the vampire.  

The story by Andersen is about a mermaid who lives with her sisters, her father—

the old sea King—and her grandmother in the ocean. When the little mermaid becomes 

fifteen years old she is allowed to visit for the first time the sea surface and to know the 

world of humans. As a consequence she finds a prince whose ship sinks and many sailors 

die. She saves him, but she leaves when some women come and see the prince on the shore.  

The little mermaid falls in love with the prince and looks to the sea witch to obtain 

help to conquer the prince. The witch offers her a draught to transform her fish’s tail into 

human legs in exchange for her voice. However, if the mermaid cannot obtain the love of 

the prince and he marries another woman the mermaid will die and become foam of the 

sea. The little mermaid accepts this and other painful conditions. She drinks the draught 

and when the prince finds her on his palace’s stairs she is a beautiful woman with long legs. 

She lives in his palace, but the prince only sees her as a little sister.  

One day, the prince’s father, the king, orders his marriage to a princess who indeed 

is the woman who—the prince thinks—had rescued him and whom he loves. After the 

marriage is celebrated on a ship, the little mermaid accepts her destiny, but suddenly she 

sees her sisters on the sea surface. They offer her the witch’s knife to kill the prince and to 
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obtain again her fish’s tail and to return to the sea. But the little mermaid cannot do it and 

turns into foam, and finally becomes a spirit of the air with an immortal soul because she 

sacrificed herself for others. But there is a condition. She must float as a spirit of the air for 

300 years and can visit the world of the humans. If she smiles with joy for the happiness of 

the humans one year is reduced from her 300 years and if she worries and cries for the 

suffering of humans one year is added to her time of trial.  

 According to the Greimasian theory, characters and objects have a function in the 

story in order to help or to hinder the way of the hero during the story. In this case, if we 

focus on the little mermaid and the quest for the prince as the main object of value 

throughout the whole story, we find the following correspondences of the actantial model. 

Relation of actants in the narrative trajectory of The Little Mermaid 

SSender  OObject  RReceiver  
Image of the world of the 
humans, the little mermaid’s 
grandmother and sisters 

The human prince The little mermaid 

HHelper  SSubject  OOpponent  
The sea witch, a magic 
draught, human legs 

The little mermaid Fish’s tail, dumbness, pain in the legs when 
the little mermaid walks and dances, the 
human princess 

 Throughout the story the little mermaid is very curious about the world of the 

humans thanks to the descriptions of her sisters and grandmother who also explain to her 

that humans do not live as long as mermaids, but they have an immortal soul which remains 

in nature after death and which it is possible to obtain through the love of a human being. 

For these reasons the little mermaid’s family and images of the human world function as 

senders which transmit the desire for human love and an immortal soul to the mermaid.  

In addition, the witch becomes the evil helper who gives her the means to obtain 

the love of the prince. In this regard, the mermaid becomes the receiver of the love of the 

prince considered as her object of value. Finally, this example of the little mermaid allows 

us to show what Greimas considers a difference in relation to the model of 31 functions of 

Propp, that is, senders (descriptions and images of the human world), helpers (a draught, a 

knife, etc.), objects (immortal human soul) or opponents can not only be characters or 

projections of human beings, but also objects or ideas, as is the case of the fish’s tail and 

the dumbness in The Little Mermaid. 
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 Thus, considering the Greimasian theory, throughout the narrative trajectory of The 

Little Mermaid we can find four narrative programs through which the subject changes state 

from disjunction to conjunction, and the actants also change in each narrative program, as 

we see below. 

NP1 disjunction  conjunction 

F {Little mermaid – [(Little mermaid ˅ Knowledge) – (Little mermaid ˄ Knowledge)]} 
The little mermaid finds out about the world of the humans through the descriptions and 

stories related by her grandmother and her sisters. 

Relation of the actants of NP1 

SSender  OObject  RReceiver  
The little mermaid’s grandmother and sisters Knowledge about the 

human world 
The little mermaid 

HHelper  SSubject  OOpponent  
The little mermaid’s grandmother and sisters The little mermaid --- 

NP2 disjunction  conjunction 

F {Little mermaid – [(Little mermaid ˅ Permission to go the surface of the sea) – (Little 
mermaid ˄ Permission to go to the surface of the sea)]} 
The little mermaid becomes fifteen years old and is allowed to know the surface of the sea 

and the world of humans. 

Relation of the actants of NP2 

SSender  OObject  RReceiver  
The little mermaid’s 
grandmother and father 

Permission to go the 
surface of the sea 

The little mermaid 

HHelper  SSubject  OOpponent  
Reaching the age of majority: 
fifteen years 

The little mermaid Dangers of the surface of the sea and the 
world of humans 

NP3 disjunction  conjunction  disjunction 

F {Little mermaid – [(Little mermaid ˅ Prince) – (Little mermaid ˄ Prince) – (Little 
mermaid ˅ Prince)]} 
The little mermaid knows the prince and with help of the sea witch gets legs to be with the 

prince and try to conquer his love, living in his palace for a while, but he marries another 

woman. 

 



4.1   THEORETICAL ANNOTATIONS: THE ACTANTIAL MODEL OF ALGIRDAS J. GREIMAS 

175 
 

Relation of the actants of NP3 

SSender  OObject  RReceiver  
Image of the world of the 
humans, the little mermaid’s 
grandmother and sisters 

The human prince The little mermaid 

HHelper  SSubject  OOpponent  
The sea witch, a magic 
draught, human legs 
 

The little mermaid Fish’s tail, dumbness, pain in the legs when 
the little mermaid walks and dances, the 
human princess 

NP4 disjunction  conjunction 

F {Little mermaid – [(Little mermaid ˅ A conditioned immortal soul) – (Little mermaid ˄ 
A conditioned immortal soul)]} 
After dying the little mermaid loses the prince, but she becomes an immortal soul and is 

transformed into a spirit of the air for 300 years thanks to her self-sacrifice. However, this 

immortal soul is conditioned because it can be extended if she cries for the suffering of 

others, but it can be shortened if she is joyful of the happiness of others, which in the story 

indicates that she has a sort of mission, that is, to take care of the suffering of others and 

to be sensible of their feelings. 

Relation of the actants of NP4 

SSender  OObject  RReceiver  
Self-sacrifice, other spirits of 
the air 

A conditioned immortal soul The little mermaid 

HHelper  SSubject  OOpponent  
Tears of sorrow for others The little mermaid To enjoy the happiness of others 

The example of the little mermaid shows how the subject experiences changes of 

state from disjunction to conjunction and vice versa according to the object of value of its 

quest in each narrative program. Also, the possession or dispossession of each object as 

well as the action of the subject of doing sometimes modifies the relation of the actants, 

that is, depending on the object of value new characters, objects or abstract ideas can appear 

to play the role of the sender, the receiver, the helper or the opponent in a narrative program 

and change of actantial role in another. 

Finally, besides the possibility of analyzing the performantial dimension of the 

narrativity through the actions of the subject, another aspect of the functionality of the 

actantial model of Greimas is how it makes possible the analysis of other characters within 
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the same story which are also searching for the same or other objects of value, generating 

parallel narrative programs besides those of the main character. This flexibility of the model 

allows us to explore how narrativity is structured and which elements (characters, objects 

and ideas) construct it.  

44.2 The Actantial Structure of Nosferatu: eine Symphonie des Grauens 

Now that the concepts related to narrativity and the actantial model have been explained, 

we can show the narrative trajectory of Nosferatu below. This chain of transformations or 

narrative trajectory is raised in Nosferatu through seven narrative programs, some of which 

are repeated or experiment with variations during the filmic story and are established 

surrounding the character of the vampire (Count Orlok).  

It should be noted that not every action of the subject leads to a change of state. For 

example, when Count Orlok discovers the photograph of the wife of Hutter there is a 

transformation consisting of the desire of the vampire for Ellen and so a relationship of 

disjunction is established forming, in turn, a narrative program. However, the arrival of 

Hutter at the castle in Transylvania and his meeting with Count Orlok when the vampire 

comments that he has waited for a long time and it is night does not represent a change of 

state for any character, which does not mean that this scene could not have some relevance 

for other aspects of the analysis of the figure of the vampire, of the space or any other 

narrative or filmic element. 

In the narrative trajectory of Nosferatu, specifically in the actions and transformations 

of the subject, in this case Count Orlok, there are substitutions of objects of value (Hutter, 

House in Wisborg, blood, Ellen) whose quest gives way to the establishment of new actions 

and narrative programs in which Count Orlok takes on different functions or actants, such 

as sender, receiver, helper and opponent. In this regard, we will focus our analysis on the 

syntagmatic junction of the vampire, that is, the chain of relationships of conjunctive and 

disjunctive utterances because we are searching for the transformations of state of only one 

subject and how the actants are organized surrounding it. In addition, the identification of 

a pattern of actions performed by the subject surrounding the search of some objects of 

value (Hutter’s blood, Sailors’ blood and Ellen‘s blood) as if formed part of a whole and 
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continuous action, led us to decide to group some narrative programs as variations of a 

main narrative program (3a, b, c and d).  

44.2.1 Narrative Trajectory Surrounding Count Orlok in Nosferatu 

NP1 disjunction  conjunction 

F {Orlok – [(Orlok ˅ Hutter) – (Orlok ˄ Hutter)]} 
Orlok takes Hutter over when he arrives at the river bridge crossing and Orlok picks him 

up disguised as a carriage driver. 

Relation of the actants of NP1 

Sender  Object  Receiver  
Knock Hutter Orlok 
Helper  Subject  Opponent  
Orlok (False carriage driver) Orlok Drivers of the inn 

NP2a disjunction  conjunction 

F {Orlok – [(Orlok ˅ Purchase of the house in Wisborg) – (Orlok ˄ Purchase of the house 
in Wisborg)]} 
At the beginning, Orlok wants to purchase a house in Wisborg so he sends a letter to Knock 

to make the purchase of a house under the management of Hutter. When Hutter arrives in 

Transylvania he gives the documents of purchase to Orlok for their revision and in case he 

agrees, he signs and acquires the house. The conjunction is completed in two nights: the 

first one when Hutter arrives and Orlok reads the papers and then he signs them on the 

second night.  

NP2b disjunction  conjunction 

F {Orlok – [(Orlok ˅ Contract of the house in front of Hutter’s and Ellen’s house in 
Wisborg) – (Orlok ˄ Contract of the house in front of Hutter’s and Ellen’s house in 
Wisborg)]} 
NP2b is a transformation of the NP2a because during the signing of the contract Count 

Orlok knows that the house is located opposite the house of Hutter and Ellen. 

Relation of the actants of NP2 

Sender  Object  Receiver  
Knock Acquisition of the house in Wisborg Orlok 
Helper  Subject  Opponent  
Hutter Orlok Distance between Transylvania and Wisborg  
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NP3a disjunction  conjunction  

F {Orlok – [(Orlok ˅ Blood of Hutter) – (Orlok ˄ Blood of Hutter)]} 
Orlok sucks the blood of Hutter during the first night, but this act is not visualized, it is 

only suggested by the camera which shows how Orlok gets closer to Hutter. 

 NP3b disjunction  conjunction 

F {Orlok – [(Orlok ˅ Blood of Hutter) – (Orlok ˄ Blood of Hutter)]} 
Orlok enters Hutter’s room during the second night. In this case, the camera visualizes the 

shadow of Orlok going closer to Hutter to suck his blood. 

NP3c disjunction  conjunction 

F {Orlok – [(Orlok ˅ Blood of the sailors) – (Orlok ˄ Blood of the sailors)]} 
During the trip from Transylvania to Wisborg on board the ship “Empusa” Orlok travels 

in his coffin, which is placed in the hold of the ship, and sucks the blood of the entire crew.  

NP3d disjunction  conjunction 

F {Orlok – [(Orlok ˅ Blood of Ellen) – (Orlok ˄ Blood of Ellen)]} 
Count Orlok sucks the blood of Ellen. This final scene is the only visualization of blood 

sucking of the neck of one of the victims during the story. During the sucking Orlok holds 

the head of Ellen with his right claw-like hand while he puts his left arm around the chest 

of Ellen. 

Relation of the actants of NP3 a, b, c and d 
SSender  OObject  RReceiver  
Orlok Blood Orlok 
HHelper  SSubject  OOpponent  
Vampiric nature of Orlok (fangs to suck blood, 
hypnotization to control his victims, ability to 
move objects without touching them, a 
macabre and intimidating shadow, to attack 
during the night when victims sleep or are tired, 
to move quickly), Knock, Ellen 

Orlok Impatience of Orlok, vulnerability 
of the vampiric nature of Orlok 
(sun rays, need to sleep during the 
day and to stay in a coffin, need to 
hide his monstrosity and vampiric 
nature from humans) 

NP4 disjunction  conjunction 

F {Orlok – [(Orlok ˅ Ellen) – (Orlok ˄ Ellen)]} 
While Orlok checks over the documents of purchase of the house in Wisborg Hutter takes 

out a document from his bag as well as a portrait of Ellen by accident. Immediately Orlok 
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looks at it, takes it and says: “Your wife has a beautiful neck”. At the end of the film, Orlok 

enters the house of Ellen and Hutter to suck her blood and to possess her and take her life.  

Relation of the actants of NP4 

SSender  OObject  RReceiver  
Hutter Ellen Orlok 
HHelper  SSubject  OOpponent  
Vampiric nature of Orlok (fangs to suck 
blood, hypnotization to control his 
victims, a macabre and intimidating 
shadow, to attack during the night 
when victims sleep or are tired, to move 
quickly, Hutter, Ellen 

Orlok Hutter, distance between Transylvania and 
Wisborg, love of Ellen for Hutter, sun rays, 
vampiric nature of Orlok (sun rays, need to 
sleep during the day and to stay in a coffin, 
need to hide his monstrosity and vampiric 
nature from humans) 

NP5a disjunction  conjunction  

F {Orlok – [(Orlok ˅ Arrival at Wisborg) – (Orlok ˄ Arrival at Wisborg)]} 
Orlok goes to Wisborg traveling in a carriage, a raft and a ship. He puts five coffins with 

soil in a carriage, then he is transported in a raft to the Borgo pass and later in the ship 

“Empusa” to Wisborg. The coffins with Count Orlok on board are transported by different 

servants and sailors.  

Relation of the actants of NP5a 

SSender  OObject  RReceiver  
Orlok Arrival at Wisborg Orlok 
HHelper  SSubject  OOpponent  
Orlok, servants, sailors, raft, ship, 
coffins with soil, vampiric nature 
of Orlok (a supernatural force, to 
move quickly) 

Orlok Vampiric nature of Orlok (sun rays, need to 
sleep during the day and to stay in a coffin, 
need to hide his monstrosity and vampiric 
nature from humans) 

NP5b disjunction  conjunction 

F {Orlok – [(Orlok ˅ Wisborg) – (Orlok ˄ Wisborg)]} 
Orlok arrives in Wisborg and goes out from the hold of the ship to take over Wisborg and 

its population carrying with him a plague and a great desire for blood. 

Relation of the actants of NP5b 

SSender  OObject  RReceiver  
Orlok, Knock Wisborg Orlok 
HHelper  SSubject  OOpponent  
Orlok, Knock, 
rats  

Orlok Measures of the government: to announce the existence of a plague, 
to paint white crosses on doors of the houses where corpses are 
found  
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NP6 disjunction  conjunction 

F {Orlok – [(Orlok ˅ (Inhabitation of the house of Wisborg) – (Orlok ˄ (Inhabitation of 
the house of Wisborg)]} 
After the arrival at the port of Wisborg Orlok looks for the way to his house. At the same 

time Hutter also arrives in a carriage at his own house. He arrives before and is followed 

by Orlok. So the vampire locates the house of Hutter and its own house, which is situated 

opposite. Orlok carries out his coffin and crosses the river by raft, which is between his 

home and Hutter’s house. With the coffin Orlok goes through the wood gate of his house 

as if he was invisible.  

Relation of the actants of NP6 

SSender  OObject  RReceiver  
Orlok Inhabitation of the 

house of Wisborg 
Orlok 

HHelper  SSubject  OOpponent  
Orlok, Hutter, raft, Orlok’s vampiric 
nature (a supernatural force,  to move 
quickly, to go through doors) 

Orlok Orlok’s vampiric nature (need to 
hide his monstrosity and vampiric 
nature from humans) 

NP7 conjunction  disjunction 

F {Orlok – [(Orlok ˄ Existence) – (Orlok ˅ Existence)]} 
Orlok stays for a long time next to Ellen to suck her blood when suddenly a cock sings at 

rising dawn; Orlok tries to leave, but the sun’s rays which go through the window 

disintegrate him. 

Relation of the actants of NP7 

SSender  OObject  RReceiver  
Ellen Existence Orlok 
HHelper  SSubject  OOpponent  
Ellen Orlok Desire, Sun, vampiric nature of Orlok (sun rays, need to sleep during the 

day and to stay in a coffin) 

Table 1 summarizes the narrative programs which form the narrative trajectory of 

Nosferatu surrounding the figure of the vampire in order to analyze later how the junctions 

and the actantial model are organized.   
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NNP1   F {Orlok – [(Orlok ˅ Hutter) – (Orlok ˄ Hutter)]} 
NNP2a   F {Orlok – [(Orlok ˅ Purchase of the house in Wisborg) – (Orlok ˄ Purchase of the house in 

Wisborg)]} 
NNP2b   F {Orlok – [(Orlok ˅ Contract of the house in front of Hutter’s and Ellen’s house in Wisborg) – 

Orlok ˄ Contract of the house in front of Hutter’s and Ellen’s house in Wisborg)]} 
NNP3aa   F {Orlok – [(Orlok ˅ Blood of Hutter) – (Orlok ˄ Blood of Hutter)]} 
NNP3bb   F {Orlok – [(Orlok ˅ Blood of Hutter) – (Orlok ˄ Blood of Hutter)]} 
NNP3cc   F {Orlok – [(Orlok ˅ Blood of the sailors) – (Orlok ˄ Blood of the sailors)]} 
NNP3dd   F {Orlok – [(Orlok ˅ Blood of Ellen) – (Orlok ˄ Blood of Ellen)]} 
NNP4  F {Orlok – [(Orlok ˅ Ellen) – (Orlok ˄ Ellen)]} 
NNP5aa  F {Orlok – [(Orlok ˅ Arrival at Wisborg) – (Orlok ˄ Arrival at Wisborg)]} 
NNP5b  F {Orlok – [(Orlok ˅ Wisborg) – (Orlok ˄ Wisborg)]} 
NNP6  F {Orlok – [(Orlok ˅ (Inhabitation of the house of Wisborg) – (Orlok ˄ (Inhabitation of the 

house of Wisborg)]} 
NNP7  F {Orlok – [(Orlok ˄ Existence) – (Orlok ˅ Existence)]} 

Table 1: Narrative programs of Nosferatu 

The identification of the narrative programs in Nosferatu also allows us to see the 

variability of the temporal order in which they appear. This temporal order reveals that the 

appropriation of Hutter (NP1) and blood (NP3 a, b, c and d) are sorts of qualifying and 

decisive tests which the subject (Count Orlok) passes and are made one after another. In 

this sense, these acts of blood sucking can be considered as a whole single action which 

prepares the subject for the decisive test: the sucking of blood of Ellen and the 

appropriation of her. As well, the act of blood sucking (in NP3a and NP3b) is repeated and 

made in parallel with the purchase and appropriation of the house in Wisborg (NP2a and 

NP2b) as well as the appropriation of Ellen, the most important and longest narrative 

program (NP4) which finishes after the disappearance of the vampire (NP7). Table 2 shows 

the temporal order of these seven narrative programs related to the figure of the vampire 

in Nosferatu indicating the minute in which each narrative program begins and ends. 
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Table 2: Tim
ecode order of the narrative program

s in N
osferatu 

N
ote: E

ach line is com
posed by a yellow

 square (disjunction square) and a blue square (conjunction square) w
hich together correspond to 

determ
inate narrative program

, w
hich, in turn, is com

posed by the presupposed state of subject (disjoint or conjoint) and the change of 
state of the subject: F {S1 – [(S2 

/∩
 O

) –
(S2 ∩

/
 O

)]}. The m
inute m

ark and the corresponding square indicate four m
om

ents: 1) the 
beginning of the presupposed disjoint or conjoint state of the subject, 2) the end of the presupposed disjoint or conjoint state of the 
subject, 3) the beginning of the narrative transform

ation or change of state from
 a disjunction to a conjunction or vice versa, and 4) the 

end or fulfillm
ent of the narrative transform

ation to achieve a conjunction or a disjunction. In the film
ic story, these four m

om
ents are 

pointed out through language (a dialog, a m
onolog or the use of a narrator), im

ages (gestures, body language, focus of the cam
era in a 

character or an object, etc.) or sound (m
usic, incidental sounds, etc.).  
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Table 2 also shows that most of the narrative programs of Nosferatu are simultaneous 

through the story (NP1 and NP2a/b; NP3a, NP2a/b and NP7, etc.). The difference among 

these overlapped narrative programs is the moment in which the conjunction (or the 

disjunction in the case of the NP7) begins and ends—except for the NP5b and NP6 which 

begin at the same time (1:06:46), but end in a different moment (1:25:32 and 1:09:45, 

respectively). The overlaps of different narrative programs of Nosferatu make evident what 

Greimas points out in his theory, that is, the existence of different objects of value which a 

single subject searches for and obtains over the course of a story. Precisely, these quests 

and appropriations, or losses—as for example the existence of Orlok (NP7), the only 

disjunction of the subject through the narrative trajectory of the vampire—are made at the 

same time with variations in the duration of each program which highlights, in this case, 

how the subject assumes the most part of the actantial roles in order to achieve its goals 

and a series of conjunctions and one disjunction. The overlapped narrative programs of the 

figure of the vampire, considered as an antiheroic figure, also show the ambition of the 

vampire and how this character is able to perform different actions simultaneously due to 

his supernatural nature which gives him a great power and abilities to control other 

characters. This is shown through the beginning of different states of disjunction at the 

same time (NP1 and NP2a/b, 7:39; NP3b, NP3d and NP4, 32:12, and NP5a/b and NP6, 

33:01) which correspond to different objects of value which, in turn, are achieved by the 

vampire in different moments of the story. 

Also, throughout the narrative trajectory we can observe not only that the subject 

(Orlok) experiences conjunctive transformations of different objects of value (Hutter, 

blood, Ellen, house in Wisborg), but these transformations are reflexive and transitive. We 

explain. The reflexive transformation is an appropriation or achievement of the object of 

value by the subject whereas the transitive transformation implies the delivery of the object 

by the sender to the subject. The appropriation of Hutter, the purchase-sale of the house 

in Wisborg and the desire for Ellen are transitive transformations because the objects are 

delivered through a sender: Hutter (who at the same time is an object of value) is sent or 

delivered by Knock (sender); the purchase of the house is made through Hutter (sender) 

and Ellen is made known, involuntary, by Hutter (sender) which occurs when he takes 

accidentally the portrait of Ellen out from his bag awaking the desire of Orlok for her.  
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 Otherwise, the blood of Hutter and the sailors, as well as the inhabitation of the 

house in Wisborg are reflexive transformations because the subject appropriates each object 

of value. In the case of Ellen and her blood, we find a transitive and a reflected 

transformation. In relation to the transition, Hutter and Ellen play the role of senders. In 

the first case, Hutter transmits involuntarily to Orlok the desire for her; in the second case, 

Ellen, after reading the book of vampirism, decides to offer her blood and her life to stop 

the vampire. This then occurs when Hutter wakes up and Ellen sends him to look for the 

doctor, which gives her the opportunity to be alone to wait for Orlok with whom she stays 

until the sunrise. In this process Ellen is transmitted by herself as object of value and, at 

the same time, Orlok plays a role as subject of doing which takes over the object-Ellen 

when he invades her room and sucks her blood. 

 At the end, in narrative program seven, the subject remains disjunctive of its object-

existence through a transitive disjunctive transformation by the mediation of Ellen who 

plays a role not only as object of value, but also as sender. Unlike other vampire films and 

the novel Dracula by Stoker in which the character of Mina (Ellen in Nosferatu) is saved and 

the vampire is defeated, Ellen dies after Orlok is destroyed by the sun’s rays. In this case, 

the conjunction between the subject (Orlok) and the object (Ellen) in NP4 is realized after 

the disjunction of the subject with his existence. Moreover, if we consider that Ellen also is 

another subject which tries to save her life, but she loses it, the disjunction of Ellen of her 

object of value (existence or life) implies the conjunction of the subject of state Orlok with 

its object of value-Ellen, because both subjects share death which finally the vampire 

represents. 

The analysis of the vampiric figure in Nosferatu and the description of the narrative 

trajectory make evident the syntagmatic level of the narrativity which is revealed through 

the change of states of conjunction and disjunction of a subject (Orlok). In turn, the 

disjunction of the subject which implies the conjunction of another subject, as we can see 

in the case of Orlok and Ellen, shows the paradigmatic level of the narrativity in which 

there are two or more subjects and, for this reason, other narrative programs. 

 Greimas indicates that the paradigmatic level makes evident the chain of forces 

which exist between the subjects of the story and the passion dimension. If we consider 

that the conjunction of a subject with its object of value is the disjunction of another 
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subject—for example the conjunction of Orlok versus the conjunction of Hutter in relation 

to the object-Ellen—then there is a concomitance between appropriation or dispossession 

and attribution and renunciation of the object. Particularly, the relationship between 

appropriation and dispossession, for example that Orlok takes over Ellen and so deprives 

Hutter of his wife, produces a subject of desire in the subject which has been deprived of 

the object. This same process occurs with the appropriation of blood which leads Hutter 

and other characters to try to keep their life and to protect themselves from death which is 

represented through the plague which invades Wisborg without imagining that, indeed, 

there is a vampire in the city. 

 However, the configuration of the actants and narrative programs, which 

correspond to the character of Orlok, also implies three dimensions which operate within 

the conjunctive and disjunctive transformations which allow us to understand more 

accurately the relationship between subjects and objects. In order to explain this process in 

Nosferatu, we will make some theoretical precisions.  

44.2.2 Narrative dimensions of the trajectory of the subject in Nosferatu 

According to Fontanille, there is a semantic complexity on the narrative level of the 

description of diverse discourses, specially mythological, literary and folk texts. The focus 

on this kind of texts had led to the description of the subjects and their beliefs and thoughts 

(cognitive doing) based on their actions (pragmatic doing). However, Greimas proposed to 

analyze another aspect of narrativity: the thymic dimension which implies a series of 

reactions linked to emotions, sentiments, etc. Fontanille, in turn, considered to analyze the 

conditions and to evaluate the effects of the coexistence of the pragmatic, cognitive and 

thymic dimensions within an anthropological topic. Based on the discussion about the three 

dimensions of the narrativity from the studies of Dumézil, R. Girard and McLean (1970), 

Fontanille defines the triplication of narrativity (pragmatic, cognitive and thymic elements) 

and actants (pragmatic, cognitive and thymic subjects) as semi narrative elements which 

form “the essential features of a narrative semantics of anthropological nature” (1994: 179). 

In this regard, such a triplication allows us to describe, from a hypothetical-deductive point 

of view, the tests of contract and sanction proposed by Propp in Morphology of the folk tale 
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(1985). Summarizing, each dimension implies an aspect of the narrativity and it can be 

associated with a human doing, as we can see below.  

Pragmatic dimension: action 
Cognitive dimension: belief, knowledge, conscience… 
Thymic or passion dimension: reaction, emotion, sentiment, affectivity… 

Fontanille (1994) adds that the three narrative dimensions are involved in the 

conjunctive and disjunctive transformations modifying the relation among subjects. As a 

consequence, he defines each narrative dimension considering these transformations 

between subjects and objects of value. The first dimension corresponds to the “pragmatic 

transformations [which] affect the junctions between subjects and objects which could be 

considered as “treasurable” or “consumable” which correspond to the axiological practices 

of [determinate] cultures.” (Fontanille 1994: 176). In this level there is a relationship of 

disjunction and conjunction between subjects and objects, that is, while a subject obtains 

an object, another one loses it, which leads to a chaining of accumulative actions which 

cannot be shared. For example, in Nosferatu Orlok and Hutter are two subjects searching 

for obtaining or keeping Ellen as object of value. While Hutter is joined to Ellen 

(conjunction), Orlok is separated from her (disjunction). Finally, when Orlok appropriates 

Ellen (conjunction), she is separated from Hutter (disjunction). 

Pragmatic dimension: treasurable or consumable subjects and objects which are non-
participative or non-shareable.  

Subject 1  Object 1   Subject 2   Orlok  Ellen  Hutter 

S1 ˄ O1 – S2 ˅ O1     Orlok ˄ Ellen – Hutter ˅ Ellen 

The second dimension is about “the cognitive transformations [which] affect the 

junctions between subjects and objects which are considered as ‘knowable’ […].” 

(Fontanille 1994: 176). The cognitive objects can be accumulative and shared because the 

gain of a subject does not necessarily imply the loss of an object of value for another one. 

An example of this is the moment in which Orlok discovers the portrait of Ellen, and so 

he knows of her existence. This event implies, on the one hand, a cognitive and thymic 

conjunction, but, on the other hand, a pragmatic disjunction because Count Orlok has to 

wait and do a series of actions to take her over and to suck her blood. However, this 

cognitive conjunction leads to a change of state of the subject (Orlok) through the desire 
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for Ellen as object of value which generates a tension in the relationship of Orlok, Ellen 

and Hutter.  

Cognitive dimension: cognoscible subjects and objects which come from the epistemic 
and verifiable and are participative or shareable and cumulative (but changing: for example, 
a subject discovers that a previous information is actually erroneous which produces a 
change from a conjunctive to a disjunctive state). 

Subject 2  Object 1  Subject 1    Hutter  Existence of Ellen  Orlok 

S2 ˄ O1 – S1 ˄ O1  Hutter ˄ Existence of Ellen – Orlok ˄ 
Existence of Ellen 

The third dimension is related to “the thymic transformations [which] affect the 

junctions between subjects and objects which are considered as ‘reacting’.” Such objects 

are shareable and accumulative because they can affect two or more subjects, as occurs in 

Nosferatu in relation to Ellen. In this regard, the narrative trajectory of Nosferatu shows how 

Ellen becomes the main object of value for Orlok and Hutter and through it the thymic, 

pragmatic and cognitive conjunctions and disjunctions are established throughout different 

narrative programs. 

Thymic dimension: reacting subjects and objects which are cumulative and participative 
or shareable in a constant and intensive manner  

Subject 1  Object 1   Subject 2   Orlok  Desire for Ellen  Hutter 

S1 ˄ O1 – S2 ˄ O1  Orlok ˄ Desire for Ellen – Hutter ˄ 
Desire for Ellen 

Likewise, narrative dimensions are a structural basis of the junctions which lead to 

the establishment of narrative programs which, in turn, involve the relation between 

subjects and objects within a discourse. Thus, the coexistence of narrative dimensions and 

their identification explain the nature of the junctions. In other words, the identification of 

pragmatic, cognitive and thymic elements allow us to recognize what drive, makes possible 

and maintains a junction and what effects a specific junction (conjunction or disjunction) 

has on subjects and objects of value. Thus, considering the different kinds of junctions 

(conjunction, disjunction, non-conjunction and non-disjunction), Fontanille proposes 

different meanings to each narrative dimensions whose structure is posed in Table 3. 

Capital letters indicate the corresponding narrative dimension.  
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(P) Joining   (P) Separation 
(T) Attraction   (T) Repulsion 
(C) Knowledge   (C) Error 
 CConjunction  DDisjunction   
 NNon conjunction  NNon disjunction   
(P) Upkeep   (P) Non-Joining 
(T) Tolerance   (T) Indifference 
(C) Memory (?)  
      Non-error   (C) Ignorance 

Table 3: Distribution of the three narrative dimensions according to the kind of junction according 
to the schema of Fontanille (1994: 177). 

 Table 3 shows how from a theoretical point of view narrativity, which is constructed 

through a series of junctions, is triplicated from specific transformations at the pragmatic, 

cognitive and thymic level. In addition, as we indicated above, Fontanille (1994: 179) 

distinguishes among different types of disjunctions and conjunctions which, in turn, 

correspond to the tests of contract and sanction which were proposed by Propp. Thus, any 

anthropomorphic narrative program supposes three kinds of disjunction: 

a) The pragmatic disjunction (absence of the object of value) 
b) The cognitive disjunction (ignorance or lack of knowledge of the value) 
c) The thymic disjunction (indifference in the face of the value) 

If we consider this, the contract would consist in:  

a) A cognitive conjunction: the subject knows that the object is absent (presentation 
of the lack according to Propp) and 

b) A thymic conjunction: the subject reacts to the lack  

The sanction, in turn, would imply the following: 

a) A pragmatic conjunction (presence of the object of value) 
b) A cognitive conjunction (cancelation of the lack) 
c) A thymic conjunction (satisfaction through the cancelation of the lack or fulfillment 

of the desire) 

Also, Fontanille explains that the three narrative dimensions can be founded in an 

independent or conjunctive manner. This implies an interdependency which forms 

thematic-narrative combinations. For example, in the sentence “Ana gets a letter” we 

observe a pragmatic transformation (P). If we add “Ana gets a letter of his father because 

her Grandmother is dead and she reads it”, we observe a combination of pragmatic and 
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cognitive transformations (P and C) because she performs an action which leads to get an 

information. And then, when we add “She cries” we can observe a thymic transformation 

(T) produced by the information obtained. As Fontanille points out, the construction of 

these narrative transformations can be based on audiovisual aspects. For example, if this 

same scene about Ana was filmed, narrative transformations can be also constructed as 

follow: fixed camera at the same level of Ana taking the letter (pragmatic transformation. 

A traveling of Ana’s action through a dolly movement of the camera, for instance, could 

strengthen such a transformation). Then there is a close up of the camera of the letter’s 

sender and subsequently a close up of Ana’s eyes reading (cognitive transformation). Later, 

another close up captures some words of the letter which make reference to the death of 

her Grandmother (death, Grandmother, hospital, accident…, words which indicate a 

cognitive transformation), immediately a close up of the eyes or only of a teardrop on the 

Ana’s cheek and a high-angle shot to emphasize his reaction of sadness (thymic 

transformation).  

This combination among the dimensions makes possible that one or some of them 

are determined or determinant (that is modified or modifier) by or of other dimension(s). 

Fontanille (1994: 183–184) names this a relation of specification. For example, in the 

hypothetical filmic scene of Ana described above, a pragmatic transformation leads to a 

cognitive transformation. In turn, the cognitive transformation leads to a thymic 

transformation of the subject. In this regard, we can find a series of narrative 

transformations throughout a discourse. So, as the three narrative dimensions can be 

specified or specifying, there are different possible relationships (Fontanille 1994: 186) in 

which a pragmatic, thymic or cognitive transformation leads to a pragmatic, thymic or 

cognitive transformation. In relation to this, Fontanille constructs a syntagmatic model to 

represent the combination of narrative dimensions. Thus, he proposes a series of binary 

combinations in which the first (uppercase) letter represents the determinant dimension 

followed by the determined dimension represented by a lowercase letter. In the case of 

Ana’s scene the first combination would be Pc. Therefore, another binary combination 

would correspond to the last narrative combination (c) which leads to another narrative 

transformation (t). Thus, in Ana’s scene the result of narrative combinations can be 
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resumed through binary transformations: Conjunction Pc-Ct. According to this model, 

Fontanille (1994: 187) considers four combinations for each narrative dimension  

(Pragmatic)  P  Pc, Cp, Pt, Tp 
(Thymic)  T  Tp, Pt, Tc, Ct 
(Cognitive)  C  Cp, Pc, Ct, Tc 

However, from these theoretical remarks of Fontanille and considering the extensive 

appearance of the three dimensions throughout a discourse, we propose that the analysis 

of the narrative dimensions depends on the prior establishment of the narrative programs, 

as we have already analyzed, through which the subject searches for a specific object of 

value. In this regard, the identification, order and combination of narrative transformations 

would be constructed around the junction (obtaining or loss) with the object of value. In 

addition, we will describe how within each narrative program the triplication of the 

narrativity allows us to see a series of (micro)conjunctions and (micro)disjunctions which 

compose the obtaining or loss of the object of value. In order to show these narrative 

transformations, we will describe the series of syntagmatic actions of the subject, its 

correspondence to a narrative dimension (P, pragmatic; T, thymic and C, cognitive) and its 

relation with the construction of a conjunctive or disjunctive process.  Likewise, beyond 

these conclusions from the proposal of Greimas and Fontanille, we will search for the 

identification of filmic features which are not only related to the construction of junctions, 

but also of the elements of the three narrative dimensions. In so doing, we would 

understand the motivation which produces actions and how, these narrative 

transformations have, in turn, specific effects on the subjects and objects represented in a 

film, as we will now see.  

In NP1 in which Count Orlok appears for the first time disguised as a carriage driver, 

we can observe that there is a conjunction which consists of the meeting of Hutter at the 

river bridge crossing and then he is transported in the carriage to the castle of Count Orlok. 

After Hutter is on board the carriage, the camera shows us the triumph and desirous look 

of the vampire which has finally taken over Hutter, a previous desire which has driven the 

search for a house in Wisborg and the sending of Hutter to Transylvania (Figures 1a–g). In 

sum, we can resume the following actions of Orlok. 
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Narrative transformations of NP1 

Hutter’s absence (P). Orlok picks up Hutter (P). The camera shows the triumph and 
desirous look of the vampire when Hutter is on board the carriage (T). Orlok brings Hutter 
to the castle (P). 

Disjunction-P  Conjunction-Pt-Tp 

     
1a    1b    1c 

     
1d    1e    1f 

 
1g 

Figures 1a–g: Appropriation of Hutter by Count Orlok. Orlok appears disguised as a carriage driver 
and from above, that is, a visual superior position, orders Hutter to get into the carriage. In the 
vehicle, Hutter seems trapped when he looks out at the frame of the window. When they reach the 
castle, Orlok orders him with a movement of the arm in the direction of the entrance. Through 
these and following images, we can see the quick control of the vampire over Hutter (22:35–22:44). 

In NP2a and NP2b the desire of Orlok for new blood makes him want a house in 

Wisborg (thymic dimension). This narrative program points out the role of the sender 

Knock who transmits the wish and order of Orlok to Hutter who, in turn, will help Orlok 

to obtain the house in front of his (Figures 2a–f). From the beginning, Hutter is shown as 

a weak character who is controlled by Knock, Orlok and, finally, Ellen who respectively 

ask him to travel to Transylvania to sell a house (Figures 2a and 2b), to enter the castle 
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(Figures 1c, 1e and 1f), and to search for a doctor (Figures 5r–t). In image 2a, for example, 

Knock also plays a role as helper of the vampire because he knows what will be the destiny 

of Hutter sending him to Transylvania to sell the house in exchange for money when he 

says to him: “However it takes a little effort, a little sweat and maybe a little blood…”, and 

then he laughs. 

     
2a    2b    2c 

     
2d    2e    2f 

Figures 2a–f: Knock appears in a position of power in front of Hutter as his boss who sends him 
to Transylvania to sign the contract of purchase of the house located opposite Hutter’s house. In 
the film Knock not only is visually above Hutter, but also covers with his shadow the face of Hutter 
as premonition of the horrible future in the castle of the vampire (8:05–9:07).  

Furthermore, the acquisition or appropriation of an object of value brings a 

pragmatic conjunction when Hutter shows Orlok the purchase contract and so the vampire 

discovers that the house is exactly in front of the house of Hutter and Ellen (a cognitive 

conjunction, that is, a knowledge or information about the place where Ellen, another 

object of value, inhabits). As a consequence, Orlok signs immediately the contract as a 

result of the pleasure of the achieved purchase and the desire emerged by Ellen.  

Narrative transformations of NP2a and NP2b 

Orloks wants new blood (T) and searches for a house in Wisborg (P). Hutter shows Orlok 
the contract of the house in Wisborg (P). Orlok reads with interest the contract (P). He 
discovers that the house is exactly in front of the house of Hutter (C). Orlok is excited for 
the discovery (T). Orlok signs the purchase contract (P).  

Conjunction-T  Disjunction P  Conjunction-Pp-Pc-Ct-Tp   
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This pragmatic-cognitive-thymic combination constructed in NP2a and b leads to 

another cognitive conjunction when Orlok also discovers the existence of Ellen in NP4 

which begins when Hutter accidentally shows a portrait of Ellen. This event operates, at 

the same time, a thymic conjunction and a pragmatic disjunction in relation to Ellen as 

object of value of the desire of the vampire, which at this moment is absent and remote. In 

this regard, NP2 and NP4 are related through the desire for Ellen which makes Orlok 

choose not only the house in Wisborg, but exactly the house in front of Hutter’s and Ellen’s 

house, as was suggested by Knock to Hutter (Figures 3a–l). 

    
3a   3b   3c   3d 

    
3e   3f   3g   3h 

    
3i   3j   3k   3l     

Figures 3a–l: Coincidence of NP4 (the desire for Ellen) and NP2, the purchase of the house in 
Wisborg which is in front of Hutter’s house to Orlok. When the vampire reviews the contract he 
knows of the existence of Ellen, which leads him to the desire for her and to sign quickly the 
contract. The gestures, the body language and the claw-like hands of Orlok when he takes the 
portrait of Ellen indicate his desire (thymic disjunction) (32:00–32:59). 

NP3 a, b, c and d appear as a constant basis throughout the narrative trajectory 

motivated by the thymic dimension of the subject (Orlok) whose desire and need for blood 

lead to a constant change of states of disjunction and conjunction due to the fact that he 

needs blood every night and to obtain such object of value the subject must attract its victim 
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and then retain it in its castle (Hutter). Then the vampire moves far away to suck the blood 

of the sailors, of the inhabitants of Wisborg and, finally, of Ellen (Figures 4a–y).  

Narrative transformations of NP3a 

NP3a Orlok’s desire for blood (T). Orlok waits for sucking Hutter’s blood (P). Out of 
control (T) Orlok takes Hutter’s (P). Orlok follows Hutter to the fireplace (P) with a 
threatening behavior (T). A fade out indicates the sucking of blood (P).  

Conjunction-T  Disjunction P  Conjunction-Pt-Tp-Pp-Pt-Tp 

Narrative transformations of NP3b 

Orlok’s desire for blood (T). Orlok waits outside Hutter’s room (P). Orlok enters to 
Hutter’s room (P) with a threatening behavior (T). Orlok sucks Hutter’s blood (P). 

Conjunction-T  Disjunction P  Conjunction- Pt-Tp 

Narrative transformations of NP3c 

Orlok’s desire for blood (T). Orlok waits in the ship’s hold (P). Orlok stands up and 
approaches to a sailor (P) with a threatening behavior (T) to suck his blood (P). Later, Orlok 
comes out from the ship’s hold and approaches to the captain (P) with a threatening 
behavior (T) and sucks his blood (P). 

Conjunction-T  Disjunction P  Conjunction- Pt-Tp-Pt-Tp 

Narrative transformations of NP3d 

Orlok’s desire for blood (T). Orlok waits for approaching to Ellen (P). Orlok enters to 
Ellen’s room (P). He presses her heart with his hand’s shadow (P). He sucks her blood (P). 

Conjunction-T  Disjunction P  Conjunction- Pp-Pp 

    
4a   4b   4c   4d 

    
4e   4f   4g   4h 
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4i   4j 

Figures 4a–j: The first attack of Orlok to suck the blood of Hutter begins when the clock strikes 
midnight and the vampire cannot resist when he looks at the blood of the wound that Hutter gives 
himself with a knife. The moment of the attack is only suggested through the movement of the 
body of Orlok in a superior spatial position and the dark shot to show later the mark of the fangs 
of the vampire on the neck of Hutter (26:08–28:42). 

    
4k   4l   4m   4n 

    
4o   4p   4q   4r 

Figures 4k–r: The second attack of the vampire occurs in the room of Hutter in the castle. The 
camera only shows the shadow of the vampire taking over Hutter and the moment is intensified 
through parallel montage to show how Ellen feels that Hutter is in danger. At the end of the attack, 
the same technique suggests that Orlok can hear the scream of Ellen calling her husband (36:27–
37:07). 

    
4s   4t   4u   4v 
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4w   4x   4y 

Figures 4s–y: The appropriation of Orlok of the sailors’ blood. In this case, the double exposure is 
used to show the vampire not only as a monstrous being, but also to suggest that it is an apparition 
or an invisible being. The body language, as for example the upright position and the claw-like 
hands, indicates the moment of the attack. Once again the figure of the vampire appears in a visual 
superior position in relation to the victims. These features and the shadow in the lower left corner 
of the last frame (Figures 4y) suggest again the attack of the vampire (57:25–57:35, 59:46–1:00:50). 

Also, NP4, the desire for Ellen, coincides with NP3d in relation to the sucking of 

blood, but this variation of the NP3 represents a bigger transgression because Orlok enters 

not only the home, but also the conjugal room, and in so doing he transgresses or usurps 

the role of the husband (Hutter). For this reason, this scene becomes a sort of sexual 

appropriation, as well as a transgression of the moral and social norms if such an act is 

viewed as an adultery due to Ellen deciding to give herself to the vampire, an act which will 

also save the community. As well, Orlok takes more than blood because even though the 

sun’s rays disintegrate him before Ellen dies, she remains very weak and dies as a 

consequence of the vampire’s attack. In this regard, Orlok is able to take over the object of 

value (Ellen) through death. However, Orlok disappears before Ellen dies ignoring her 

death, which implies a disjunction at the level of the cognitive dimension, but a conjunction 

of the pragmatic dimension considering that both share death (Figures 5a–ai). 

Narrative transformation of NP4 

Orlok ignores the existence of Ellen (C). Orlok observes and takes the Ellen’s portrait (P). 
He discovers that Ellen is the Hutter’s wife (C). He desires her and admires her neck (T) 
and he has to wait for finding her (P). Orlok’s desire for blood (T). Orlok waits for 
approaching to Ellen (P). Orlok enters to Ellen’s room (P). He presses her heart with his 
hand’s shadow (P). He sucks her blood (P). 

Disjunction-C  Conjunction-Pc-Ct  Disjunction-Pt-Tp  Conjunction- Pp-Pp 

    
5a   5b   5c   5d 
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5e   5f   5g   5h 

    
5i   5j   5k   5l 

    
5m   5n   5o   5p 

    
5q   5r   5s   5t 

    
5u   5v   5w   5x 

    
5y   5z   5aa   5ab 
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5ac   5ad   5ae   5af 

   
5ag   5ah   5ai 

Figures 5a–ai: In the sequence corresponding to the appropriation of Ellen through the use of 
parallel montage we can see the desire of Orlok for Ellen and how he controls her to welcome 
him. Once again the beginning of the attack is indicated with the claw-like hands of Orlok when 
he is behind the window looking at the house of Hutter and Ellen. She asks Hutter for the doctor, 
he goes out and the shadow of Orlok is visualized going up the stairs to come closer to Ellen and 
push her heart. Then he sucks her blood (Figures 5ag) and she is very weak after the disappearance 
of Orlok so that she dies when Hutter returns (1:25:45–1:29:42 and 1:31:59–1:32:20). 

Later in NP5a, we see effectively the displacement of Orlok to Wisborg compelled 

by his desire related to three objects of value: the house in Wisborg, blood and Ellen 

(Figures 6a–f). In NP5b the arrival at Wisborg (pragmatic conjunction) is later transformed 

by the desire for blood of Orlok (thymic conjunction), so he brings thousands of rats which 

represent a plague for the government and population of Wisborg who do not imagine that 

it is actually the vampire that looks for blood and for killing all the people (Figures 6g–l).  

Narrative transformation of NP5a and NP5b 

Orlok is far from Wisborg (P). He arrives at Wisborg (P). Orlok sucks inhabitants’ blood 
of Wisborg (P) and kills them (P). 

Disjunction-P  Conjunction-Pp-Pp 

     
6a    6b    6c 
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6d    6e    6f 

Figures 6a–f: The threat or domination that the arrival of the vampire represents is shown through 
the image of the ship “Empusa” entering the port covering it with its shadow. Then Knock 
indicates the arrival of Orlok in Wisborg and we see an image of the ship which fills the whole 
frame as metaphor of the arrival of the vampire (1:04:37–1:06:50).  

     
6g    6h    6i 

     
6j    6k    6l 

Figures 6g–l: In NP5b the control or metaphor of the invasion of the vampire is indicated through 
the claw-like hand of the vampire and the rats that emerge from the hold of the ship, the mark of 
the chalk cross at the doors of the houses, and the numerous coffins of the victims of the plague 
which in fact are killed by the vampire (1:05:46–1:07:28, 1:15:48–1:16:39 and 1:21:00. 

In NP6, the inhabitation of the house in Wisborg, which is motivated by the desire 

of Orlok, transforms into a cognitive disjunction because Orlok does not know the 

direction to his house. The cognitive conjunction is achieved when Orlok sees Hutter on 

his return home. So Orlok discovers where his own house and the house of Hutter and 

Ellen are. Finally, when Orlok crosses the river to arrive at his home, he achieves a 

pragmatic and thymic conjunction with the inhabitation of his new house (Figures 7a–c). 

Narrative transformation of NP6 

Orlok walks with his coffin searching for his house (P). He identifies Hutter’s house (C). 
He smiles (T). He runs (P), crosses a river (P) and enters his house (P). 
Disjunction-P  Conjunction-Ct-Tp-Pp-Pp 
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7a    7b    7c 

Figures 7a–c: Orlok arrives at his house crossing the river and then goes through the door carrying 
out his coffin, which is shown with the use of double exposure (1:09:22–1:09:44). 

 Toward the end of the narrative trajectory in NP7, Orlok, compelled by a thymic 

conjunction (the desire for Ellen), completes the conjunction with two objects of value: 

blood and Ellen. After Orlok has sucked the blood of Ellen and has “owned” her, that is, 

a conjunction at the level of the action (pragmatic dimension) and the fulfillment of the 

desire (thymic dimension), he experiences a change of state, a pragmatic disjunction, that 

is, the loss of his existence because he stays until the sunrise; he knows that he cannot 

escape and is disintegrated by the sun’s rays (Figures 8a–o). As we can see, at the end the 

thymic dimension, which dominates the vampiric nature—due to the vampire being guided 

by its desire and passion for Ellen—leads to a pragmatic disjunction of the subject with its 

existence, which is evidently considered as an object of value for the vampire.  

Narrative transformation of NP7 

Orlok is a powerful vampire (P). Orlok hears the cockcrow (C). He is surprised (T) and 
worried (T). He tries to flee (P). He fails (P) and is disintegrated (P). 

Conjunction-P  Conjunction Ct-Tt-Tp  Disjunction-Pp 

    
8a   8b   8c   8d 

    
8e   8f   8g   8h 
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8i   8j   8k   8l 

   
8m   8n   8o 

Figures 8a–o: Sequence of the instants before the disintegration of the vampire by the sun’s rays. 
Orlok discovers that the sunrise has come and he cannot escape the sun’s rays, so that a new 
cognitive conjunction leads to a pragmatic disjunction: the loss of the vampiric existence. The cock 
indicates the sunrise and the danger for the vampire (Figure 8a) and at the bottom right corner of 
the last frame there is a column of smoke to indicate the disappearance of the vampire (1:29:24–
1:31:23). 

We can see that the main relationship which is established between Orlok and Ellen 

is motivated by the thymic dimension through a play of disjunctions and conjunctions 

which are filtered by the sieve of the cognitive dimension, as occurs when Orlok knows 

that Hutter has arrived in Transylvania, who is the owner of the house which is located 

opposite in Wisborg, who is Ellen, where is the house of Ellen and Hutter and his own 

house recently purchased, that Ellen waits for him and that the sun comes out. Only the 

cancelation of the lack of the main object of value (Ellen) through a pragmatic conjunction 

(definitely death of Orlok and Ellen) is something ignored by Orlok before his 

disintegration. Thus, the analysis of the narrative trajectory and the description of how the 

narrative dimensions are combined serve to understand how the thymic dimension not only 

is the main source of motivation of the vampire throughout the story, but also the 

dimension which guides the narrative transformations. 

 Likewise, in Nosferatu the junctions between the subject and the objects are 

composed in most cases by two or three combinations of narrative dimensions. This reveals 

the complex process behind the quest and the establishment of the relation among actants 

before the appropriation of objects. This contribution of Greimas and Fontanille to the 

analysis of the narrative action to understand how narrativity is constructed in the story 

allows us to see that the pragmatic dimension—considered as the action visualized on film 
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(or described in the literature)—is a result of a combination of passions and knowledge 

which are exposed and accumulated through the story by the subject as well as of 

conjunctions and disjunctions which are interrelated. For example, the conjunction with 

the purchase of the house in Wisborg leads to the thymic conjunction with Ellen and then 

the conjunction with Wisborg, and the inhabitation of the house leads to the conjunction 

with Ellen which, in turn, brings the disjunction with the vampiric existence of Orlok. In 

the next section, we will analyze how the actants and the narrative dimensions are organized 

in M: Eine Stadt sucht einen Mörder, by Fritz Lang. 

4.3 The Actantial Structure of M: Eine Stadt sucht einen Mörder 

Now we make the analysis of the narrative trajectory surrounding the protagonist, Hans 

Beckert, of M – Eine Stadt sucht einen Mörder by Fritz Lang. As we have noted in chapter 2, 

the figure of this criminal shares some narrative and filmic features with the figure of the 

vampire—aspects which also are highlighted here and in chapter 5. Hans Beckert is a 

compulsive murderer of children who terrorizes the population and puts on alert the police 

who, in turn, have not been able to identify the criminal. Surrounding this character four 

narrative programs are established which reveal diverse changes of state of the subject. On 

the one hand, there are states of disjunction such as the impossibility of the murderer of 

killing and his arrest. On the other hand, there are states of conjunction such as the murder 

of the little girl Elsie—which begins the story and establishes the narrative conflict—and 

the confrontation of the subject with its identity, as we will see below.  

44.3.1 Narrative Trajectory Surrounding Hans Beckert in M 

NP1a disjunction  conjunction 

F {Beckert  – [(Beckert ˅ Elsie) – (Beckert ˄ Elsie)]} 
Beckert whistles, walks along the streets and searches for a victim. He meets Elsie, who 

plays with a ball in front of an advertising pillar, and he says to her: “What a pretty ball!” 

The face of Beckert is not visualized, but only the shadow of his profile on the 

advertisements which include a posting about the search and reward in exchange for 

information of the murderer of children. This notice, the shadow and the whistle of the 
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melody “In the Hall of the Mountain King” of Peer Gynt by Edvard Grieg are established 

as marks of the presence of the murderer. Beckert buys a balloon for Elsie from a blind 

man and the camera only shows him from behind. Furthermore, a sequence shows Elsie’s 

ball rolling around the grass of some place as a sign of the attack of Beckert and the murder 

of Elsie, which is confirmed through shots of her absence in her house and the search of 

her mother and the police.  

Relation of the actants of NP1a 

SSender  OObject  RReceiver  
Beckert Elsie (little girl 1) Beckert 
HHelper  SSubject  OOpppoonent  
Elsie, balloon, candies, the blind man Beckert Police notice, anxiety of Beckert 

NP1b disjunction 

F {Beckert  – [(Beckert ˅ Child in front of the storefront)]} 
Beckert goes out of his house, buys oranges and looks at a store window in which a mirror 

reflects a little girl who awakens his desire. He tries to follow her, but her mother comes 

and they leave together. As a consequence, Beckert needs to repress his intention and goes 

to a cafe to drink a couple of cognacs.  

Relation of the actants of NP1b 

SSender  OObject  RReceiver  
Beckert Little girl (2) in front of the store window Beckert 
HHelper  SSubject  OOpppoonent  
Mirror Beckert Child’s mom, anxiety of Beckert 

NP1c disjunction 

F {Beckert  – [(Beckert ˅ Unknown little girl)]} 
Beckert goes out of the cafe after drinking two cognacs and he whistles in the way he usually 

does. He walks next to the blind man who sells balloons and this one suddenly recognizes 

the whistle of Beckert as the whistle of the man who bought a balloon for Elsie before her 

murder. The blind man thinks that Beckert is the criminal, so that he calls a boy and asks 

him to follow Beckert. Later, Beckert goes with an unknown little girl to the candy shop 

and peels an orange with a knife for her. Suddenly, the boy approaches to Beckert and 

pretends to trip in order to touch his back and to stamp the letter M of “Mörder” 

(Murderer) on his suit with chalk, so he can be recognized by thieves and beggars who want 



CHAPTER 4. ANALYSIS OF THE FIGURE OF THE VAMPIRE AS AN ACTANTIAL INSTANCE 

204 
 

to capture him. The boy threatens Beckert to call the police because he throws orange peels 

away in the street. Beckert and the little girl are scared and when the boy leaves, she picks 

the knife up that Beckert dropped during the incident and gives it back to him. Both walk 

on the street and stop in front of a store window while he is secretly pursued by thieves. 

The little girl says to Beckert that his suit is stained. He looks at himself in the mirror of the 

store window and sees the “M” on his back. Then he discovers that some men are pursuing 

him, so that he abandons the little girl in the street, and runs away.  

Relation of the actants of NP1c 

SSender  OObject  RReceiver  

Beckert Unknown little girl (3)  Beckert 
HHelper  SSubject  OOpppponent  
Cognacs, candies, orange, knife Beckert Alert of the blind man, boy, mark “M”, 

mirror, fear of Beckert 

NP2 disjunction  conjunction 

F {Beckert  – [(Beckert ˅ Recognition) – (Beckert ˄ Recognition)]} 
Beckert wants to be recognized for his crimes and writes a warning letter to the newspapers. 

He tries to attract attention to his crimes, to frighten people and to obtain control of the 

situation as a dangerous being for others. The camera only shows the back of Beckert while 

he is supported on the windowsill of his apartment and writes with a rouge pencil the 

following words: “Because the police have not published my first letter. I am writing today 

directly to the newspapers. Continue your investigations. Everything will happen just as I 

have told you. But I have not yet finished.” At this moment someone screams on the street: 

“10 000 Marks reward” for the person who knows who the murderer is. Beckert achieves 

his objective when later newspapers publish: “Murderer writes to newspapers”. 

Relation of the actants of NP2 

SSendeer  OObject  RReceiver  
Beckert, Beckert’s message published in the newspaper  Recognition Beckert 
HHelper  SSubject  OOpppoonent  
Warning letter to the newspapers, police notice, the new of the last 
murder in the newspaper, people that scream on the street    

Beckert Police 

NP3 conjunction  disjunction 

F {Beckert  – [(Beckert ˄ Freedom) – (Beckert ˅ Freedom)]} 
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Thanks to the alert of the blind man and the mark “M” on the suit of Beckert, thieves and 

beggars identify and prosecute him, so Beckert flees through the dark streets and hides in 

the basement of a factory in the darkness. The persecutors take control over the security 

guards of the factory and capture Beckert when he makes a noise with his knife and a nail 

to open a door and to escape. Meanwhile, the police are also looking for the criminal. 

Relation of the actants of NP3 

SSender  OObject  RReceiver  

Police,  thieves and beggars Freedom Beckert 
HHelper  SSubject  OOpppoonent  
Beckert, the basement of the 
Factory, darkness of the street 
and the factory 

Beckert The blind man, boy, mark “M” on the back of 
Beckert, thieves, beggars, knife, nail, fear and 
anxiety of Beckert 

NP4 disjunction  conjunction 

F {Beckert  – [(Beckert ˅ Acceptation of identity) – (Beckert ˄ Acceptation of identity)]} 
Beckert is captured by the thieves and beggars, then he is carried out to the storeroom of 

the abandoned distillery “Kuntz & Levy”, and there he is judged for his crimes against 

children. At the beginning, Beckert denies being the murderer, but the blind man shows 

him a balloon which was bought by Beckert for Elsie and the head of the thieves shows 

him photographs of various little girls that he killed. The people congregated in the 

storeroom scream: “Stop him, stop him. Don’t let him get away.” Beckert asks to be 

released, but the head of the thieves says to him that he has no rights due to his crimes. 

Despite this, he assigns Beckert a defense attorney. Beckert complains that criminals want 

to judge and to sentence him to death, and he asks to be handed over to the police. The 

head of the thieves says that this would not ensure stopping him because he could be 

considered mentally ill, and some day he could escape or to be released and kill again, so 

that he must disappear. At that moment, Beckert accepts that he cannot stop killing, that 

there is “something evil” inside, “something” which pursues and takes him over to attack 

children, but later he cannot remember anything and even though he does not want to 

attack, “something” obliges him to do it again. When the discussion between Beckert, the 

head of the thieves and the attorney finishes all the people want to catch him to kill him, 

but the police enter and Beckert is captured. 
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Relation of the actants of NP4 

Sender Object Receiver 
The head of the thieves, defense attorney Identity Beckert 
Helper Subject Opponent 
Beckert, the head of the thieves, defense attorney, criminals, beggars Beckert Beckert  

Table 4 summarizes the narrative programs of the narrative trajectory surrounding 

the figure of the criminal Hans Beckert in M. 

NNP1a  F {Beckert  – [(Beckert ˅ Elsie) – (Beckert ˄ Elsie)]} 
NNP1b  F {Beckert  – [(Beckert ˅ Little girl in front of the store window)]} 
NNP1c  F {Beckert  – [(Beckert ˅ Unknown little girl)]} 
NNP2  F {Beckert  – [(Beckert ˅ Recognition) – (Beckert ˄ Recognition)]} 
NNP3  F {Beckert – [(Beckert ˄ Freedom) – (Beckert ˅ Freedom)]} 
NNP4  F {Beckert  – [(Beckert ˅ Acceptation of identity) – (Beckert ˄ Acceptation of identity)]} 

Table 4: Narrative programs of M 

At the beginning of the narrative trajectory of M, we can observe that Beckert 

experiences a conjunction which resumes an action often made in the past: the abuse and 

murder of children. However, throughout the story there are obstacles which make it 

impossible to commit new crimes and lead the subject to a state of constant disjunction 

because of the loss of various objects of value such as other little girls and Beckert’s 

freedom when he is captured by other criminals. Also, in the film there is a greater emphasis 

on scenes of the prosecution and frustration of the plans of Beckert. The absence of Elsie 

in the first scenes, the children playing and singing the song “Warte, warte nur ein 

Weilchen”, the search for the little girl by her mother and the posting about the search of 

the murderer indicate a generalized state of danger and fear in the face of the disappearance 

of children (Figures 9a–e). 

     
9a                     9b                         9c 
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9d         9e 

Figures 9a–e: In the first scenes of M there are marks which announce the danger in the city: 
children playing alone, the clock strikes twelve—the hour in which children go out of school—and 
Elsie crossing the street in danger of getting hit by cars and playing with a ball. When the ball 
bounces to the advertising pillar it seems to point out the question of the posting: “Who is the 
murderer?”, which indicates, at the same time, the presence of the criminal who later comes closer 
to Elsie (1:47–5:25). 

In NP1a, there is a reflexive conjunction with the object of value Elsie. The stalking 

and murder of Elsie, as well as the posting of the search of the criminal reveal that the 

attack against children is a repetitive act (Figures 10a–s). Furthermore, the quest of the 

subject of repeating this action with other little girls is hindered by numerous opponents 

such as criminals and beggars, as well as the police who intensify their search for the 

murderer. Later, in NP1b and NP1c the frustrated attacks of other little girls reveal the 

modus operandi of Beckert: stalking of children, approach with friendly words, buying sweets 

and/ or toys, a stroll by the city and attack (Figures 11a–r; 12a–h and 13a–d). Likewise, in 

these variations of NP1 the fear and personality of Beckert become obstacles which hinder 

the completion of new attacks, generating the disjunction of the subject with the objects of 

value, such as the little girl in front of the store window who meets her mother on the street 

and the unknown little girl who walks with Beckert and goes to the candy store. 

       
10a   10b   10c   10d 

       
10e   10f   10g   10h 
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10i   10j   10k   10l 

       
10m   10n   10o   10p 

     
10q                         10r         10s 

Figures 10a–s: In NP1a, the face of the murderer is not visualized, but only his actions and how he 
takes over Elsie when his shadow approaches her and then he speaks in a friendly tone her. The 
shadow slumps forward as it takes over Elsie. Then the camera visualizes how Beckert buys a 
balloon from a blind man for her and later the shots of a plate, stairs and a courtyard empty indicate 
the disappearance of the little girl. Finally, her ball rolls through the grass. Consequently, her 
balloon flies freely and gets stuck on power cables—as exactly Elsie is caught by the criminal—and 
then stumps forward and disappears on the air—as the life of Elsie vanishes. Finally, there is an 
obscure shot as mark of the commitment of the attack of the murderer, as metaphor of Elsie’s 
death (5:27–8:59). 

       
11a   11b   11c   11d 

       
11e   11f   11g   11h 
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11i   11j   11k   11l 

       
11m   11n   11o   11p 

   
11q   11r 

Figures 11a–r: In NP1b, the murderer is shown through the reflection of the glass of the store 
window as well as his profile, as a partial revelation of his identity. In this case, the camera focuses 
on the desire that Beckert experiences when he sees the image of a little girl who is reflected in the 
mirror of the store window. He turns to the left to stalk her and in the store window there is an 
arrow of paper which goes up and down and seems to point out the next victim and inside the 
store window there is a disc with circles which turns and seems to hypnotize the little girl leaving 
her to the mercy of the murderer. Suddenly, her mother appears hindering the attack while Beckert 
stays quiet and frustrated scratching his hand and to calm his anxiety goes to a cafe to drink a 
couple of cognacs (52:31–54:33).  

       
12a   12b   12c   12d 

       
12e   12f   12g   12h 
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12i   12j   12k   12l 

       
12m   12n   12o   12p 

       
12q   12r   12s   12t 

       
12u   12v   12w   12x 

       
12y   12z   12aa   12ab 

       
12ac   12ad   12ae   12af 
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12ag   12ah 

Figures 12a–ah: In NP1c, we see again the modus operandi of Beckert who goes to a candies store 
with an unknown little girl to buy sweets while he is pursued by a boy sent by the blind man who 
sells balloons. In this scene Beckert is shown from his back or his left profile and in other shots he 
is shown from the front, but through mirrors and glasses of store windows, as a representation of 
his perverse side and a partial view of his identity. The boy, alerted by the knife that Beckert takes 
out from his pocket, which seems to indicate an attack, approaches him to stamp the mark “M” 
on his back with chalk. Beckert and the little girl are scared, the boy leaves and she picks up the 
knife from the floor and gives it him. The camera shows that Beckert not only takes the knife, but 
also the whole hand of the little girl and he brings it closer to him, as a sign of the appropriation 
of her. At the same time, he puts the knife behind the orange that covers the hand of the little girl 
as if he was to cut both and this was an announcement of the attack. This sign of danger is 
confirmed when the camera focuses on the “M” on the back of Beckert in the following shot 
before changing the scene (59:12–1:00:53).  

   
13a    13b 

   
13c    13d 

Figures 13a–d: Beckert and the unknown little girl walk on the street and look at toys in a store 
window. The camera shows Beckert through the glass of the store window which constructs his 
ominous otherness as a stalker and murderer of children and, at the same time, to hide part of his 
identity. Also, a couple of mechanical legs open and close above the figure of the little girl as if they 
were pincers which try to capture her, which constructs the danger represented by Beckert 
(1:03:30–1:03:37). 

In relation to the opponents, in each variation of narrative program 1 the subject 

confronts external obstacles, such as the blind man, the mother of the little girl in front of 
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the store window, the boy and different objects, as for example the notice of the search for 

the criminal, the mirror of the store window and the mark “M” on the suit, as well as 

internal obstacles, such as the anxiety of Beckert which he cannot control—an aspect that 

also is present in Nosferatu. 

 At the same time, the biggest conflict that the character confronts is related to his 

quest for recognition and the denial of his identity—two aspects which will precisely be 

resolved through disjunctions produced previously in narrative programs 1b and 1c, as well 

as 3. Thus, in NP2 the subject experiences a transmitted conjunction because its need of 

recognition for the committed crimes leads Beckert to write an anonymous letter to the 

newspapers since the police cannot capture or find clues of the identity of the criminal. 

Then, when his letter is published in the newspaper he achieves to inspire a bigger fear of 

the unknown criminal among the population and, as a consequence, to trigger an exhaustive 

search (Figures 14a–f). 

     
14a     14b   14c 

     
14d   14e   14f 

Figures 14a–f: The message of Beckert triggers an intensive search by the police. The police 
construct a profile of the criminal which coincides with the viewing of shots of Beckert looking at 
himself in the mirror which can be interpreted as a sign that he is a person who has special or 
“abnormal” facial features that are described by a voice in off. The identity of Beckert as a murderer 
is confirmed at the end of the story, but throughout the film he is shown from behind and profile 
or his face is exposed through mirrors or glasses of store windows to hide or reveal partially his 
identity. Furthermore, the police find clues, such as the candy wrapping at the crime scene of Elsie, 
the register of mentally ill persons and the traces of rouge pencil found in the windowsill of the 
apartment of Beckert which lead to his identification and capture (16:35–16:58, 18:17 and 48:14). 

 The anxiety of Beckert for stopping his impulses and his crimes eventually causes 

his capture. He reacts unconsciously and sends anonymous messages to the police and 
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newspapers, but without imagining that other criminals and beggars will capture him instead 

of the police. In this case, the anonymous message in the newspaper, among other written 

texts, will contribute to giving clues and to alerting the police and population (Figures 15a–

d). Thus, unlike Count Orlok in Nosferatu, who uses his powers and internal and 

supernatural forces to manipulate people and to take over his victims, in M the subject uses 

diverse objects to achieve its goals. In relation to the opponents, we find a collective figure, 

the police, and an internal obstacle, the anxiety of Beckert. 

       
15a   15b   15c   15d   

Figures 15a–d: Beckert writes a warning letter to the newspaper and he is shown from behind by 
the camera which coincides with the moment in which people read this notice on the advertising 
pillar. There, persons are also shown from behind which constructs the idea that anyone can be 
the murderer because the face or identity of the criminal is still unknown. In turn, a shot of the 
letter focuses the underlined word: “I”, which points to Beckert as the murderer. This and the shot 
from behind Beckert reveal partially his identity as criminal in the story (9:44–10:48 and 16:30). 

In NP3 there is a significant change of the subject of state which is a consequence 

of the last narrative program, that is, Beckert’s loss of freedom. On the one hand, as in 

NP1b the subject cannot appropriate the object of value and it experiences a state of 

disjunction and so remains for the rest of the story in relation to other new little girls who 

appear as potential victims. Even though he pursues and tries to convince little girls on the 

street, other characters such as the mother of the little girl in front of the store window, the 

boy and the blind salesman of balloons make impossible the appropriation of the object, 

which increases the tension on the thymic level, as we can see when Beckert decides to 

drink two cognacs to be calm or to leave the unknown little girl on the street and to run 

away to avoid being captured. In this sense, the two continuous disjunctions function as an 

announcement of a greater disjunction: the loss of freedom—which also would represent 

the impossibility to take over other children. On the other hand, the conjunction achieved 

in NP2, the achieving of recognition, has consequences in the disjunction of NP3 because 

the message of Beckert for the newspapers causes raids and puts on alert other sectors of 

the population, particularly criminals and beggars. As a consequence, criminals and beggars 
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are clandestinely organized to find the criminal by watching the streets for any man who 

approaches children, which will effectively lead to Beckert’s capture (Figures 16a–i). 

     
16a         16b                   16c 

     
16d           16e   16f 

     
16g           16h   16i 

Figures 16a–i: Criminals and beggars search for the murderer. The blind balloon salesman 
recognizes the whistle of the criminal and asks a boy to follow him. With his hand, the blind man 
points out to the left side where the whistle seems to come from. On the street, others watch to 
the left side looking for the murderer. Likewise, children who are watched by street vendors and 
beggars walk on the street and in a toys store window one can read the word “matador” below, 
which is an Austrian maker of wooden toys, but also means “killer” in Spanish, as a sign of danger 
and that the murderer is close to them. This same function is constructed in the arrow and the 
mechanical legs of the store window which the little girls watch when Beckert approaches them 
(57:36–58:51, 22:58, 46:38, 47:01, 47:13, 47:38–47:44). 

Likewise, the traces that Beckert leaves while he writes the message for the 

newspapers on the windowsill of his apartment, the rouge pencil and the marks on the 

wood serve his identification and capture by the police, who also obtain help from one of 

the criminals that capture Beckert in the factory where he is hidden before being carried to 

the abandoned distillery (Figures 17a–d; 18a–k and 19a–w). These observations allow us to 

point out that the actions of the subject lead to the revelation of his identity and later to his 

capture, in a sort of unconscious handover. Therefore, the anxiety and weaknesses of the 
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subject, as for example the need of recognition as a dangerous criminal, are actantial 

opponents of himself. 

       
17a   17b   17c   17d   

Figures 17a–d: The police find traces of the red pencil used by Beckert to write the message for 
the newspapers. Once again, the scenes in which Beckert is involved show him through glasses of 
store windows which hide the reality and delay the moment of the revelation of his identity 
(1:01:35–1:01:57). 

       
18a   18b   18c   18d 

         
18e   18f   18g   18h 

         
18i   18j   18k 

Figures 18a–k: While Beckert and the unknown little girl look at the store windows, she discovers 
that Beckert has a stain on his back—the “M”—and tries to remove it with her hand. Beckert sees 
the stain in the reflection of the mirror and discovers himself as the murderer identified by the 
letter— as if he recognizes himself as the other self—and is scared. So, this scene indicates again 
the unfolding of the character: the common man viewed from behind, out of focus or partially 
visualized, and the criminal viewed from profile or shown in the reflection of a mirror or a crystal. 
After this revelation, Beckert discovers that some men are following him and he flees not only 
from his prosecutors, but also from himself, which is indicated through his own shadow which 
seems to follow him when he runs (1:03:45–1:04:04).  
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19a    19b   19c   19d 

       
19e   19f   19g   19h 

       
19i   19j   19k   19l 

       
19m   19n   19o   19p 

       
19q   19r   19s   19t 

     
19u   19v   19w 

Figures 19a–w: During the persecution, we watch the shadow of Beckert—as if his other self 
follows him while he is running along the street—and then he hides in the factory’s storeroom. 
The close shots serve to emphasize the rounding-up of Beckert and how he is trapped behind bars, 
in the middle of old furniture and in a hallway whose door he cannot open; but when he tries to 
do it, he alerts his prosecutors because he makes noise with a knife and a nail (1:04:05–1:20:30). 
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At the end, the last conjunctions and disjunctions of the subject will contribute to 

the achievement of the conjunction with its identity. This becomes an object of value 

transmitted by the head of the thieves and the defense attorney helped by the blind salesman 

of balloons and the testimony of Beckert himself when they judge him in a sort of popular 

trial in the cellar of the abandoned distillery. Thus, testimonies, arguments of the head of 

the thieves and the attorney, the balloon shown by the blind man and the photographs of 

the murdered little girls play a role as actantial helpers which lead Beckert to accept that he 

is the murderer and, at the same time, a victim of himself because he cannot control his 

acts. In this sense, the acceptation of the identity implies an emotional liberation and the 

recognition of the criminal and monstrous—from the social and cultural point of view—

which had been refused and hidden for a long time (Figures 20a–s).  

       
20a   20b   20c   20d 

       
20e                 20f   20g   20h 

       
20i   20j    20k                 20l 

       
20m   20n   20o   20p 
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20q   20r   20s    

Figures 20a–s: When Beckert is captured and brought to the abandoned distillery high-angle shots 
prevail and Beckert is sitting, kneeling or lying on the floor, that is, at an inferior visual level in 
comparison to the rest of the characters who look down at him. Another aspect is that the blind 
man is the person responsible for the capture of Beckert when he recognizes his whistle on the 
street and then in the distillery he touches Beckert to point out him as the murder. To demonstrate 
this, the blind man shows him an identical balloon to that of Elsie which Beckert bought. The 
balloon is shown through a high-angle shot and is located above the figure of Beckert covering the 
greater part of the frame and binding forward and covering or “catching” the figure of the criminal. 
The reaction of Beckert is visualized through his gestures, his body language and the long shots to 
show him small and isolated and to emphasize the contrast between his anxiety and the threatening 
behavior of the criminals and beggars. Initially, Beckert smiles and pretends to be innocent. After 
the scene with the balloon, through a parallel montage we see how Beckert gradually discovers the 
truth and, at the same time, is horrified by himself when the head of the thieves shows him 
photographs of the little girls (1:35:39–1:37:49). 

As we can see, the narrative trajectory reveals that most of the objects of value to 

Beckert are abstract ideas, such as recognition and identity which are filtered by the sieve 

of the thymic dimension—as we will see below—; whereas the appropriation of the little 

girls and the loss of freedom become connecting threads or catalyzers of the emergence of 

the ominous otherness and the confrontation with his identity. The loss of physical freedom 

supplies the loss of the emotional freedom of the subject which is controlled by the 

ominous otherness from which it cannot escape by itself, but through actantial senders and 

helpers which reveal its duality: a common man versus a monstrous criminal who kills 

children.  

Finally, the most important object of value of the subject in M is the acceptance of 

identity, whose narrative program represents the longest quest in the story, as we can see 

in Table 5 in relation to the temporal order of the narrative programs.  
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Table 5: Timecode order of the narrative programs of M  

In Table 5 we also observe that the narrative programs of M are overlapped and the 

presupposed states of disjunction and conjunction of each program initiate with the 

beginning of the film (1:26). This means that unlike Nosferatu where we find language, visual 

or sound marks of the beginning of the presupposed state of the subject in relation to each 

object of value (see Table 2), in M the presupposed state is anterior to the visualization of 

scenes of the story. However, as Greimas (1983) explains, even though there is no mark of 

the beginning of a first disjunction or conjunction within the narrative program, there is 

always a presupposed state which is implicit and revealed through the beginning of the 

narrative transformation, that is, the second state of the narrative program with the 

establishment of contracts and tests.  

For example, this is also the case in NP1c, whose presupposed disjunction is not 

visualized in the story, but only the beginning of the conjunction when the blind man hears 

Beckert’s whistle (mark of the beginning of the attack, 57:15) and then he is walking with 

the unknown little girl. As well, the variations of NP1, the search for a victim and the act 

of killing, can be seen as a whole narrative program which summarizes a reiterative action 

and represents the constant disjunction and conjunction of the subject in relation to 

children as objects of value. In this sense, the NP1 in M is similar to the structure of the 

search for blood of the vampire in Nosferatu and El vampiro, as we will see in the following 

chapter. Now we will analyze how the pragmatic, thymic and cognitive dimensions drive 

the conjunctive and disjunctive transformations throughout the narrative trajectory 

surrounding Hans Beckert. 

Minute 
mark  1:26

 - 
5:26 5:27 8:49 8:50 9:45 14:4

8
52:2

3
53:4

6
57:1

5

1:04
:04

1:04
:05

1:21
:07

1:37
:08

1:44
:40

NP1a
NP1b
NP1c
NP2
NP3
NP4
Disjunction
Conjunction
Conjunction initiated and not achieved
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44.3.2 Narrative Dimensions of the Trajectory of the Subject in M 

In the variations of NP1 we observe that before Beckert’s attack a cognitive and thymic 

transformation is produced when the criminal finds a little girl which causes an 

uncontrollable impulse to attack. In these cases, the thymic dimension of the subject, which 

can be considered as a drive or sexual desire (Figures 21a–o), is a result of the cognitive 

dimension, that is, the search for and identification of potential victims, in this case little 

girls which are alone on the street. Thus, a cognitive conjunction is activated, the 

identification of the victim, which leads to a thymic conjunction (desire for a determined 

little girl) which motivates, in turn, the action of the subject which searches for a means to 

attract the victim through friendly and manipulative behavior, as for example when he says 

to Elsie: “What a beautiful ball” or he gives candies and toys, and he walks with the victims. 

These means allow him to achieve a pragmatic and thymic conjunction with the object of 

value.  

Narrative transformations of NP1a 

Desire and need for a victim (T). Absence of a victim (P). Beckert finds a little girl on the 
street (C). Beckert has an uncontrollable impulse to attack her (T). He tries to deceive and 
attract Elsie (P). Beckert attacks her and Elsie's ball rolls on the grass (P). 

Conjunction T  Disjunction P  Conjunction Ct-Tp-Pp 

In the case of the narrative programs 1b and 1c in which the opponents cancel the 

conjunctive transformation, the subject remains disjoint from its objects of value at a 

pragmatic level, but conjoint at a thymic level because the subject does not satisfy its lack 

and its desire of attacking is intensified. In NP1c there is a disjunction at the pragmatic level 

because Beckert needs to run away, so he decides to leave the unknown little girl on the 

street and refuses her. This implies a disjunction with the object of value. 

Narrative transformations of NP1b and c 

NP1b: Desire and need for a victim (T). Absence of a victim (P). Beckert finds a little girl 
in front of a store window (C). Beckert has an uncontrollable impulse to attack her (T). The 
mother of the unknown little girls appears and they leave which prevents Beckert's attack 
(P). Beckert is frustrated (T). 

Conjunction T  Disjunction P  Conjunction Ct  Disjunction P  Conjunction 

T 
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NP1c: Desire and need for a victim (T). Disjunction Absence of a victim (P). Beckert 
deceives and attracts an unknown little girl (P). Beckert discovers that someone pursues 
him (C). Beckert is scared (T) and he flees (P) and leaves the unknown little girl (P). 

Conjunction T  Disjunction P  Conjunction Pc-Ct-Tp  Disjunction P 

       
21a   21b   21c   21d 

       
21e   21f   21g   21h 

       
21i   21j   21k   21l 

     
21m   21n   21o 

Figures 21a–o: When Beckert detects the presence of a little girl his facial expression changes 
immediately and the camera shows the contrast between Beckert and the truck driver and how 
each one touches and caresses his mouth: in the forefront the murderer does this guided by his 
desire, and in the foreground the truck driver does this while he talks with another man (52:28–
52:52).  

 In the following narrative programs there are transformations which are more 

complex due to the abstract nature of the objects of value: recognition, freedom and 

identity. We explain. According to Fontanille and the triplication of narrativity (1994: 183–

184), there is a relation of specification in M because the cognitive dimension modifies or 

determines the transformation of other dimensions. For example, in NP2, the search for 
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recognition, Beckert finds out through the newspaper and the police notice that the police 

neither have clues of the criminal nor have paid attention to his anonymous message. This 

notice represents a cognitive conjunction which leads to the disappointment of Beckert 

(thymic dimension), so that he writes again another anonymous message (pragmatic 

dimension), but this time addressed to the newspapers. When this message is published and 

read by the readers, which is visualized by the camera, Beckert experiences a new cognitive 

conjunction, as well as a pragmatic conjunction due to his obtaining recognition which, 

paradoxically, could lead to the capture of the criminal, that is, of himself.  

Narrative transformations of NP2 

Beckert ignores if his anonymous messages were considered by the police (C). Through a 
notice Beckert knows that the police had not paid attention to Beckert's anonymous 
message (C). He is disappointed and feels the impulse (T) to write a letter to the newspapers 
(P). The message is published (P) and Beckert knows it (C). 

Disjunction C  Conjunction Ct-Tp-Pp-Pc 

 In NP3 a cognitive conjunction, the discovery of the prosecution of the criminals, 

scares Beckert (thymic dimension) and he runs away and hides (pragmatic dimension) to 

avoid being captured and losing his freedom. Later, criminals and beggars find him in the 

storeroom of a factory and capture him, so the subject experiences a pragmatic disjunction 

and thymic conjunction in the face of the loss of freedom and maybe life.  

Narrative transformations of NP3 

Beckert discovers that someone pursues him (C). He is scared (T), flees (P) and hides (P). 
Beckert is founded by criminals and beggars (P). He is scared (T) and is captured (P). 

Conjunction Ct-Tp-Pp-Pp-Pt  Disjunction P 

Finally, in NP4 the subject experiences conjunctions and disjunctions at the three 

narrative levels in relation to its identity due to its dual nature. On the one hand, Beckert 

does not assume himself to be a criminal, but as a victim of “something” strange which 

takes him over and obligates him to attack. Also, he wants to be stopped, but when he sees 

children, the “other self” emerges and dominates his thoughts, emotions and acts. This 

otherness or division is shown through shots of Beckert’s shadows which hide his identity, 

mirrors or store windows which reflect and reveal partially Beckert’s identity—his 

monstrous part—, the whistle of a melody which indicates the presence of the criminal 

who is not visualized by the camera, and finally Beckert’s discourse—during the trial in the 
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storeroom of the distillery which reveals the ignorance or denial of his monstrous or 

criminal personality which he cannot accept and control (see dialog below) (Figures 10a–d; 

14a–d; 18c and 22j–n).  

Discourse of Hans Beckert in the storeroom of the distillery: 
Head of the thieves: […] We must make you powerless. You must disappear. 

Beckert: I can’t help what I do. I can’t help it, I can’t… […] What do you know about it? 
[…] I can help myself! I have no control over this…, this evil thing inside me, the fire, the 
voices, the torment!  

Head of the thieves: You mean to say that you have to murder? 

Beckert: It’s there all the time, driving me out to wander the streets…, following me, 
silently, but I can feel it there. It’s me, pursuing myself. I want to escape from myself! But 
it’s impossible. I can’t escape. I have to obey it. I have to run…, endless streets. I want to 
escape to get away. And I’m pursued by ghosts. Ghosts of mothers. And of those children. 
They never leave me. They are there, always there. Always, except when I do it. When I… 
Then I can’t remember anything. And afterward I see there posters and read what I’ve 
done. Did I do that? But I can’t remember anything about it. But who will believe me? Who 
knows what it’s like to be me? How I’m forced to act. How I must…, must… Don’t want 
to. Must! Don’t want to, but must! And then a voice screams. I can’t bear to hear it.  

Thus, the subject is permanently disjoint at a cognitive level with its identity which 

is dominated by the ominous otherness during the scenes of stalking and attack. Finally, 

during the trial, the subject experiences a cognitive transformation because it goes from the 

denial of itself to the revelation and acceptation of its identity. When Beckert becomes 

conscious that he is a criminal who kills children, he reacts (thymic dimension) with horror 

of himself and his acts to accept finally that inside there is “something” uncontrollable and 

this is a part of him (pragmatic dimension).  

At the end, the conjunction of the subject with its identity is completed at the three 

narrative levels (Figures 22a–t). This is confirmed when in combination with his body 

language (Figures 22h, 22j and 22k) Beckert says in a first moment “I can’t help what I do”—

a modalized sentence3 by the use of to cannot and what, both discursive strategies which 

indicate the distance of the character from his actions—and then he adds “I can’t help 

myself”, “this evil thing inside me”, “It’s me pursuing myself. I want to escape from myself”—

sentences in which the use of I, me, myself indicate the revelation and acceptation of the 

                                                           
3 We will discuss the modalization of the discourse in chapter 5.  
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identity of the murderer, as this was another person or a monstrous being (this evil thing), as 

a part of the character.4  

Narrative transformations of NP4 

Beckert does not assume his identity (C). He feels like a victim of "something" strange (T). 
He thinks there is something evil inside him (C). He feels obligated to attack (T). He wants 
to be stopped (T). He cannot stop to attack (P). He cannot believe what he did (C). He 
does not want to attack (T), but he must (C) attack (P).  

Disjunction C  Conjunction Tc-Ct-Tt-Tp  Disjunction Ct  Conjunction Cp 

       
22a   22b   22c   22d 

       
22e   22f   22g   22h 

       
22i   22j   22k   22l 

       
22m   22n   22o   22p

                                                           
4 Our italics.  
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22q   22r   22s   22t 

Figures 22a–t: During the trial made by criminals and beggars Beckert is kneeling or lying on the 
floor while the head of the thieves and the defense attorney appear in a higher angle in relation to 
the murderer and they point at him with fingers of the left hand. Likewise, the gestures and the 
body language of Beckert go from supplication to desperation when he accepts to be the murderer 
and a victim of his impulses which causes that people want to kill him, but suddenly the police 
appear and capture Beckert (1:38:30–1:49:12). 

 In the next section, we will analyze the organization of the actants and the narrative 

dimensions in El vampiro by Fernando Méndez. 

44.4 The Actantial Structure of El vampiro 

In the following section, we will describe how the actants are constructed surrounding the 

figure of the vampire in El vampiro by Fernando Méndez. The story begins in the forties in 

a Mexican hacienda in the country where old traditions and beliefs prevail. Martha González 

returns to Sierra Negra, to the hacienda “Los Sicomoros”, the property of her two aunts, 

Eloísa and Teresa, and her uncle Emilio because her aunt Teresa is sick. In the train in 

which Martha arrives there is also a shipment of soil from Bakonia, Hungary, for Mr. Duval. 

While Martha waits to be picked up she meets Dr. Enrique, who persuades the driver of 

the carriage picking up the soil to drive them to the hacienda. They arrive at the hacienda 

and meet Emilio and Eloísa, but Teresa has already died and been buried. Despite Eloísa 

being approximately 65 years old, she looks like a younger woman and tries to convince 

Martha, heir of Teresa’s property, to sell the hacienda to Mr. Duval, who actually is a 

vampire, who wants to raise its brother (the vampire Count Karol de Lavud). Mr. Duval’s 

brother is buried in a crypt and was destroyed a century before (on 19 January 1840) when 

he was the owner of “Los Sicomoros”.  

Eloísa and Emilio say that Teresa was crazy and believed in vampires, but María and 

Anselmo, the servants, claim that there are vampires in Sierra Negra. Later, the servants 

unearth Teresa when they discover that she is still alive and was buried while she was asleep 
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after being poisoned by Eloísa. Teresa hides in the tunnels of the hacienda and puts a cross 

on the pillow of the bed of Martha to protect her against vampires. Mr. Duval stalks Martha 

in her bedroom and when her hand accidentally moves the cross he has the opportunity of 

sucking her blood. With the help of Eloísa, Mr. Duval wants to transform Martha into a 

vampire to take over both her and the hacienda “Los Sicomoros”. To do this he has to suck 

her blood twice, so that Eloísa poisons Martha and she falls asleep. Apparently, she dies 

and the family prepares her vigil, but Anselmo sees that she moves her finger and Dr. 

Enrique gives her a medicine to try to awaken her. Later, Mr. Duval kidnaps Martha and 

the family search for her in the tunnels of the hacienda. There the family finds Teresa and 

discovers that Mr. Duval is a relative of Count Karol de Lavud and both are vampires. 

Meanwhile, Eloísa sucks the blood of Emilio and kills him, then Teresa and Eloísa fight 

and Eloísa remains unconscious. Mr. Duval tries to suck the blood of Martha, but Dr. 

Enrique appears and fights against him. When the sun rises Mr. Duval flees and goes to 

sleep in his coffin while Dr. Enrique fights against the servants of the vampire. The 

basement in which Martha sleeps catches on fire and Dr. Enrique saves her. Finally, Teresa 

drives a stake through the chest of Mr. Duval to destroy him and so Eloísa is also destroyed. 

44.4.1 Narrative Trajectory Surrounding Mr. Duval in El vampiro 

In El vampiro, the first scenes make reference to the obtaining of blood as object of value. 

The search of the vampire for blood of different characters, as in Nosferatu, can be 

considered as a whole and continuous action that the subject achieves through variations 

of a narrative pattern. Thus, each variation of NP1 (a, b and c) makes reference to the 

conjunction with the blood as object of value of the subject Mr. Duval and how the subject 

assumes different actantial roles as sender, receiver and helper of itself through its 

supernatural abilities and means (the transformation into a bat, sucking of blood, cape and 

fangs) to take over the object of value. In addition, the obtaining of blood and other objects 

of value (soil of Bakonia, hacienda “Los Sicomoros” and the raise of Count Karol de Lavud 

to life) are revealed as elements of depending narrative programs in order to dominate Sierra 

Negra (NP4), a contrastive feature in comparison with Nosferatu. 
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NP1a disjunction  conjunction  

F {Mr. Duval – [(Mr. Duval ˅ Blood of Aunt Eloísa) – (Mr. Duval ˄ Blood of Aunt 
Eloísa)]} 
The story begins with the vampire stalking Aunt Eloísa when she is young. Mr. Duval, the 

vampire, waits in the courtyard for the moment to transform into a bat, flies to the window 

of Eloísa’s bedroom and attacks her. When she looks at him, she cries, falls unconscious 

and the vampire sucks her blood.  

Relation of the actants of NP1 

SSender  OObject  RReceiver  
Mr. Duval Blood of Aunt Eloísa Mr. Duval 
HHelper  SSubject  OOpponent  
Mr. Duval’s vampiric nature (transformation into 
a bat, cape and fangs) 

Mr. Duval --- 

NP1b disjunction  conjunction 

F {Mr. Duval – [(Mr. Duval ˅ Blood of a child) – (Mr. Duval ˄ Blood of a child)]} 
Mr. Duval travels in a carriage to the hacienda, but he stops to search for blood when a 

woman and her son cross the way to the hacienda. Mr. Duval gets out of the carriage, 

transforms into a bat and attacks the child who is scared and screams when seeing that the 

bat transforms into a man with a cape who approaches him to suck his blood.  

Relation of the actants of NP1b 

SSender  OObject  RReceiver  
Mr. Duval Blood of a child Mr. Duval 
HHelper  SSubject  OOpponent  
Carriage driver, Mr. Duval’s vampiric nature 
(transformation into a bat, fangs and cape) 

Mr. Duval --- 

NP1c disjunction  conjunction 

F {Mr. Duval – [(Mr. Duval ˅ Blood of Martha) – (Mr. Duval ˄ Blood of Martha)]} 
After Martha learns of the death of her aunt Teresa, she goes to rest. María brings her to 

the bedroom that before was Eloísa’s. Later, Eloísa talks with Martha to try to convince 

her to meet Mr. Duval and to sell the hacienda, but she is sad and tired and wants to sleep. 

Eloísa welcomes Mr. Duval and he learns that Martha has arrived at the hacienda, then he 

leaves and when all are sleep he stalks the bedroom of Martha from the courtyard waiting 

to suck her blood—exactly as he did years before with Eloísa. He transforms into a bat and 
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flies to the window of Martha’s bedroom, but when he comes close to her there is a cross 

on the pillow next to Martha, he is scared and backs away covering his face with his cape. 

She turns and accidentally pushes aside the cross with her hand, so that Mr. Duval gets 

closer and sucks her blood while he hugs her with his cape.  

Relation of the actants of NP1c 

SSender  OObject  RReceiver  
Aunt Eloísa Blood of Martha Mr. Duval 
HHelper  SSubject  OOpponent  
Aunt Eloísa, Mr. Duval’s vampiric nature 
(transformation into a bat, cape and 
fangs) 

Mr. Duval Aunt Teresa, cross of straw, book 
about Count Karol de Lavud 

NP2 disjunction  conjunction 

F {Mr. Duval – [(Mr. Duval ˅ Soil of Bakonia) – (Mr. Duval ˄ Soil of Bakonia)]} 
Mr. Duval imports soil from Bakonia in Hungary inside a coffin. The soil arrives at Sierra 

Negra in the same train as Martha and Dr. Enrique. The import of soil is considered by the 

administrator of the train station and Dr. Enrique as something strange and the whim of a 

rich man, Mr. Duval. Then, the carriage driver of Mr. Duval picks up the soil and carries it 

out to the hacienda. There the servants of Mr. Duval give him the soil, he takes a handful 

of it and reveals that with it he will raise his brother Count Karol de Lavud, who was 

destroyed a century before.  

Relation of the actants of NP2 

SSender  OObject  RReceiver  
Unknown people from Hungary Soil of Bakonia Mr. Duval 
HHelper  SSubject  OOpponent  
Train, loaders of the train station, carriage driver and 
assistants of Mr. Lavud 

Mr. Duval --- 

NP3 disjunction 

F {Mr. Duval – [(Mr. Duval ˅ To bring Count Karol de Lavud back to life)]} 

At the beginning, the main objective of Mr. Duval is to raise his brother Count Karol de 

Lavud. To do this, he needs soil of the cemeteries of Bakonia and to purchase the hacienda 

“Los Sicomoros” to dominate Sierra Negra again together with his brother. 
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Relation of the actants of NP3  

SSender  OObject  RReceiver  
Mr. Duval To bring Count Karol de Lavud 

back to life 
Mr. Duval 

HHelper  SSubject  OOpponent  
Soil from Bakonia, Aunt Eloísa, 
knowledge of Mr. Duval 

Mr. Duval Aunt Teresa, book about Count 
Karol de Lavud 

NP4 disjunction 

F {Mr. Duval – [(Mr. Duval ˅ Domination of Sierra Negra)]} 
Mr. Duval wants to raise his brother Count Karol de Lavud to purchase the hacienda “Los 

Sicomoros” and to create new vampires as he made with Eloisa to achieve the domination 

of Sierra Negra. 

Relation of the actants of NP4 

SSender  OObject  RReceiver  
Mr. Duval Domination over Sierra Negra Mr. Duval 
HHelper  SSubject  OOpponent  
Aunt Eloísa Mr. Duval Aunt Teresa, book about Count Karol de Lavud 

NP5 disjunction 

F {Mr. Duval – [(Mr. Duval ˅ Hacienda “Los Sicomoros”)]} 
Mr. Duval wants to take back possession of the hacienda “Los Sicomoros”, which was the 

property of his family when his brother dominated Sierra Negra before he was destroyed 

by the population because he was a vampire. Mr. Duval tries to purchase the hacienda with 

the help of Eloísa, who tries to convince Emilio and Martha, the heir of the third part of 

the hacienda owned by Teresa, to sell it considering that no one wants to work the fields 

and the house is in ruins; but Martha is not able to take a decision after the death of her 

aunt Teresa. 

Relation of the actants of NP5 

SSender  OObject  RReceiiver  
Mr. Duval Hacienda “Los Sicomoros” Mr. Duval 
HHelper  SSubject  OOpponent  
Aunt Eloísa Mr. Duval Aunt Teresa, Uncle Emilio, Martha 

NP6 conjunction  disjunction 

F {Mr. Duval – [(Mr. Duval ˄ Martha) – (Mr. Duval ˅ Martha)]} 
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Mr. Duval goes to the hacienda “Los Sicomoros” to talk about its purchase and knows of 

the arrival of Martha thanks to Eloísa. She communicates telepathically with him to give 

him details of the presence of Dr. Enrique and to prevent anyone discovering that he is a 

vampire. The intention of Mr. Duval and Eloísa is to transform Martha into a vampire, so 

that he has to suck her blood twice. He achieves this once, then Eloísa poisons Martha to 

simulate her death and to make it possible that the vampire sucks her blood once again to 

transform her into a vampire. Mr. Duval kidnaps Martha when she is sleeping and brings 

her to a basement of the hacienda. Then, María and Anselmo drive Dr. Enrique and Uncle 

Emilio through the tunnels where Teresa is hidden to find Martha. Later, Dr. Enrique fights 

against Mr. Duval, but Duval flees when the sun rises without being able to suck Martha’s 

blood. 

Relation of the actants of NP6 

SSender  OObject  RReceiver  
Aunt Eloísa Martha Mr. Duval 
HHelper  SSubject  OOpponent  
Aunt Eloísa, poison, Mr. Duval’s 
vampiric nature (fangs) 

Mr. Duval Aunt Teresa, Dr. Enrique, María, 
Anselmo, sunrise 

NP7 conjunction  disjunction 

F {Mr. Duval – [(Mr. Duval ˄ Existence) – (Mr. Duval ˅ Existence)]} 
Mr. Duval and Dr. Enrique fight. The sun rises and the cock crows, so that Mr. Duval flees 

and goes inside his coffin. Later, Aunt Teresa finds the coffin, opens it and drives a stake 

through the chest of the vampire to destroy it.  

Relation of the actants of NP7 

SSender  OObject  RReceiver  
Mr. Duval Existence Mr. Duval 
HHelper  SSubject  OOpponent  
Aunt Eloísa Mr. Duval Aunt Teresa 

Table 6 shows a resume of the narrative programs which compose the narrative 

trajectory of El vampiro surrounding the vampiric figure of Mr. Duval. 
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NNP1a  F {Mr. Duval – [(Mr. Duval ˅ Blood of Aunt Eloísa) – (Mr. Duval ˄ Blood of Aunt Eloísa)]} 
NNP1b   F {Mr. Duval – [(Mr. Duval ˅ Blood of a child ) – (Mr. Duval ˄ Blood of a child)]}  
NNP1c   F {Mr. Duval – [(Mr. Duval ˅ Blood of Martha) – (Mr. Duval ˄ Blood of Martha)]} 
NNP2   F {Mr. Duval – [(Mr. Duval ˅ Soil of Bakonia) – (Mr. Duval ˄ Soil of Bakonia)]} 
NNP3    F {Mr. Duval – [(Mr. Duval  ˅ To bring Count Karol de Lavud back to life)]}  
NNP4   F {Mr. Duval – [(Mr. Duval ˅ Domination of Sierra Negra)]}  
NNP5   F {Mr. Duval – [(Mr. Duval ˅ Hacienda “Los Sicomoros”)]} 
NNP6  F {Mr. Duval – [(Mr. Duval ˅ Martha)]}  
NNP7  F {Mr. Duval – [(Mr. Duval ˄ Existence) – (Mr. Duval ˅ Existence)]} 

Table 6: Narrative programs surrounding Mr. Duval in El vampiro 

 The story takes place in two time periods: a moment located in the twenties or 

thirties exposed as the past of the story and a larger moment located in the forties identified 

as the present of the story. The first scene shows Mr. Duval in the courtyard of the hacienda 

“Los Sicomoros” stalking Eloísa and looking at her window. Various shots reveal Eloísa 

when she was young wearing a long dress and a coiffure in line with the nineteenth century. 

The camera focuses on the back of Mr. Duval, who is covering his face with his cape and 

his left hand. The courtyard is full of leafy plants on the fountain and trees surrounding the 

columns of the courtyard (Figures 23a–e). When Mr. Duval begins his attack, he transforms 

into a bat and flies to the window of Eloísa and approaches her to suck her blood. This 

initial sequence in which the credits of the film are shown corresponds to NP1a. Later, 

there is a jump forward in time and the camera shows the train station of Sierra Negra in 

the forties. This jump forward in time indicates that NP1a is actually the past of the 

hacienda “Los Sicomoros” and serves to explain the transformation of Eloísa into a 

vampire.  

In turn, the actions developed from the arrival of Martha at Sierra Negra becomes 

the present of the story in which Mr. Duval tries to suck her blood. As a consequence, this 

event will become a variation of the first narrative program (NP1c) whose development is 

similar to NP1a, but with differences in the spatial construction of the stage. In this case, 

Martha goes to sleep in the bedroom which was Eloísa’s in the past; Mr. Duval stays in the 

courtyard of the hacienda looking at the window of the bedroom, but the plants are dried, 

there are no trees surrounding it, only dead branches and empty and broken pots (Figures 

23f–j). 
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 23 a 

 23b 

 23c 

 23d 

23e 

Figures 23a–e: Shots corresponding to the 
past of the story: the stalking and sucking of 
Martha’s blood (0:08–1:17). 

 23f 

 23g 

 23h 

 23i 

 23j 

Figures 23f–j: Shots corresponding to the 
present of the story: the stalking and sucking 
of Martha’s blood (50:22–50:37). 
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 The spatial marks (leafy plants vs. dried plants, leafy trees vs. dead branches, pots 

with plants vs. empty and broken pots) reveal the overlap of shots corresponding to NP1a 

(the past) and NP1c (the present) in both narrative programs (see Table 7). As a 

consequence, the intercalation of shots of the past of the story in the present and vice versa 

serves to show the modus operandi of the vampire and to produce the following effects. On 

the one hand, the scene of the past (the attack to Eloísa) predicts the same event of the 

vampire’s attack in the future (the attack to Martha in the present of the story). This 

produces a sort of prolepsis, in terms of Genette (1972: 105)—a preview of a posterior 

moment of the chronological sequence of the events—which is shown through the 

insertion of shots of the present in the past (NP1a). This insertion generates suspense and 

helps to explain the transformation of Eloísa into a vampire, as well as the vampire’s 

powers: the transformation into a bat, sucking of blood and creation of more vampires. On 

the other hand, in the present (NP1c) the insertion of some shots of the past, which are 

shown one after another, makes reference to an anterior event occurred in the hacienda. 

As a result, this event suggests a reiterative action: the sucking of blood. This explains the 

abandoning of Sierra Negra and the lack of workers at the hacienda which, in turn, leads to 

its sale—something that Mr. Duval needs in order to control Sierra Negra again. In this 

case, the inclusion of shots of the past can be considered as a flashback or an analepsis—

which indicates the return to a determinate point in the past of the story (Genette 1972: 

90). 

 Timeline 
 

 

 

   NP1a                                       NP1c 
           (0:08)                  (50:30) 
   Past          Present 

Table 7: Insertion of some shots of the past in the present and vice versa to show how the vampire 
attacks Eloísa and, later, Martha 

In addition, the appropriation of the blood of Eloísa and of the child that Mr. Duval 

finds on the way to the hacienda are reflexive conjunctions. In the case of the blood of 

Martha, Eloísa plays roles as helper of the vampire and sender which transmits the object 

NP1c 
Shots 

NP1a 
Shots 
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of value to the subject. In turn, through obtaining Martha’s blood, the subject will be able 

to obtain other objects: the purchase of the hacienda “Los Sicomoros” and Martha, who 

has to be transformed into a vampire in narrative programs 5 and 6, respectively. A 

particularity of NP1c, the blood of Martha, is that it is posed as an anterior condition to the 

appropriation of Martha in NP6 because the vampire needs to suck the blood of its victims 

twice without killing them in order to transform them into a vampire. Considering this, 

NP1c implies the appropriation of Martha’s blood and also the partial appropriation of 

Martha, which has to be completed in NP6.  

Thus, unlike Nosferatu in which the appropriation of Ellen and her blood coincide 

and are completed at the end of the story, in El vampiro these actions are separated. This 

generates a play of conjunctions and disjunctions with the object of value blood, which has 

to be repeated in other narrative programs, while the disjunction with the object of value 

Martha is intensified because the subject takes over the object only partially throughout the 

story. In this regard, the increasing state of disjunction that the subject experiences shows 

more similarities between the vampiric figure of El vampiro and the criminal Hans Beckert 

of M (see Table 8). 

 Timeline 
 
El vampiro 
            ˄          ˅        ˄                                           ˅                                       ˄                         ˅ 
 
 
                
         0:08   2:04    5:44  7:11       50:30   51:44 
 
M 
              ˅            ˄                                  ˅                               ˅        ˅            ˅                         ˅ 
 
 
 
         1:26       5:26     8:50                                              52:23   53:47   57:15     1:04:05 

Table 8: Conjunctions and disjunctions produced in El vampiro and M in narrative programs related 
to the obtaining of blood and attacks to little girls respectively. The blue line indicates the intervals 
corresponding to conjunctions (˄) and disjunctions (˅). Mr. Duval and Beckert achieve short 
conjunctions at the beginning of the story, but then they experience long states of disjunction of 
their objects of value and both characters are incapable of fulfilling their lack of blood and little 
girls at the end of the story. 
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 In addition, the overlap of shots of the past and present related to the sucking of 

blood of Eloísa and Martha suggests that the process of transformation into a vampire 

requires two moments. This is later confirmed when Dr. Enrique reads in a book about 

Count Karol de Lavud that vampires need to suck blood at the neck of their victims twice 

to transform them into vampires. This also allows us to infer that the sucking of Eloísa’s 

blood, which is visualized at the beginning of the story by the camera, implies the existence 

of a second time in which the vampire had to suck Eloísa’s blood to transform her into a 

vampire. Under this perspective, we can consider an implicit NP1ab which represents the 

second moment of sucking of Eloísa’s blood and, at the same time, her transformation into 

a vampire (see Table 9). 

                                                     
                                                   

                                                           
                                                                                      
                                                                                                                                                                  
                                      NP0                                      NP6         
                           

                 
Table 9: Schemas of the transformation of Eloísa into a vampire and the potential transformation 
of Martha. From the supposed NP0 the camera visualizes the first sucking of Eloísa’s blood while 
the second sucking is inferred from the story (gray square). The first sucking of Martha’s blood is 
also visualized, but the second time is not achieved by the vampire (dotted line square)  

 Another aspect revealed through NP1a is the concatenation with other narrative 

programs. This means that the appropriation of the Eloísa’s blood and her transformation 

into a vampire are two necessary elements or conditions for the transformation of Martha 

into an object of value in NP1c and NP6 because it is Eloísa who offers Martha as a victim 

to the vampire and also tries to convince Martha to sell the hacienda to Mr. Duval in NP5. 

In relation to the appropriation and domination of the vampire, they are pointed out 

through its cape which covers its victims during the sucking of blood and also covers the 

complete frame of the shot at the beginning of the story in NP1a, creating a dark frame in 

which the title of the film—El vampiro—is projected. This indicates, in turn, a control of 

the visual and narrative space as metaphor of the invasion of the vampire of the filmic 

images as well as the internal world of the story. Likewise, other marks of the control of 

the vampire are the following: 

NP1ab 
Eloísa’s 

blood (2)    

NP1cb 
Martha’s 
blood (2) 

Transformation of 
Eloísa into a vampire 

Transformation of 
Martha into a vampire 

NP1a 
Eloísas’s 
blood (1) 

NP1c 
Marthas’s 
blood (1) 
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 Vampire’s shadow approaching Eloísa to suck her blood 
 Projection of the vampire’s shadow on the wall during the attack to Martha 
 Visualization of the vampire’s fangs at the moment of the attack on each victim 
 Vampire’s cape embracing its victim 
 A dark shot at the end of the vampire’s attack (NP1a and NP1c)  
 Focus of the camera on the sucking of blood from the neck of Eloísa and Martha 

and on the body of a child lying on the floor with his hut on the side during and 
after the attack 

The last feature is a similar mark to that of the ball which rolls in M as a sign of the 

attack of Beckert on the little girl Elsie (Figures 24a–r). In the shots overlapped in NP1a 

and NP1c at the beginning of the story, the identity of the vampire is also hidden by the 

cape which covers the body and face of Mr. Duval or for the shots of his back. As well, the 

attack on Eloísa is hidden by the credits of the film. At the end of the attack, a fade to black 

indicates passing to the present at the train station of Sierra Negra (Figure 24f). 

     
24a    24b    24c 

     
   24d       24e          24f   

Figures 24a–e: The cape, the shadow, the hug with the cape and the focusing on the marks of the 
fangs in the neck indicate the appropriation of Eloísa by the vampire (1:20–2:03). 

     
24g    24h    24i 
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24j    24k    24l 

   
24m    24n 

Figures 24g–n: The cape covering the space of the shot, the shadow projected on the wall behind 
the vampire, the fangs, the hug with the cape, a fade to black and the focusing on the marks of the 
fangs are features of Martha’s appropriation of in NP1c (50:38–51:44). 

     
24o    24p 

   
24q    24r 

Figures 24o–r: The fangs, the hug with the cape and the hat of the child at the side of his dead 
body are marks of the appropriation of the boy in NP1b (28:43–29:06). 

 In NP2, the subject experiences a reflexive conjunction because it imports soil from 

Bakonia, which will give it the power to raise Count Karol de Lavud. The conjunction with 

this object of value leads to various revelations about the identity of Mr. Duval by the 

administrator of the train station, who emphasizes the eccentricity of the clothes and 

traditions of rich people: “Don’t you think it odd to bring soil from Hungary? […] Rich 
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people whims. It is for a Mr. Duval, who’s lived around here for about ten years. He’s a 

little crazy if you ask me. He’s a very weird guy, who is seen only at night and he wears a 

black cape like the guy over there.” After saying this, the administrator points out the 

carriage driver who picks up the soil for Mr. Duval and Martha looks at him and describes 

him as “an ugly person”. In this regard, the elements of horror are indicated through the 

ugliness, the old fashioned and dark clothes and capes of Mr. Duval and the carriage driver, 

the carriage and the dark horses, as well as the eccentricity reflected by the import of soil 

from Hungary, something that, moreover, only a rich person such as Mr. Duval can afford 

(Figures 25a–f). This same occurs with the clothes of Eloísa: a long dark dress which not 

only indicates her mourning the death of Teresa, but also contrasts with the clothes of 

Martha, Dr. Enrique and Uncle Emilio, which are simple, modern and, in the case of Martha 

and Dr. Enrique of a light color as a conventionalized symbol of good in contrast with evil 

represented in the old-fashioned and dark clothes of the vampires (Figures 25g–h). Thus, 

ugliness, oldness and wastage of money are used as elements of terror which complement 

the first horror images of the vampire when it transforms into a bat and sucks blood.  

    
 25a    25b 

    
25c    25d   

   
25e    25f 
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25g    25h 

Figures 25a–f: The arrival of the soil from Bakonia in Mexico as a sign of eccentricity and 
strangeness in Sierra Negra. The carriage and the old-fashioned and dark clothes of the carriage 
driver, Mr. Duval and Eloísa as a feature of evil and horror in contrast with the modern and light 
clothes of Martha and Dr. Enrique as a feature of good (2:38–5:23, 32:44, 1:01:48 and 1:02:05).  

 In addition, the presence of the driver who picks up the soil from Bakonia makes 

possible the transfer of Martha and Dr. Enrique to the hacienda “Los Sicomoros”, an aspect 

which indicates the concatenation between NP2 and the initial accomplishment of the 

NP1c and NP6 linked to the approach of Martha as object of value to the subject Mr. 

Duval. The actantial role as helper played by the carriage driver is evident when he refuses 

to transport Dr. Enrique and Martha in his carriage, but then he accepts when he learns 

that she is going to the hacienda “Los Sicomoros” where his master, the vampire, lives and 

waits for victims. 

NP2 is completed when the carriage driver and other assistants carry out the soil of 

Bakonia to Mr. Duval and, at the same time, this action aims at the revelation that the soil 

comes from a cemetery and will serve to raise the brother of Mr. Duval if it is put on the 

tomb of Count Karol de Lavud at the moment when he is 100 years dead, which, in turn, 

will make possible the control of Mr. Duval over Sierra Negra. This means that the 

revelation leads to the beginning of NP3, the raising of the brother, and NP4, the search 

for power and control over Sierra Negra. Both narrative programs are reflexive, but they 

are not completed and the subject remains disjoint with these objects of value because the 

accomplishment of NP6, the appropriation of Martha, interferes with the quest for the 

objects of NP3 and NP4.  

As a result, the appearance of the object of value Martha postpones or puts in second 

place these narrative programs. Thus, the desire for Martha diverts the quest of the subject 

and produces two disjunctions of other objects of value, such as the raising of the brother 

and the control over Sierra Negra. Initially, these two objects of value are revealed as the 
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main goals of the subject when Dr. Enrique reads a book about Count Karol de Lavud and 

a legend which said that if the Count did not rest alone where he had been killed, later 

another vampire of the same family had to come to take revenge and to get rid of the 

company of the buried one.  

Therefore, the revenge and resurrection of the brother lead the subject to try to 

purchase the hacienda and search for allies to regain power and control over Sierra Negra. 

In this regard, Martha is first a secondary resource, that is, a necessary element for the 

appropriation of the hacienda (NP5) and the regaining of power (NP4), but later she 

becomes an object of value which displaces and, consequently, cancels the conjunction with 

the objects of NP3 and NP4.  

 Moreover, the revelation of Mr. Duval about the soil leads not only to NP3, but also 

to NP1b, concerning the blood of the child, and NP5, concerning the purchase of the 

hacienda “Los Sicomoros”. Mr. Duval asks the driver to prepare the carriage and goes out 

from his hiding place to search for blood and to visit the hacienda. On the way to the 

hacienda a reflexive conjunction is operated through his attack on a child, who is walking 

with his mother. Mr. Duval transforms into a bat, flies and covers the child with his cape, 

then sucks his blood and abandons his corpse along the way.  

Later, Mr. Duval arrives at the hacienda to purchase it. In this narrative program (5), 

Eloísa plays a role as a sender and helper because she tries to convince Martha to sell the 

hacienda and conspires to help Mr. Duval to transform Martha into a vampire. Emilio 

refuses the sale of the hacienda and so becomes an opponent of Mr. Duval. Eloísa is in 

favor of selling the property, but Martha has doubts, and for this reason it is necessary to 

transform her into a vampire (NP6) to convince her easily of the sale, which would lead to 

the fulfillment of NP5. However, the disjunction produced in NP6 prevents that the subject 

appropriates the hacienda, that is, the disjunction of NP6 produces the disjunction of NP5. 

In turn, the disjunction of NP5 makes impossible the conjunction of the subject with its 

object of value in NP3, the control over Sierra Negra because the appropriation of the 

hacienda, which in the past belonged to the family of Lavud, is a necessary element for the 

achievement of the domination of the region. These interrelationships are shown 

graphically in Table 10.  
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Table 10: Interdependencies of the narrative programs surrounding Mr. Duval in El vampiro 

Note: NP1ab in a gray square represents an implicit narrative program not visualized in the story 
related to the second moment of sucking of blood and the transformation into a vampire. NP1cb 
in a dotted line square represents the prefigured second sucking of blood and the expected 
transformation of Martha into a vampire which is not achieved. 

Another element linked to the disjunction developed in NP5 is the book about 

Count Karol de Lavud, which Dr. Enrique reads. This reveals that the Count was the 

founder of the hacienda and came from the Kingdom of Bakonia. From this and other data 

revealed in the book, Dr. Enrique and Uncle Emilio deduce that the oldest tomb in the 

crypt corresponds to that of Count Karol de Lavud. Therefore, the book, which appears to 

move and falls out on its own to attract Dr. Enrique’s attention, functions as opponent to 

the vampire because it alerts other characters who, in turn, will be opponents of the subject 

in different narrative programs (Figures 26a–d). This revelation coincides with the 

beginning of NP6, the desire for Martha when Mr. Duval learns of her arrival at the 

hacienda. In addition, NP6 can be considered as a continuation of the sucking of blood 

initiated in NP1c because the appropriation of Martha only can be achieved by sucking her 

blood a second time and transforming her into a vampire. In this regard, NP6 would require 

the fulfillment of a continuation of NP1c, a sort of NP1cb—which is suspended (cf. Tables 

                  

                                                           NP1a                                       NP1c                                  
                                                                Eloísa’s                                 Martha’s                                   
                                                               blood (1)                               blood (1)                              
                                                                                                                                                              

                          NP2          NP0                                           NP6                                
                    Bakonia’s soil        Eloísa                                      Martha                                  
            

NP3                     NP5      NP1b                     
  To bring Count Karol de Lavud to life            Hacienda “Los Sicomoros”        Blood of a child           
 

            NP4                                                                                          

 Domination of Sierra Negra                                                                      
                 
 

         

                      NP7 
                      Existence of Mr. Duval 

NP1ab 
Eloísa’s 

blood (2)    

NP1cb 
Martha’s 
blood (2) 

Cancelation of 
conjunctions 

and production 
of a disjunction 
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10 and 11)—to represent the second moment of the sucking of Martha’s blood and, 

consequently, her transformation into a vampire, in a sort of total appropriation and not 

only partial as in NP1c. However, in NP6 the subject does not achieve its goal and remains 

disjoint with the object of value when Dr. Enrique interrupts Mr. Duval trying to suck 

Martha’s blood and fights with him. Later, the sun rises, which becomes another opponent 

of the subject because Duval has to flee and go back to his coffin (Figures 26e–i). 

   
26a    26b 

   
26c    26d 

Figures 26a–d: The book about Count Karol de Lavud as object-opponent of Mr. Duval, which 
reveals information about vampires in Sierra Negra and, at the same time, serves as object-helper 
of Dr. Enrique (32:15–33:58). 

     
26e    26f    26g 

      
26h    26i 

Figures 26e–i: Mr. Duval kidnaps Martha to suck her blood a second time, but Dr. Enrique 
interrupts him. They fight—Dr. Enrique with a burning torch and Mr. Duval with a sword—, the 
fire pulls Mr. Duval back and he flees to his coffin when the sun rises (1:16:30–1:19:59). 
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 Finally, in NP7, as also occurs in Nosferatu, there is a disjunction of the subject with 

its existence considered as object of value. In this case, the desire of the subject for Martha 

not only diverts the subject’s way, but also aims at the loss of its existence when different 

characters follow it and discover its hiding place in one of the basements of the hacienda. 

In this regard, the desire is an opponent of the subject because Mr. Duval cannot stop his 

impulse and puts other objectives in second place. Thus, two aspects are highlighted in El 

vampiro. On the one hand, the subject has various assistants who know its vampiric nature; 

among them there is a female vampire, Eloísa. On the other hand, the presence of 

numerous opponents with a specific task to destroy the vampire becomes evident again in 

the story, as occurs in Nosferatu and M. For example, María and Anselmo drive the family 

to the tunnels of the hacienda where Teresa and the vampire are hidden; the book and a 

mirror, which reflects the name upside-down of Count Karol de Lavud (Duval), reveal the 

relation of Mr. Duval with the vampiric Count buried in the crypt; Dr. Enrique fights with 

the vampire and saves Martha; the sunrise forces Mr. Duval to flee and to go to his coffin 

and the main task corresponds to a secondary character, Aunt Teresa, who drives a stake 

through the chest of the vampire. In turn, this leads to the destruction of Eloísa who, 

moments before, fought with Teresa and fainted. Thus, the stake, the vampire’s scream and 

the instant fire of the coffin become marks of the destruction of the vampire and the 

disjunction of the subject with its existence (Figures 27a–h). 

     
27a    27b    27c 

     
27d    27e    27f 
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27g    27h 

Figures 27a–h: Teresa as the main opponent who destroys the vampire with a stake. This produces 
the destruction of Eloísa who becomes a skeleton and the camera focuses on the coat of arms of 
the Lavud family on the coffin of the vampire (1:20:00–1:22:10). 

 In sum, we can see that throughout the narrative trajectory surrounding the figure 

of the vampire there are different disjunctions which are linked among them to the 

disjunction of the object of value of NP6, Martha. As we have seen in Table 11, most of 

the narrative programs, except for NP1b, are interdependent on the achievement of NP4, 

but the deviation produced by the quest for the object of value Martha in NP6 cancels the 

conjunction with other objects of value. Finally, the quest for Martha in NP6 generates 

another narrative program (7) and the disjunction of the subject with its existence. 

Table 11 shows the chronological order of the narrative programs and their duration. 

As in Nosferatu, in El vampiro the narrative programs linked to the obtaining of power and 

domination are developed in parallel. Likewise, the search for victims to have blood is posed 

as a series of variations of a narrative program (NP1 a, b and c). These variations are 

developed in different moments throughout the story and in parallel with other narrative 

programs. These programs lead to the appropriation of the main objects of value, first the 

domination of Sierra Negra and, then, the possession of Martha. From the appearance of 

Martha as object of value the importance of completing narrative programs 3, 4 and 5 is 

displaced, that is, these narrative programs are virtualized or suspended because they wait 

for completion, but in second place while the quest for Martha tries to be completed by the 

subject. For this, such a virtualization is represented in Table 11 in burgundy color while 

the subject dedicates its attention to the achievement of NP6.  

In addition, Table 11 exposes the beginning and the end of each program from the 

presupposed state of the subject to its change of state. In some cases (narrative programs 

3, 4 and 5), only the initial state of the subject without change is shown due to the 

cancelation of the narrative transformation. 
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Table 11: Timecode order and overlapped narrative programs in El vampiro 

Now we will explain how the pragmatic, thymic and cognitive dimensions operate 

within the conjunctions and disjunctions of the seven narrative programs described above. 

44.4.2 Narrative Dimensions of the Trajectory of the Subject in El vampiro 

Regarding to the development of the filmic techniques in the fifties, we observe how in 

various scenes of El vampiro and El ataúd del vampiro, in which we can identify the different 

junctions experienced by the subject, there is also different textual features (dialogues, 

movements and angles of camera, lighting and alternate montage, among others) which 

help to construct a confluence of the three narrative dimensions with special focus on the 

thymic dimension, as we will see in chapter 5. Considering this, the first scenes of the story 

corresponding to NP1a show the vampire stalking Eloísa. The focus on the eyes of the 

vampire while it covers half of its face with its cape to hide its fangs and the alternation of 

shots of its look and Eloísa, who, nervous, is preparing to go to sleep, construct the thymic 

conjunction of the subject and his pragmatic disjunction.  

In turn, the waiting of the vampire in the courtyard and the entry of Eloísa to her 

bedroom reveal the pragmatic disjunction and cognitive conjunction of the subject, which 

immediately experiences a pragmatic conjunction when it transforms into a bat, flies to the 

window of the bedroom and sucks Eloísa’s blood (cf. Figures 23a–e and 24a–d).  

Minute 
mark  0:08 2:03 2:04 2:39 5:44 7:11 26:5

2
26:5

3
27:3

7
35:2

7
49:3

9
50:3

0
51:4

4

1:21
:20

1:22
:11

NP1a
NP1b
NP1c
NP2
NP3
NP4
NP5
NP6
NP7
Disjunction
Conjunction
Conjunction initiated and not achieved
Virtualized or suspended NP for another program in the state of conjunction
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Narrative transformation of NP1a 

Mr. Duval desires Eloísa's blood (T). He stalks her (P) and waits to fly to her (P). He sees 
Eloísa enters her room (C). He transforms into a bat (P) and flies to Eloísa's room (P). He 
sucks her blood (P) and stands up (P) satisfied (T). 

Conjunction Tp  Disjunction P  Conjunction Cp-Pp-Pp-Pp-Pt 

In NP1b, due to the lack of blood the subject Mr. Duval goes from a pragmatic 

disjunction and a thymic conjunction (the continuous desire for blood) to a cognitive 

conjunction when he identifies a child on the way to the hacienda and then experiences a 

pragmatic and thymic conjunction when he sucks the child’s blood.  

Narrative transformation of NP1b 

Mr. Duval desires blood (T). He needs a victim (P). He finds a child on the way to the 
hacienda (C). He descends from the carriage (P), transforms into a bat (P) and flies to the 
child (P). He sucks the child’s blood (P) and stands up (P) satisfied (T). 

Conjunction T  Disjunction P  Conjunction Cp-Pp-Pp-Pp-Pp-Pt 

In the case of NP1c, the same narrative transformation is developed because this 

corresponds to the repetition of the sequence of the beginning of the story in which there 

are shots of the past and the present. The difference is the initial state of cognitive 

disjunction of the subject in the present of the story because Mr. Duval ignores that Martha 

has already arrived and later, when he visits the hacienda, Eloísa informs him of the 

presence of Martha and Dr. Enrique, which produces a cognitive and thymic conjunction 

(desire for Martha) and a pragmatic disjunction (Martha is absent). Then, the subject 

experiences another conjunction on the three levels through the sucking of Martha’s blood. 

Narrative transformation of NP1c 

Mr. Duval ignores the presence of Martha (C). Mr. Duval knows the arrival of Martha (C). 
He desires Martha’s blood (T). He stalks her (P) and waits to fly to her (P). He transforms 
into a bat (P) and flies to Martha’s room (P). He looks at a cross (P) and he is scared (T). 
He covers his face (P) and approaches to her when the cross is moved by Martha’s hand 
(P). He sucks her blood (P) and stands up (P) satisfied (T). 

Disjunction C  Conjunction Ct-Tp  Disjunction P  Conjunction Pp-Pp-Pt-
Tp-Pp-Pp-Pp-Pt 

In NP2, the subject waits for an import of soil from Bakonia (a pragmatic 

disjunction) and then the carriage driver picks up and carries the soil to the basement of 
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the hacienda where the vampire hides, which produces a pragmatic conjunction of the 

subject. When the vampire touches the soil and explains its plan of revenge and regaining 

power a thymic conjunction of the subject is constructed (Figures 28a–d). 

Narrative transformation of NP2 

Mr. Duval waits for soil of Bakonia (P). He receives a coffin (P) and caresses the coat of 
arms on it (P). He touches the soil (P) and is satisfied (T) 

Disjunction P  Conjunction Pp-Pp-Pt 

   
28a    28b 

   
28c    28d 

Figures 28a–d: Mr. Duval receives a coffin with soil from Bakonia, which will help to raise his 
brother Count Karol de Lavud. The caress of Mr. Duval of the coat-arms of his family and the 
touch of the soil indicate the thymic dimension of the conjunction of the subject, which, in turn, 
leads to the explanation of the revenge of the vampire (26:18–27:01). 

 Unlike the preceding narrative programs, from NP3 the subject remains in a state 

of pragmatic disjunction because it cannot appropriate diverse objects of value which are 

interdependent, as for example the raising of Count Karol de Lavud, the domination of 

Sierra Negra (NP4) and the purchase of the hacienda (NP5).  

Narrative transformation of NP3 

Mr. Duval wants to bring his vampire brother back to life (T). He needs soil of Bakonia 
(P). He obtains soil (P). He must wait for the moment when his brother is 100 years dead 
(P).  

Conjunction T  Disjunction P  Conjunction P  Disjunction P 
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Narrative transformation of NP4 

Mr. Duval wants to dominate Sierra Negra (T). He needs to purchase the hacienda (P). He 
needs the help of Eloísa (P). He obtains her Eloísa (P), but he also needs the help of Martha 
(P). He needs to bring his brother back to life (P). He needs to create vampire allies (P). 

Conjunction T  Disjunction Pp  Conjunction P  Disjunction-Pp-Pp 

Narrative transformation of NP5 

Mr. Duval wants to purchase the hacienda “Los Sicomoros” (T). He needs the help of 
Eloísa (P). He obtains the help of Eloísa (P). He needs the acceptation of Martha (P) 

Conjunction T  Disjunction P  Conjunction P  Disjunction P 

In NP6, the subject is initially disjoint on the three levels because it does not know 

Martha, but later it is informed of her arrival at the hacienda, which leads to a cognitive and 

thymic conjunction through the emergence of desire for Martha. Subsequently, the 

development of NP1c can be interpreted as a partial conjunction on the pragmatic and 

thymic level during the sucking of Martha’s blood. Consequently, the subject experiences 

again a pragmatic disjunction and a thymic conjunction while it is separated from her and 

waits for sucking her blood a second time and for appropriating her completely—actions 

that finally are not achieved because the subject experiences a pragmatic disjunction of its 

existence when it is destroyed with a stake in NP7. 

Narrative transformation of NP6 

Mr. Duval ignores the presence of Martha (C). Mr. Duval knows the arrival of Martha (C). 
He desires Martha’s blood (T). He stalks her (P) and waits to fly to her (P). He transforms 
into a bat (P) and flies to Martha’s room (P). He looks at a cross (P) and he is scared (T). 
He covers his face (P) and approaches to her when the cross is moved by Martha’s hand 
(P). He sucks her blood (P) and stands up (P) satisfied (T). Mr. Duval meets Martha (P). 
He wants to transform Martha into a vampire (T). Mr. Duval wants (T) and needs to suck 
Martha’s blood a second time (P). Mr. Duval kidnaps Martha (P). He fights against Dr. 
Enrique (P). The sun rises and Mr. Duval has to escape (P). 

Disjunction C  Conjunction Ct-Tp  Disjunction P  Conjunction Pp-Pp-Pt-
Tp-Pp-Pp-Pp-Pt-Tp-Pt-Tt  Disjunction P  Conjunction P  Disjunction Pp 

Narrative transformation of NP7 

Mr. Duval is a powerful vampire who remains hidden in the basement of the hacienda over 
years (P). He must be hidden in his coffin in the face of danger (P). He cannot defend 
himself (P) and is destroyed (P). 

Conjunction Pp  Disjunction Pp
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  The analysis of how the narrative dimensions operate within each program also 

reveals that the thymic level (desires, reactions, passions and internal weaknesses) and the 

inability to achieve pragmatic conjunctions lead to the destruction of the subject in El 

vampiro, as also occurs in Nosferatu and M. Moreover, the object of desire itself—Ellen in 

Nosferatu—and the secondary characters (beggars and criminals in M, Aunt Teresa in El 

vampiro) become the main opponents which destroy the subject. Finally, the thymic and 

pragmatic dimensions produce in El vampiro—as in Nosferatu and M—a series of 

disjunctions. 

44.5 The Actantial Structure of El ataúd del vampiro 

In this section, we will analyze how the actants surrounding the figure of the vampire in El 

ataúd del vampiro are organized. This film, also directed by Fernando Méndez, was made as 

the second part of El vampiro due to the prior film’s large success among audiences. In this 

sequel the main characters appear again, but this time the action occurs in Mexico City. 

Despite being portrayed as a sequel, at the beginning there is a scene which explains the 

return of the vampire, but then the story has its own narrative structure and new elements 

appear which allow us to conceive it as an independent film instead of only a complement 

of El vampiro. Effectively, the development of the story and its actantial organization 

confirm the independent structure of El ataúd del vampiro, as we will now demonstrate. 

 The story begins in the cemetery of Sierra Negra. A man, Barraza, and Dr. Mendoza 

enter the crypt where the vampire—Mr. Duval from El vampiro, but now recognized as 

Count Lazlo de Lavud (sic)—is buried to steal its corpse and make scientific experiments. 

Aunt Teresa cares for the crypt and tries to prevent the theft, but she is struck by Barraza. 

Later, in the Hospital “Louis Pasteur” Dr. Mendoza pays Barraza for his help, but he wants 

to know whether there is more than a corpse in the coffin, so that Dr. Mendoza opens it 

and Barraza sees the medallion of the vampire and thinks that it could be worth a fortune. 

Dr. Mendoza gives him more money for his silence and Barraza leaves. Dr. Mendoza looks 

for Dr. Enrique, who told him about the vampire and is caring for Martha due to the 

traumatic experience she had with the vampire in Sierra Negra, to involve him in his 

experiments. Meanwhile, Barraza returns and enters through the window of the ward in 
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which the coffin is located and takes out the stake from the chest of the vampire to steal 

its medallion. As a consequence, the vampire rises and hypnotizes Barraza, who becomes 

its servant.  

Later, Barraza brings the coffin of the vampire to the basement of a wax museum. 

The vampire sucks the blood of a little girl and also discovers the presence of Martha. 

Meanwhile, Aunt Teresa arrives at the hospital to warn Dr. Enrique of the danger of the 

vampire and goes with Dr. Mendoza to the wax museum to search for Barraza and the 

vampire. There, the vampire and Barraza kill them. The next day, Martha leaves the hospital 

and returns to the theater where she is a dancer. Subsequently, the vampire searches for 

blood on the streets of the city and goes to the theater to hypnotize Martha and to take her 

over, putting its medallion on her neck. Finally, after a performance Martha is kidnapped 

by Barraza and the vampire. Count Lavud brings her to the basement of the wax museum 

to transform her into a vampire while Barraza fights with Dr. Enrique in the theater. Later, 

Barraza flees to the wax museum followed by Dr. Enrique and there they fight again. Then, 

Martha tries to flee, the vampire follows her and fights with Dr. Enrique transforming into 

a bat and using invisibility. Finally, Dr. Enrique nails a lance through its body, the vampire 

is destroyed, the police come and Dr. Enrique and Martha leave. 

44.5.1 Narrative Trajectory Suurrounding Count Lavud in El ataúd del vampiro 

NP1a disjunction  conjunction  

F {Count Lavud– [(Count Lavud ˅ Existence) – (Count Lavud ˄ Existence)]} 
Dr. Mendoza knows the story about the vampire of Sierra Negra through Dr. Enrique and 

wants to perform experiments to demonstrate that there is a scientific explanation for the 

supposed vampirism, so that he pays a man, Barraza, to steal the coffin of Count Lavud 

and to carry him to the hospital “Louis Pasteur”. There, the ambitious Barraza takes out 

the stake from the chest of the vampire to steal its medallion, which leads to the resurrection 

of Lavud. Barraza shoots him, but the bullets cannot destroy him.  

Relation of the actants of NP1a 

Sender  Object  Receiver  
Dr. Mendoza, Barraza Existence Count Lavud 
Helper  Subject  Opponent  
Barraza, Dr. Mendoza Count Lavud Aunt Teresa 
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NP1b conjunction  disjunction 

F {Count Lavud – [(Count Lavud ˄ Existence) – (Count Lavud ˅ Existence)]} 
Count Lavud pursues Martha through the corridors of the wax museum and finds Dr. 

Enrique. Count Lavud fights against the doctor to revenge for the burial in Sierra Negra in 

the past. He uses his invisibility and transformation into a bat. Finally, Dr. Enrique takes a 

lance and nails Lavud’s body to the wall when he is transformed into a bat. After that, the 

body of Lavud, suspended on the wall, transforms again into a man, but he is already 

destroyed.  

Relation of the actants of NP1b 

SSender  OObject  RReceiver  
Count Lavud Existence Count Lavud 
HHelper  SSubject  OOpponent  
Vampiric nature of Count Lavud 
(transformation into a bat, 
invisibility, hypnotism, cape and 
fangs) 

Count Lavud Desire of Count Lavud for Martha, desire for 
revenge, Dr. Enrique, a lance, vampiric 
nature of Count Lavud (transformation into 
a bat) 

NP2 disjunction  conjunction 

F {Count Lavud – [(Count Lavud ˅ Servant) – (Count Lavud ˄ Servant)]} 
When Barraza shoots Count Lavud and Lavud does not die, Barraza is scared and pleads 

for his life. Count Lavud spares his life and instead of killing him, he hypnotizes him with 

his medallion and makes him his servant in a sort of sinister pact and as a token of gratitude 

for his (involuntary) help in raising him. 

Relation of the actants of NP2 

SSender  OObject  RReceiver  
Barraza, raising of Count Lavud Servant Count Lavud 
HHelper  SSubject  OOpponent  
Medallion, Count Lavud’s vampiric nature (hypnotic 
power) 

Count Lavud Gun 

NP3a disjunction  conjunction 

F {Count Lavud – [(Count Lavud ˅ Revenge against Aunt Teresa) – (Count Lavud ˄ 
Revenge against Aunt Teresa)]} 
Count Lavud hypnotizes and explains to Barraza his plans of revenge against those who 

buried him in the crypt of Sierra Negra: Aunt Teresa, Dr. Enrique and Martha. 
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Relation of the actants of NP3a 

SSender  OObject  RReceiver  
Count Lavud Revenge against Aunt Teresa Count Lavud 
HHelper  SSubject  OOpponent  
Barraza, medallion, Count Lavud’s 
vampiric nature (transformation into 
a bat, invisibility and hypnotism) 

Count Lavud Desire of Count Lavud for 
Martha, Dr. Enrique, Martha 

NP3b disjunction  

F {Count Lavud – [(Count Lavud ˅ Revenge against Dr. Enrique)]} 
Count Lavud tries to suck the blood of Martha while she is sleeping, but she awakens, 

screams and flees. Count Lavud pursues her and Dr. Enrique appears to confront the 

vampire. Count Lavud laughs and fights with him using his supernatural powers in order 

to exact revenge against Dr. Enrique.  

Relation of the actants of NP3b 

SSender  OObject  RReceiver  
Count Lavud Revenge against Dr. Enrique Count Lavud 
HHelper  SSubject  OOpponent  
Count Lavud’s vampiric nature 
(transformation into a bat and 
invisibility) 

Count Lavud Dr. Enrique, Count Lavud’s 
vampiric nature (transformation 
into a bat) 

NP4a disjunction  conjunction  

F {Count Lavud – [(Count Lavud ˅ Blood of a little girl) – (Count Lavud ˄ Blood of a little 
girl)]} 
After establishing his pact with Barraza, Count Lavud searches for a victim in the hospital 

“Louis Pasteur”, finds a little girl and sucks her blood. She screams and he has to flee before 

Dr. Enrique and Martha, who is in the next room, comes to her aid. 

Relation of the actants of NP4a 

SSender  OObject  RReceiver  
Count Lavud Blood of a little girl Count Lavud 
HHelper  SSubject  OOpponent  
Count Lavud’s vampiric nature (to go through 
walls, invisibility, cape and fangs) 

Count Lavud Scream of the little girl  

NP4b disjunction  conjunction  

F {Count Lavud – [(Count Lavud ˅ Blood of the girl in the café) – (Count Lavud ˄ Blood 
of the girl in the café)]} 
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Count Lavud goes to the theater in which Martha performs and watches a poster with 

photographs of her. Suddenly, he turns and sees a young girl in the café opposite. He stalks 

her from the window and she observes him. Then, she speaks with the waiter, looks at a 

mirror searching for the image of Lavud without finding him—as a vampire he cannot be 

reflected in the mirror of the café—and leaves the café. Outside Count Lavud is waiting for 

her, she looks at him, smiles and walks. He follows her with a threatening behavior, she is 

scared and runs. Lavud transforms into a bat to reach her and then he sucks her blood. 

Later, some actors of the theater find her corpse on the street and call Dr. Enrique, who 

identifies the marks of the fangs of the vampire in her neck. 

Relation of the actants of NP4b 

SSender  OObject  RReceiver  
Count Lavud Blood of the girl of the café Count Lavud 
HHelper  SSubject  OOpponent  
Flirting of the girl, Count Lavud’s 
vampiric nature (transformation into a 
bat, cape and fangs) 

Count Lavud Mirror of the café, fear 
generated by Count Lavud 

NP4c disjunction 

F {Count Lavud – [(Count Lavud ˅ Blood of Martha)]} 
One of the first objectives of Count Lavud is to seek revenge on those who buried him in 

Sierra Negra, but his desire for Martha again leads him to put revenge in second place and 

rather aims to suck her blood and, then, transform her into a vampire. 

Relation of the actants of NP4c 

SSender  OObject  RReceiver  
Count Lavud Blood of Martha Count Lavud 
HHelper  SSubject  OOpponent  
Barraza, medallion, Count Lavud’s vampiric nature 
(invisibility, hypnotism, cape, fangs) and the hold 
of the wax museum 

Count Lavud Martha, Dr. Enrique 

NP5 disjunction  

F {Count Lavud – [(Count Lavud ˅ Martha)]} 
Throughout the story, Count Lavud aims at hypnotizing Martha and putting his medallion 

on her neck to control and transform her into a vampire. Considering that he has already 

sucked her blood once —in El vampiro—, he needs to make this only happen again once. 
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Relation of the actants of NP5 

SSender  OObject  RReceiver  
Count Lavud Martha Count Lavud 
HHelper  SSubject  OOpponent  
Barraza, medallion, Count Lavud’s vampiric 
nature (transformation into a bat, invisibility, 
hypnotism) and the hold of the wax museum 

Count Lavud Desire for revenge, 
Martha, Dr. Enrique 

Table 12 shows a resume of the narrative programs which compose the narrative 

trajectory of El ataúd del vampiro surrounding the vampiric figure of Count Lavud. 

NNP1a  F {Count Lavud– [(Count Lavud ˅ Existence) – (Count Lavud ˄ Existence)]} 
NNP1b  F {Count Lavud – [(Count Lavud ˄ Existence) – (Count Lavud ˅ Existence)]} 
NNP2   F {Count Lavud – [(Count Lavud ˅ Servant) – (Count Lavud ˄ Servant)]} 
NNP3a   F {Count Lavud – [(Count Lavud ˅ Revenge against Aunt Teresa) – (Count Lavud ˄ Revenge 

against Aunt Teresa)]} 
NNP3b  F {Count Lavud – [(Count Lavud ˅ Revenge against Dr. Enrique)]} 
NNP4a    F {Count Lavud – [(Count Lavud ˅ Blood of a little girl) – (Count Lavud ˄ Blood of a little girl)]} 
NNP4b  F {Count Lavud – [(Count Lavud ˅ Blood of the girl in the café) – (Count Lavud ˄ Blood of the 

girl in the café)]} 
NNP4c   F {Count Lavud – [(Count Lavud ˅ Blood of Martha)]} 
NNP5  F {Count Lavud – [(Count Lavud ˅ Martha)]} 

Table 12: Narrative programs surrounding Count Lavud in El ataúd del vampiro 

 El ataúd del vampiro is posed as a second part of El vampiro, but with a certain 

independence. The narrative action begins and ends with the raising of the vampire, which 

becomes a necessary element for the development of the story and the quest for different 

objects of value. As a result, the first narrative program is formed of two variants which are 

constructed surrounding the existence of the vampire as object of value which, in turn, is 

obtained involuntary and casually and, at the end, is lost because of the desire of the vampire 

for revenge and the use of vampiric power: the transformation into a bat. 

 Although narrative programs 1a and 1b have the same object of value and NP1b 

could be conceived as a part of NP1a, the variation (NP1b) is formed of another 

combination of actants. In NP1a, Dr. Mendoza and Barraza are senders and helpers at the 

same time which make possible the raising of the vampire and the opponent is, as in El 

vampiro, Aunt Teresa. Conversely, in NP1b the vampiric nature of Count Lavud becomes a 

helper which allows the vampire to fight against Dr. Enrique and an opponent which 

precipitates the vampire’s destruction. Likewise, a notable difference is how the existence 

as object of value is obtained. In NP1a, the achievement of the object of value is 
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unconscious and fortuitous due to the vampire not only ignoring that it will be resurrected, 

but also its helpers of the past are dead or have disappeared (Aunt Eloísa, the servants who 

transported the soil from Bakonia). As well, Dr. Mendoza does not believe in vampires, so 

that he does not take care about unearthing the corpse of Count Lavud, while Barraza 

ignores all about vampires and his ambition leads him to take out the stake from the chest 

of the vampire and to change his own destiny. So, ignorance and ambition of Dr. Mendoza 

(scientific experiments) and Barraza (the medallion of the vampire) lead to a transmitted 

conjunction with the existence and return of the vampire, which produces the narrative 

action.  

In addition, as we have noted in the analysis of the narrative trajectories of Nosferatu, 

M and El vampiro, junctions can also be identified through the montage of the scenes 

involved in each narrative program, Thus, the conjunction of Count Lavud with his 

existence is constructed through the taking of the stake, the macabre hand of the vampire 

which moves and is focused by the camera and the moment in which the vampire gets out 

of its coffin (Figures 29a–f). In this case, Dr. Mendoza and Barraza, who search for 

achieving their own goals, play two roles in the narrative trajectory of Count Lavud: sender 

and helper. Involuntarily, the quest for other objects such as the scientific or medical 

process behind vampirism of Dr. Mendoza and the search for money of Barraza make them 

responsible for the transmission of existence back to the vampire, its return, and, 

consequently, the return of the characters of El vampiro: Aunt Teresa, who plays as 

opponent to prevent the theft of the coffin of the vampire and the vampire’s revenge, and 

Dr. Enrique and Martha, who confront the vampire (Figures 30a–c).  

     
29a    29b    29c 



CHAPTER 4. ANALYSIS OF THE FIGURE OF THE VAMPIRE AS AN ACTANTIAL INSTANCE 

256 
 

     
29d    29e    29f 

Figures 29a–f: In El ataúd… mirrors reveal the identity of the fantastic figures, as occurs in El 
vampiro and Nosferatu. In this case, the state of disjunction of the subject is shown through a mirror 
which reveals that Count Lavud is an undead when Dr. Mendoza explains to Dr. Enrique the 
existence of a cellular change which makes possible the living appearance of the vampire in contrast 
with the image on the mirror (Figures 29a and 29b). Later, Barraza takes out the stake from Count 
Lavud who moves his hand and gets up (16:30, 18:45–19:41). 

     
30a    30b    30c 

Figures 30a–c: Dr. Mendoza and Barraza go to the cemetery of Sierra Negra to unearth Count 
Lavud. There, Aunt Teresa confronts the thieves to prevent the theft of the coffin, but Barraza 
fights with her and hits her (3:14–4:28). 

 In the case of NP1b, there is a transmitted disjunction when Dr. Enrique, who plays 

the role of the opponent, nails a lance through the body of the vampire when it is 

transformed into a bat, which also becomes an obstacle that produces the destruction of 

Count Lavud. Besides this, the desire for revenge on the part of Lavud represents an 

element which makes possible the loss of existence because the subject puts in second place 

the search for Martha to fight against Dr. Enrique. This contributes to the destruction of 

the vampire. As in El vampiro, we find the quest for an object which diverts the subject. In 

the first film, Martha diverts the quest and the same occurs in El ataúd due to the main goal 

of Count Lavud being revenge, but when he finds Martha in the hospital his objective 

changes and he tries to attract her and to suck her blood in order to transform her into a 

vampire. At the end, this change and the search for accomplishing his first goal leads to his 

destruction. 
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 In NP2, there is a reflexive conjunction: the creation of a servant, someone who can 

help the vampire to achieve different objectives, as for example the search for a place to 

hide its coffin, the revenge against its enemies, and the kidnapping of Martha to take her 

over. The conjunction is shown through the speech of the vampire, which says to Barraza 

that he will not be killed because he returned the vampire to life, and the moment in which 

the vampire and Barraza shake hands (Figures 31a–c). One can observe that instead of a 

female servant who also was a vampire, as occurred in El vampiro (Aunt Eloísa), in El ataúd 

the vampire has a male helper, who is hypnotized with the medallion of Count Lavud in 

order to be controlled by the vampire, but does not have his blood sucked to be 

transformed into a vampire. At the time, the end of the fifties, to suck the blood of a man 

could be interpreted for the audience as a sign of homosexuality, which was a social taboo 

in a strongly macho society. This is also evident in both films considering that most of the 

victims of the vampire are women or children—the indigenous child of El vampiro and the 

little girl in El ataúd. This feature is similar in Nosferatu and M. In Murnau’s film the sucking 

of blood of men is only suggested through shadows and fade to black shots in contrast with 

the visualization of the sucking of Ellen’s blood. In M the cartel and news announce that 

the criminal attacks boys and girls, but the victims which are shown throughout the story 

are girls, which is confirmed in the photographs which the head of thieves shows in the 

warehouse of the distillery.  

However, from a visual and narrative point of view, we can also interpret that the 

presence of another male vampire in the story can weaken the image of the main vampire, 

the protagonist of the four films, which acquires more power in the face of fragile 

characters, as women and children used to be represented considering the time of these 

movies which, as many other films, showed female characters in a disadvantageous 

position. This remark can also explain why the figure of Dr. Enrique as opponent or heroic 

figure is weakened and he appears as a character who does not assume his role as savior 

and instead makes jokes and does not believe in vampires, which leads to the introduction 

of other opponents to confront the powerful figure of the vampire.  
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31a    31b    31c 

Figures 31a–c: Count Lavud spares Barraza his life, recovers the medallion, shakes hands with him 
and hypnotizes him to transform him into a servant (21:10–21:50). 

 Immediately after the transformation of Barraza into the servant of Count Lavud, 

Lavud explains his plan of revenge against his enemies and this produces NP3a and NP3b. 

In NP3a, Teresa and Dr. Mendoza go to the wax museum to look for the vampire and to 

destroy it. There, Teresa finds the vampire’s coffin in the basement of the museum, which 

reveals its presence (Figures 32a–d). Dr. Mendoza is hanged by Count Lavud and Teresa is 

killed by Barraza when she is hidden in the medieval torture device known as “The Virgin 

of Nuremberg” and Barraza closes it with Teresa inside nailing her with the metal pins of 

the interior of the device; the camera focuses on the blood dripping from the torture device 

(Figures 33a–k). In this case, the revenge against Teresa is an action delegated to the helper 

which produces a transmitted conjunction.  

   
32a                   32b 

   
32c    32d 

Figures 32a–d: Aunt Teresa searches for the vampire in the wax museum and finds its coffin in the 
basement. As in Nosferatu, El vampiro and M, in El ataúd there are corridors and underground spaces 
which are inhabited by the vampire or marginal characters—in this case Barraza and the guide of 
the wax museum, as well as criminals represented in some wax figures. Likewise, the coffin hidden 
in the basement is a reiterative element in Nosferatu and Dracula (by Tod Browning as well as the 
Spanish version by George Melford) which is also used by Méndez (42:51–43:02).  
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33a    33b    33c 

     
33d    33e    33f 

     
33g    33h    33i 

   
33j    33k 

Figures 33a–l: Count Lavud hangs Dr. Mendoza and Aunt Teresa hides in the torture device “The 
Virgin of Nuremberg”, but Barraza discovers her dress, so that he closes the sarcophagus nailing 
her with its metal pins and, later, he shows Count Lavud the blood dripping from the device. 
Ironically, Teresa is killed in the same form that Lavud had been destroyed by her in El vampiro 
(43:20– 45:23). 

From the appearance of Martha and his desire for her, Count Lavud suspends the 

quest of NP3b, revenge against Dr. Enrique, and is dedicated to pursuing Martha, but when 

she runs away and he follows her, he finds Dr. Enrique. The moment in which Count Lavud 

says to Dr. Enrique: “Now you will know what it means to fight with a vampire” and makes 

himself invisible, the quest of NP3b initiates again and the quest of NP5, Martha, is 

suspended. At the end, the achievement of revenge is canceled by the loss of existence 
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during the fight with the doctor; as a consequence there is a disjunction with the object of 

value and the main objective of the subject is only partially completed because Teresa is 

killed, but it does not kill Dr. Enrique. However, these two narrative programs show other 

vampiric powers which became helpers of the subject: transformation into a bat, which was 

used as a preview step to the sucking of blood in El vampiro but now serves as a means not 

only to move or to travel, but also to fight; hypnotism, which in El vampiro depended in 

some cases on the look of the vampire, but now also on the medallion to control Barraza 

and Martha; and invisibility, which was not used in El vampiro, but now is a frequent 

resource to confuse Dr. Enrique during the fight or to stalk Martha in other narrative 

programs.  

After explaining the plan of revenge, the vampire says to Barraza that it needs to 

sleep in its coffin during the day and to suck blood at night. At this moment, the camera 

focuses on the mouth and fangs of the vampire with a close up and a macabre music sounds 

in the background (Figures 34a and 34b). Therefore, NP4 resumes in some variants the 

sucking of blood as object of value of the subject. NP4a shows the appropriation of the 

blood of a little girl, the first victim of Count Lavud after his resurrection when his shadow 

is projected on the wall of her room and he goes through the door while a macabre music 

sounds (Figures 35a–m). This is similar to the attack of Hans Beckert in M on little girls 

and the attack of Mr. Duval on the indigenous child in El vampiro. Another similarity with 

Nosferatu, M and El vampiro is the reflexive conjunction which is constructed through the 

search for blood, an action generally completed by the vampire with the help of objects or 

its own powers, but without the help of other characters, who only in some cases approach 

the vampire as its victims. In NP4a, for example, Count Lavud uses invisibility and goes 

through walls to find his victim, and then uses his cape and fangs to suck blood.  

   
34a    34b 

Figures 34a and 34b: Close up of the look, mouth and fangs of Count Lavud to show his desire 
for blood (21:30 and 22:18). 
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35a    35b    35c 

     
35d    35e    35f 

   
35g    35h   

Figures 35a–h: Count Lavud search for blood and goes through the wall of a room—similarly to 
Count Orlok in Nosferatu—where he finds a little girl. Unlike El vampiro, in this sequel the vampire 
uses this and other abilities, as for example hypnotism, invisibility and transformation into a bat 
(24:56–25:12). 

     
35i    35j    35k 

   
35l    35m 

Figures 35i–m: Marks of the appropriation of the blood of the little girl: shadow and fangs of the 
vampire (25:13–25:36). 
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In NP4b, Count Lavud follows a young girl and the shadows of his cape are reflected 

on the walls of the streets. Later, he uses his fangs and the transformation into a bat in 

order to attack his victim. In this case, the object of value, the young girl, helps involuntary 

Count Lavud when she flirts with him and smiles. Later she goes out of the café, walks and 

turns to flirt with Count Lavud, but he walks quickly to pursue her and extends his cape 

projecting a big and threatening shadow on the walls which frightens her (Figures 36a–x). 

Thus, the conjunction with the object of value begins to be constructed. Likewise, the 

appropriation is constructed through the hug of the vampire with its cape, the fangs and 

the face of the girl expressing horror, as well as her scream, which coincides with the sound 

of a trumpet which, in turn, is shown in the following shot (Figures 36y–ad). Finally, the 

camera focuses on her neck with the marks of the fangs of the vampire (Figure 36ae).  

     
36a    36b    36c 

     
36d    36e    36f 

     
36g    36h    36i 
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36j    36k    36l 

     
36m    36n    36o 

     
36p    36q    36r 

     
36s    36t    36u 

       
36v    36w    36x 

Figures 36a–x: The appropriation of the young girl is shown through the shadow of the cape of 
the vampire which grows and covers the wall creating a dark shot—an effect also used in El 
vampiro— as a sign of the dominance of the vampire of the whole space and the girl whose figure 
becomes smaller and is captured by the shadow (Figures 36d–l). Also, in this scene—as in the scene 
of the revenge against Teresa and Dr. Mendoza—the parallel montage with shots of the girl 
running and the vampire pursuing her is used to create suspense and to point out the contrast 
between the shadow of the erotic figure of the girl (36r) and the cape of the vampire or her scared 
face and the transformation of Count Lavud into a bat (36v and 36w) (56:42–57:49). 
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36y    36z    36aa 

       
36ab    36ac    36ad 

 
36ae 

Figures 36y–ae: Attack of the vampire and achievement of the appropriation of the object of value 
through a hug with the cape and the focus on the fangs of the vampire. The scream of the young 
girl coincides with the sound of a trumpet of the musicians of the theater—where Martha 
performs—, as a warning signal of the presence of the vampire, which is confirmed later with a 
shot which focuses on the mark of the fangs on the neck of the young girl (57:51–57:57 and 59:13). 

From a cultural perspective, the scene of the attack of a young girl can be interpreted 

as an alert aimed at female audiences in order to warn women of wandering alone at night 

and flirting with unknown men in the streets of Mexico City. A review of the stalking and 

persecution of the vampire in this scene confirms this interpretation. When Count Lavud 

is watching the photographs of Martha in a poster and turns looking for a victim, in front 

of the café a woman walks and crosses with a man with a hat. This man tries to flirt with 

her, but she continues her way and he stays looking lasciviously at her behind and then 

leaves. This same action is repeated when Count Lavud waits outside of the café, the young 

girl leaves the place and passes in front of him, but unlike the first woman, the young girl 

turns to look at the vampire and flirts with him (Figures 37a–o). In this regard, the vampire 

represents another kind of danger in comparison with El vampiro (the rich owner of land 
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who sucks the life of peasants), that is, the murderer or rapist who stalks in urban slums or 

solitary and dark streets to attack alone and naïve women, which is represented by the set 

of the film: a café in front of a cabaret-theater and a wax museum next to poor houses. In 

addition, this scene also transmits the message that women who are not honorable—a 

frequent idea associated with actresses, dancers and singers of the time—and flirt with 

unknown men are punished. For example, the first woman does not look at the man with 

hat and she is not pursued or in danger. Conversely, the young girl, who is an actress and 

dancer, flirts with Count Lavud and, as a result, is pursued and killed by him.  

Likewise, there is a similarity between El ataúd and M because in both there are urban 

places where the criminal Beckert and the vampire Count Lavud search for victims mainly 

at night and solitary and dark streets too. Finally, in NP4c, the quest for Martha’s blood—

which coincides with NP5, the appropriation of Martha—, the subject experiences a 

disjunction because Martha, the object of value of the NP5, flees—so that she plays a more 

active role—, the opponent Dr. Enrique appears and the accomplishment of the NP3b, the 

search for revenge, suspends the achievement of the narrative program 4c. 

     
37a    37b    37c 

     
37d    37e    37f 

Figures 37a–f: While Count Lavud is searching for a victim observes how a woman passes in front 
of a man who stays on the sidewalk and watches her lasciviously (54:32–54:35). 
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37g    37h    37i 

     
37j    37k    37l 

     
37m    37n    37o 

Figures 37g–o: After watching the scene of the unknown woman and men on the sidewalk, Count 
Lavud stays outside the café stalking the young girl, who, suddenly, observes him through the 
window, but later she is disappointed because she does not see him anymore through the reflection 
of the mirror (37j). Later, she goes out and finds Count Lavud and unlike the unknown woman the 
young girl smiles and flirts with Count Lavud (37m and 37o), who watches her behind in the same 
way that the unknown man with hat looked at the unknown woman a moment before (37n) (55:04–
56:34).  

Finally, NP5, the quest for Martha, diverts the subject which searches for revenge. 

As of Count Lavud finds Martha at the beginning of the story in the hospital, he is dedicated 

to taking her over through hypnotism, kidnapping, and sucking blood in the middle of a 

ritual in the basement of the wax museum. In this case, the subject uses most of its 

resources: supernatural powers and the help of Barraza. In turn, the opponents are the 

desire for revenge of the subject and the object of value Martha, who runs away and 

obligates the subject to go out of the basement. In so doing, the subject finds another 

opponent, Dr. Enrique and a fight is initiated—the event which leads to NP3b, the loss of 

existence. As a result, the disjunction constructed in NP5 leads to another disjunction in 

NP3b. 
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Throughout the narrative trajectory of the subject Count Lavud, we observe the 

tension between two narrative programs, each of whose realization implies the suspension 

of the other: NP3b, the revenge against Dr. Enrique, and NP5, Martha. Table 13 shows the 

duration of each narrative program from the state of disjunction to conjunction or vice versa, 

as well as the virtualization or suspension of some narrative programs. 

 
Table 13: Time order of the narrative programs in El ataúd del vampiro 

The story is involved by the return of the vampire and the engagement of secondary 

characters which play roles as helpers and opponents in order to give existence back to 

Count Lavud or to take it. Within this process the most important goal of Count Lavud is 

revenge, but his quest is interrupted by the appearance of another object of value, Martha. 

In the case of El vampiro, the subject tries to achieve the appropriation of different objects 

of value, but in El ataúd the subject forgets, and so cancels, the quest for its main object. 

Table 14 exposes how the raising of the vampire (NP1a, 19:35) is linked to the search for a 

servant in NP2 (21:07, 21:51) and to the revenge against Aunt Teresa and Dr. Enrique 

(21:35). The only programs which are developed in parallel to these narrative programs are 

those related to the sucking of blood of different characters.  

However, from the appearance of Martha in NP5 (25:47), NP3a and NP3b are 

virtualized because the subject is dedicated to the quest for her in different moments of the 

story when it wants to stalk, hypnotize and put its medallion on her neck. In NP3a, for 

Minute 
mark  1:49 19:3

5
21:0

7
21:3

5
21:5

1
22:1

9
25:3

0
25:3

1
25:4

7
45:2

2
54:3

2
59:1

2
59:1

3

1:08
:15

1:15
:43

1:17
:22

1:19
:59

NP1 a
NP1 b
NP2
NP3a
NP3b
NP4a
NP4b
NP4c
NP5
Disjunction
Conjunction
Conjunction initiated and not achieved
Virtualized or suspended NP for another program in the state of conjunction
Virtualized or suspended NP for another program in the state of disjunction 
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example, the interest of the subject is Martha, but Dr. Enrique interrupts this intention, so 

that Count Lavud has to hide in the wax museum instead of searching for Dr. Mendoza 

and Aunt Teresa. Furthermore, Dr. Mendoza and Aunt Teresa go to the museum to search 

for and to confront the vampire. Count Lavud kills Dr. Mendoza, who indirectly helped 

him to rise, and Barraza kills Aunt Teresa, who really was the main enemy of the vampire. 

After this, the subject continues the search for Martha and the presence of Dr. Enrique in 

the museum during the escape of Martha (NP5, 1:17:22) leads again to the quest for revenge 

of NP3b, which virtualizes or suspends the quest of NP5. This tension between the 

achievement of one object or another produces disjunctions in the narrative programs 3b, 

4c and 5, which, in turn, lead to another disjunction, the loss of existence in NP1b (1:19:59). 

Now we will explain how the pragmatic, thymic and cognitive dimensions operate 

within the conjunctions and disjunctions of the five narrative programs described above. 

44.5.2 Narrative Dimensions of the Trajectory of the Subject in El ataúd del vampiro 

The coffin of Count Lavud is brought to the hospital “Louis Pasteur” and there Barraza 

raises him involuntarily. This delivery by the sender-helper Barraza produces a passing from 

a pragmatic disjunction to a pragmatic conjunction with the existence as object of value, 

which, in turn, produces a cognitive conjunction when the subject learns how he could 

return to life. As a consequence, the subject reacts with satisfaction and a sensation of 

triumph in the face of the possibility of sucking blood and exacting revenge on its enemies.  

Narrative transformation in NP1a 

Count Lavud is buried in his coffin (P). Barraza takes out the stake from the chest of Count 
Lavud and the vampire rises again (P). Mr. Lavud is satisfied (T) 

Disjunction P  Conjunction Pt 

This first conjunction achieved in NP1a leads to the identification of the presence 

of Barraza (cognitive conjunction) in NP2. Likewise, Count Lavud discovers that Barraza 

has taken out the stake and that he is an ambitious and criminal man (cognitive 

conjunction), which is evident when Barraza sees the recently stolen medallion and tries to 

kill Count Lavud with a gun. Barraza cannot kill him and is scared, so that Lavud recovers 

the medallion, hypnotizes Barraza and makes him his servant, which represents a pragmatic 
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conjunction due to the appropriation of Barraza as his first possession of a human after the 

return to the world of the living (Figures 38a–i). 

Narrative transformation in NP2 

Count Lavud discovers the presence of Barraza (C) and knows that he has taken out the 
stake (C) guided by his ambition (C). Count Lavud confronts Barraza (P) recovers his 
medallion (P) and hypnotizes Barraza (P). Count Lavud makes Barraza his servant (P). 
Conjunction Cc-Cc-Cp-Pp-Pp-Pp 

     
38a    38b    38c 

     
38d    38e    38f 

     
38g    38h    38i 

Figures 38a–i: Barraza takes out the stake from the chest of the vampire to steal its medallion. 
Count Lavud is resurrected and Barraza shoots him, but bullets cannot destroy the vampire, who 
then spares the life of the thief and makes him its servant (18:57–20:59). 

In NP1b, at the end of the story, the subject goes from a state of conjunction 

achieved in NP1a to a pragmatic disjunction because Count Lavud loses his existence when 

Dr. Enrique nails him to the wall. There there is a tapestry with the image of three women, 

which can be seen to represent the young women who the vampire continuously search for 

and needs to obtain blood. At the end, the lack of control of Count Lavud for appropriating 
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young women represents a threat to his existence because he risks everything. Finally, the 

loss of objects of value linked to the desire of the vampire in El vampiro and El ataúd (Eloísa, 

Martha and the young girl) produces the pragmatic disjunction of the subject (Figures 39a–

e). 

Narrative transformation in NP1b 

Count Lavud rises again (P). He fights against Dr. Enrique (P). He does not achieve to 
escape of a lance and is nailed to the wall (P). 

Conjunction Pp  Disjunction P 

     
39a    39b    39c 

     
39d    39e 

Figures 39a–e: Count Lavud is nailed with a lance to the wall and his body transforms again from 
a bat into a man—this visual effect is shown through the use of double exposure. On the wall there 
is a tapestry with the image of three women which may serve as a symbol of the desire for beautiful 
young girls (for example, Eloísa, Martha and the young girl of the café), who diverted the search 
of the vampire for revenge, power and dominance and led it to its destruction (1:20:01–1:20:11).  

 In NP3a and NP3b the subject experiences a pragmatic disjunction because Count 

Lavud has to wait for the achievement of his revenge and then he explains to his helper 

that it is necessary to find the enemies who destroyed him in the past. This produces the 

negative reaction of the vampire—a revelation which leads to a thymic conjunction. Later, 

when Teresa appears in the wax museum there is a pragmatic conjunction experienced by 

Count Lavud as a result of her being killed. Subsequently, there is a cognitive and thymic 

conjunction when Barraza informs Count Lavud of her death and receives the approval of 

his master, the vampire. In the case of NP3b, we find a cognitive, thymic and pragmatic 

conjunction of the subject when Count Lavud discovers that Dr. Enrique is in the wax 
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museum; Lavud reacts violently because he remembers that Dr. Enrique was also 

responsible for his destruction in Sierra Negra, but when Dr. Enrique destroys the vampire, 

Lavud experiences a pragmatic disjunction because he loses his existence and the possibility 

of revenge and continuing his plans. 

Narrative transformation in NP3a 

Count Lavud wants revenge against Aunt Teresa (T). He needs to wait for finding her (P). 
He gets angry (T) and orders Barraza to kill Teresa (P). Count Lavud is informed of Teresa’s 
death (C) and is satisfied (T).  

Conjunction T  Disjunction P  Conjunction Tp-Pc-Ct 

Narrative transformation in NP3b 

Count Lavud wants revenge against Dr. Enrique (T). He has to wait to find and confront 
Dr. Enrique (P). He discovers Dr. Enrique is in the wax museum (C). Count Lavud gets 
angry and laughs at Dr. Enrique (T) and fights against him (P), but Count Lavud fails (P)  

Conjunction T  Disjunction P  Conjunction Ct-Tp  Disjunction P 

 In NP4a, Count Lavud needs blood and searches for it in the hospital (pragmatic 

disjunction and a thymic conjunction). Later, the subject finds a victim, a little girl (cognitive 

conjunction) and sucks her blood (pragmatic and thymic conjunction).  

Narrative transformation in NP4a 

Count Lavud wants blood (T). He needs (P) and searches for a victim (P). He finds a little 
girl in the hospital (C) and sucks her blood (P) to satisfy his desire (T) 

Conjunction T  Disjunction P  Conjunction Pc-Cp-Pt 

In NP4b, there is a cognitive conjunction and a pragmatic disjunction with the object 

of value blood. Subsequently, Count Lavud goes to the street to search for more blood; he 

finds a young girl in a café (cognitive conjunction) and stalks her. Later, he follows her in 

the streets and sucks her blood (pragmatic conjunction).  

Narrative transformation in NP4b 

Count Lavud desires blood (T). He searches for a victim (P). He identifies a young girl in a 
café (C). He waits for (P) and stalks her (P). He observes (P) and pursues her (P). He 
transforms into a bat (P). He catches her (P) and sucks her blood (P). 

Conjunction T  Disjunction P  Conjunction C  Disjunction P  Conjunction 
Pp-Pp-Pp-Pp-Pp 
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In NP4c, we find the coincidence of the thymic conjunction and pragmatic 

disjunction of the subject with the object of NP5, Martha, because both narrative programs 

are overlapped. Thus, in NP5, the subject experiences a cognitive disjunction because 

Count Lavud ignores the existence and presence of Martha in the hospital. Later, when he 

has already sucked the blood of the little girl, he flees and goes inside a room where he finds 

by chance Martha (cognitive conjunction). There Lavud reacts with surprise and desire for 

her and her blood (thymic conjunction). Furthermore, the subject tries various times to 

appropriate Martha by hypnotizing her and putting on her neck the vampire’s medallion 

without success (pragmatic disjunction), which extends the thymic conjunction with two 

objects of value: Martha and her blood. Finally, Lavud kidnaps Martha (pragmatic 

conjunction) and brings her to the basement of the wax museum. However, Martha awakes 

and flees from Count Lavud, which produces a pragmatic disjunction and a thymic 

conjunction.  

Narrative transformation in NP4c and NP5 

Count Lavud ignores the presence of Martha (C). He finds Martha in a room (C). He is 
surprised and desires her and her blood (T). He wants to hypnotize her (T), but he has to 
flee (P). He stalks her P) and tries to put his medallion on Martha’s neck (P), but he fails 
(P). Count Lavud kidnaps Martha (P) and brings her to the wax museum (P). Martha flees 
(P). Count Lavud pursues her (P), but he cannot capture again (P). 

Disjunction C  Conjunction Ct-Tt  Disjunction P  Conjunction Pp  
Disjunction P  Conjunction Pp  Disjunction P  Conjunction P  Disjunction 
P 

Finally, the analysis of the narrative dimensions which are involved in the narrative 

programs surrounding the figure of the vampire in El Atúd del vampiro reveals how the 

conjunction at a simple narrative level (cognitive dimension in NP2 and NP5; pragmatic 

dimension in most of the NP’s) operates a series of conjunctions and disjunctions at the 

pragmatic level. In the case of the search for blood in NP4a, NP4b and NP4c blood is a 

need of the vampire—as occurs in the other three films here analyzed—which obligates 

the search and identification of a victim (cognitive and pragmatic dimension). This, in turn, 

leads to the achievement of a thymic conjunction, the erotic and emotional element linked 

to the obtaining of blood within vampirism.  

In addition, the review of the narrative transformations shows that the search for 

blood becomes a reiterative action which is present in the four films of this study. This 
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repetition is composed of three moments which function as qualifying, decisive and 

glorifying test of the vampire. In Nosferatu, the subject achieves these three tests (Hutter, 

Sailors, and Ellen), but in M, the subject ensures only the first test (Elsie), and in El vampiro 

and El ataúd, the subject only accomplishes the first and second tests (Eloísa and child; little 

girl, young girl). Likewise, the thymic dimension drives the quest for most of the objects of 

value in each narrative program, which is constructed in those combinations of different 

narrative levels (Pc, Ct, Pp, Cp, Pt, etc.), in which the last conjunction or disjunction to be 

achieved is a thymic transformation of the subject whose construction we will explain in 

chapter 5. Hereby the question is to know how the components of the thymic dimension 

are combined to construct the motivation and competence of the subject to achieve 

different objects of value and how these components are identifiable through filmic 

features.  

In the following chapter, we will see how the thymic dimension is constructed 

through different elements which operate in the subject before the realization of the 

narrative action. Thus, we can observe the deep structure of the narrativity, in terms of 

Greimas, in order to understand the construction of the figure of the vampire. 
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CChapter 5 

The Thymic Dimension of the Vampiric Figure 

5.1 Theoretical Annotations: The Construction of the Thymic Dimension 

From a semiotics of action, Greimas and Fontanille deduced the existence of narrative 

transformations which produce (changes of) “states”. However, they also distinguished 

among states that are a result of the action of the subject (states of affairs) and states of 

mind (or feelings) of the subject which form its competence to perform an action. The 

presence of two kinds of states reveals the relation between subject and world. In this 

regard, these authors differentiate between the state of the subject and the state of things 

and search for the entity which mediates between the internal space of the subject (the 

interoceptive) and the external space of the world of things (the exteroceptive). They 

propose the emergence of a proprioceptive instance or “perceptive body” which mediates 

between the internal and external world in order to construct a homogenous “semiotic 

dimension of existence” (Greimas & Fontanille 1994: 15). As a consequence, the analysis of the 

perceiving body depends on the study of passions or the thymic dimension of the subject 

in different kinds of discourses.  

Greimas and Fontanille study the the thymic aspect as a semiotic dispositive which 

emerges as a ‘perfume’ which, in turn, emanates from passions and is difficult to perceive. 

According to these authors, such perfume comes from the discursive organization of the 

modal structures, whose analysis guides the study of the thymic dimension. In this regard, 

passions are not an exclusive property of subjects, but a property of a whole discourse. 

Thus, passions emerge from discursive structures as a result of a “semiotic style” which is 

projected on the subject which search for an object of value, the object of value or the 

junction established between subjects and objects of value (Greimas & Fontanille 1994: 21). 

To study passions, these authors integrate the analysis of modalization and elements of 

tensive semiotics (Fontanille & Zilberberg 2005). We consider that these theoretical 

elements and the actions of the subject already analyzed in chapter 4 serve to lead us closer 
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to the study of the figure in film, specifically the vampire, looking also for those filmic 

elements which denote the level of the action and the passion. 

Thus, in chapter 4 we have already seen that the narrative actions of the vampire in 

the four films of our analysis are motivated and driven by the thymic dimension. We have 

also seen that the thymic dimension is a part of the construction of the narrativity in 

combination with the cognitive and pragmatic dimensions. Initially, Greimas (1983) studied 

the modal aspect of action (wanting to, having to, being able to and knowing to) as the structure 

of the thymic dimension in order to construct his theory of passions. Later, Fontanille 

(2001) extended this theory and determined that modalities corresponded only to one 

among several elements which form part of the thymic dimension.  

In the final part of this explorative study, we apply some elements of the theory of 

passions with special focus on the construction of the thymic dimension which is related 

not only to the motivation of the subject which performs an action (subject of doing), but 

also to the configuration of the subject of being, that is, the subject as the projection of an 

anthropomorphic being with emotions, sensations, desires and sentiments and in general 

all manifestations of the affective area of the psychic state of a subject. In this regard, the 

analysis of the elements of the thymic dimension will allow us to understand how the figure 

of the vampire is constructed in film. In order to achieve this goal, we will explain the 

concept of modalization from the point of view of Greimas as the starting point of the 

construction of the affectivity of the subject. Thus, we will introduce the elements that 

Fontanille considers necessary to the study of the thymic dimension. In relation to the 

application of some of these theoretical concepts, we will integrate some remarks of 

Desiderio Blanco, who applies various concepts of Greimas and Fontanille to film.  

Initially, the analysis of the cognitive dimension of narrativity dominated within 

traditional semiotics related to the study of modal logic (Lyons 1977), modality (Bally 1944) 

and cognitive linguistics (Talmy 1988). In turn, Greimas and Courtés (1976) were occupied 

with the study of the pragmatic dimension. Subsequently, Greimas (1983) and Fontanille 

(1994) proposed the analysis of a passion component of discourse, thereby confronting the 

subject of doing, which searches for an object, and the subject of being, which searches for 

its identity. Thus, the semiotics of passions is focused on the study of the being and the 

states of mind (états d’âme) of the subject. These states are considered as modes of existence 



5.1   THEORETICAL ANNOTATIONS: THE CONSTRUCTION OF THE THYMIC DIMENSION 

277 
 

which are rooted in each culture (Filinich 2012: 82). Consequently, Fontanille articulated in 

Semiotics of discourse (2001) some of the elements which reveal the presence of passion effects 

and which help to analyze the thymic dimension, such as modalization, modulation (aspect 

and rhythm), perspective, somatic expressions and typical scenes. These elements will guide 

our analysis for film also.  

Greimas and Fontanille focused their analysis on some particular passions, such as 

greed and jealousy, among others, and their construction through specific modalities.  In their 

studies, both authors considered examples from literature, painting and hypothetical 

situations. Fillinich (2003, 2012) offers a theoretical application of narratology and 

Greimasian semiotics to Latin-American literature. In its turn, Semiótica del texto fílmico (2003) 

by Desiderio Blanco is one of the few examples of Greimasian semiotics applied to film—

a study which includes the analysis of several different films. However, as Greimas and 

Fontanille have insisted, it is still necessary to develop numerous analysis of different texts 

to observe the scopes and limits of the semiotic theory and to continue its structuration.  

 In order to analyze the elements considered by Fontanille for the study of the thymic 

dimension in relation to the figure of the vampire, we make some theoretical annotations 

concerning the construction and relation of modalities and competence from the 

Greimasian perspective and the contributions of other semioticians.  

The first and most important element which indicates the presence of a passion is 

modalization. It is conceived in linguistics as a predicate which modifies another predicate 

(Greimas 1983: 67) and is related to the following verbal constructions: wanting-to, being-able-

to and having to and knowing-how-to1 which modify the meaning of a sentence when they are 

combined with other verbs. For example, the sentence “The child plays” indicates the 

realization of the action, but in the sentence “The child wants to play”, the introduction of 

the wanting to is a sort of suspension of the realization of the action or a moment prior to 

its realization. Likewise, in the sentence “The child must not play” the realization of the 

action seems canceled or conditioned. Thus, the main feature of modalization is the 

suspension of the action, the establishment of a narrative distance and the opening of a 

                                                           
1 Greimas makes reference to knowing-to, but Hébert (2011) and Serrano (2012) make the distinction between 
knowing-to and knowing-how-to because only the second knowing-to indicates a modal competence, that is, a 
procedural knowledge that the subject acquires during the narrative program or it already has before the 
beginning of the narrative program.    
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space where subjectivity emerges because the action depends on the desire, obligation or 

capacity of the subject and the value that the subject places on the object (Greimas 1983: 

100–101; Fontanille 1994: 25). As a consequence, the realization of the action remains in 

second place and modalization is revealed as a condition for the emergence of the thymic 

dimension and specific passions (Fontanille 1994b; Parret 1995; Bertrand 2000; Rallo 2005 

and Filinich 2003; 2012).  

However, the appearance of a modality is not enough to consider the emergence of 

the thymic dimension. The combination of two modalities is necessary to produce a tension 

of forces which, in turn, is denominated as a passion. For example, inhibition would be a 

combination of wanting to do + not being able to do, as could occur if a person wants to a be a 

rockstar, but he or she cannot sing or play an instrument, so that he or she is inhibited in 

doing or achieving his/her desire. In this case, as in any passion, the subject experiences a 

conflict due to the opposition of two forces represented by two actions that are modalized 

by wanting and not being able. In addition, the emergence of a passion depends not only on 

the appearance of a combination of modalities, but also on how they affect the subject. 

This effect can be explained in terms of intensity and extension and their variations 

(Fontanille 2001)—aspects that influence the subject of being and form part of a second 

element, modulation, which we will see further.  

According to Greimas (1983), Courtés (1976) and Fontanille (1994a), the passing 

from the focus on the subject of doing to the subject of being—that is, from the action to 

the identity of the subject—is based on the presence of modalities (wanting-to-do, having-to-

do, being able-to-do and knowing-how-to-do) as the necessary process for developing the 

competence of the subject—which, in turn, is the precondition of the realization of the 

action—and the establishment of a space in which the motivation of the action of the 

subject is prefigured. In its turn, a competence can be an ability or a knowledge which 

makes the subject capable of performing an action. After the acquisition of the competence, 

the subject is able to realize the action which corresponds to the performance. Greimas 

(1983) classified the modalities according to their role in the development of the action of 

the subject. Thus, having-to-do and wanting-to-do are related to the mode of virtualization—

the state of the subject in which desire and intention are prefigured and suspended. The 
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modalities being-able-to-do and knowing-how-to-do correspond to the mode of actualization—a 

state which qualifies and determines the ulterior action of the subject (Greimas 1983: 81).  

Thus, these four modalities lead to the obtaining of the competence that the subject 

needs to realize actions which lead to the achievement of its goal or its object and, as a 

result, its identity, that is, the performance (see Table 1). However, Serrano (2012) and 

Fontanille (2001) consider that the modalities wanting-to-do and having-to-do correspond to 

motivation and the modalities knowing-how-to-do and being-able-to-do correspond to 

competence. Also, Greimas (1983: 71) adds that competence and performance are modal 

structures because each one modifies the subject of doing and being throughout the 

narrative program.  

CCompetence  PPerformance  
Mode of virtualization Mode of actualization Mode of realization 

Having-to-do 
Wanting-to-do 

Being-able-to-do 
Knowing-how-to-do 

Doing-in order to-be 

Table 1: Schema of Greimas to represent the modalities related to the competence which is 
necessary for the performance and the realization of the junction and the change of state of the 
subject (Greimas, 1983: 81) 

 In relation to some of these modalities, Greimas and Fontanille (1994) make some 

remarks. The wanting-to-do raises an opening or an acceleration because it reveals the 

direction or the objective of the subject. The knowing-how-to-do implies a closure or pause of 

the performance and serves to measure or evaluate the subject. The being-able-to-do maintains 

the course of the performance. Thus, these three modalities construct an initial, concluding 

and durative moment, respectively. Conversely, the having-to-do is a postponement of the 

performance because it poses a cohesion and a containment of the forces of the subject. 

The having-to-do is considered as an obligation which conditions another modality, that is, 

the having-to-do cancels or pauses the possibility of opening, closure or course. Depending 

on the kind of passion involved in a specific situation the coexistence of modalities can lead 

to a confrontation among them, but this or other possible behaviors of modalities depends  

on future textual analyses which consider the study of visual, auditive and written elements.2 

Another contrast among the modalities is that the wanting-to-do and the knowing-how-to-do are 

                                                           
2 In this regard there are some semiotic studies which also apply elements of semiotics of passions to 
advertising (Bianchi 2011), literature, film, painting and photography (Floch 1994). 
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modalities produced by internal factors of the subject. Conversely, the having-to-do is a 

modality produced by external factors or the petition of other actants. In turn, the being-

able-to-do can be produced by internal and external factors (Greimas & Fontanille 1994: 40).  

Finally, the review made in chapter 4 concerning the narrative action revealed the 

presence of a subject of doing which makes possible the narrative transformation 

(performance) and a subject of being which is related to the object of value through a 

disjunction or conjunction. Therefore, the study of modalities involved in narrativity allows 

us to see the presence of a modal subject and passions through which the identity of the 

subject is constructed and modified throughout the narrative program (Greimas & 

Fontanille 1994: 49). In this regard, the performance resulting from motivation and 

competence revealed through the modalized action of the subject leads to the construction 

of the identity of the subject and the implicit presence of modalities of being: wanting-to-be, 

having-to-be, being-able-to-be and knowing-to-be (Greimas 1983). To understand this, if we 

consider again the sentences “The child wants to play” or “The child must not play”, the 

child (subject) has to be able to do the necessary actions (subject of doing and modal 

subject), to be someone who is capable of playing or who is capable of avoiding to play 

(identity of the subject), and thereby being the subject which through the achievement or 

rejection of the object of value constructs its identity. 

 Summarizing, modalities of doing are the preconditions for the realization of an 

action and modalities of being are the preconditions for the construction of the subject and 

both are interrelated. Thus, modalities of being make possible the modal combinations 

which lead to the emergence of passions. In turn, a passion is formed by a combination of 

modalities and not only of one of them and a surplus within the modalization of being, that 

is, the subject searches for being the one who is capable of doing something (Fontanille 2001). 

In this regard, Fontanille (2001: 145) explains that modalities are part of a logic of forces when 

they are a condition for the performance, but when the number and intensity of the 

modalities determine the realization of the action, they depend on the logic of positions or 

places. A larger number of modalities generates a longer narrative distance between the 

subject and the achievement of the object. In turn, intensity is a result of the waiting for 

the accomplishment of the action.  
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Considering these aspects and how modalities are combined, Fontanille (2001: 148) 

emphasizes that modalities are based on the logic of forces and the logic of positions. 

Within the logic of forces, a modality can modify the relation between the subject and the 

object or the subject and a third actant. Within the logic of positions, the combinations of 

modalities generate a distance between the subject and the object which allow identifying 

the four modes of existence: mode of potentialization (believing), mode of virtualization 

(wanting and having to), mode of actualization (knowing-how-to and being-able-to) and mode of 

realization (doing and being, which, according to Fontanille, actually are not modalities 

because they do not imply a modal distance). Throughout a series of modalities, as we have 

observed, not only the action of the subject is constructed, but also the identity of the 

subject. In this regard, modalities allow the subject to obtain different abilities (competence) 

in order to perform an action. Thus, the subject is also a modal subject constructing or 

modifying its identity while it tries to appropriate objects of value. This modal identity can 

be defined by the number of modalities and the nature of their combinations. These two aspects 

also allow us to observe another feature of the construction of a passion: modulation.  

Modulation is conceived by Greimas and Fontanille as the form in which modalities 

are combined (1994: 33) and is composed of aspect and rhythm. These features are 

variations which modify the continuity of the modalities. These variations are related to 

acceleration or decrease of movement, repetition, inchoativity, durability, etc. Fontanille 

(2001) explains, for example, how types of fear can be recognized through aspectual 

variations, thus apprehension would be characterized by a previous event; dread by inchoativity 

and terror by durability.  

In turn, the tensive semiotics constructed by Claude Zilberberg and Fontanille 

considers that modulation is formed by features of aspectualization and tension. Within 

linguistics, aspectualization implies the temporal, spatial and actorial coordinates 

established by the utterance which reveal the presence of an observer or point of 

observation (Martin and Ringham 2000: 27). Tension is “the imaginary place in which 

intensity, that is, the states of mind, sensitivity, and extension, that is the states of affairs, 

the intelligible, are an ensemble” (Zilberberg 2006: 55). Intensity can be measured through 

the major or lower grade of the presence of a modality and extension through the longer 

or shorter temporal and spatial distance between the subject (center of reference) and the 



CHAPTER 5. THE THYMIC DIMENSION OF THE VAMPIRIC FIGURE 

282 
 

object in the field of presence of the subject, as well as quantity (rhythm, frequency, etc), 

that is, the number of times that a modality appears and its duration.  

Considering these elements, modulation reveals the existence of a distance or 

suspension between the development of the modalities and the realization of the action 

which makes possible the emergence of the thymic dimension of the subject. According to 

the definition of Zilberberg (2006), this implies the establishment of an imaginary space 

which also reveals a conflict of the being and its orientation towards the performing of the 

action which depends on the construction of modalities. However, this construction does 

not guarantee the performance because, even though the subject can obtain the necessary 

competence the action of another actant or a mistake can be an obstacle for the realization 

of the action.  

Based on the theoretical concepts of Fontanille and Zilberberg, Desiderio Blanco 

(2003) explains that in film there are accents and modulations which represent intensity and 

extension, respectively. Extension corresponds to “quantity, variety, and the spatial or 

temporal range of phenomena.” (Hébert 2011). In turn, intensity is a scale of value which 

is applied to the extension. Considering knowledge as an example, Hébert applies 

Fontanille’s and Zilberberg’s concepts. Thus, intensity would correspond to the depth of 

knowledge and extension to the scope of the field of knowledge. Likewise, he applies two 

values: high and low. Thus, he finds four combinations of intensity and extension (Hébert 

2011):  

a) High intensity and low extension (a lot of knowledge about a few things) 
b) Low intensity and high extension (a little knowledge about many things) 
c) Low intensity and extension (a little knowledge about a few things) 
d) High intensity and extension (a lot of knowledge about many things) 

In the film analysis, Blanco focuses on the level of intensity and considers that the 

different components of the mise en scène destined to highlight a specific element correspond 

precisely to accents or points of intensity.  By contrast, modulation can be shown through 

the alternation of shot distances (the full shot, three-quarter shot, mid-shot, etc.), its 

duration, movements of the camera (tracking, zooming, traveling, etc.) and the modulation 

of lighting and color (Blanco 2003: 54–55), aspects linked to extension. However, it is still 

necessary to consider the diversity of passions, narrative possibilities and filmic resources 

involved in specific forthcoming cases of study in order to relate the different filmic 
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elements to intensity and extension according to the intention of the film, and thereby 

analyzing the possible combinations, as for example a) + intensity with - extension, b) - 

intensity with + extension, c) - intensity with - extension and d) + intensity with + 

extension.  

According to Zilberberg (2006: 77) these combinations can be included in two 

groups: a converse or direct correlation (intensity and extension function under a relation 

of proportional equality) and an inverse correlation (intensity and extension are inversely 

proportional to one another).3 Blanco (2003: 55) uses Zilberberg’s schema (2006: 77) of the 

inverse correlation and integrates the different shot distances as examples of grades of 

intensity and extension which can be identified through some filmic resources and that we 

reproduce in a simplified form in Figure 1. 

Near shots 

++  

 

 

 

 

 

-     

 --   ++   Far shots 

Figure 1: Schema of the inverse correlation between intensity and extension and the shot distances 
according to Blanco and the tensive semiotics of Zilberberg 

 Blanco’s proposal to apply tensive semiotics helps to understand how filmic 

resources point out narrative aspects, in this case, modulations related to the construction 

of a passion. The tensive schema also serves to observe the combination or interaction of 

different filmic elements associated with rhythm, tempo, duration, and point of view, among 

others, but, as we have remarked, its functionality depends on forthcoming analysis. In our 

                                                           
3 The terms used by Fontanille and Zilberberg and other theoreticians as Louis Hébert, for example, to 
identify and explain the relations of proportionality between intensity and extension come from a logical 
and/ or functional point of view, but not from a mathematical perspective. 
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ECU: extreme close up 
CCU: close up 
HSS: head and shoulders shot 
MMS: mid-shot 
TQS: Three-quarter shot 
FS: full shot 
LS: long shot 
ELS: extreme long shot 
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study, we consider the analysis of some elements of modulation and perspective, as for 

example the modal frequency, duration of the narrative programs and how their 

corresponding junctions are related to specific shots according to Blanco’s proposal (see 

section 5.2.1). 

 The third element of the thymic dimension is perspective. This is the perception of 

the subject in relation to an object or another subject in terms of distance and approach. 

These elements can be considered as a form of loss or appropriation, respectively, and they 

influence the state of mind of the subject creating the emergence of a passion (desire, anger, 

avarice, etc.). Through perspective, an action is transformed into a passion. The point of 

view reveals the center of reference (the subject) from which the process of perception is 

displayed (the proprioceptive experience) and the system of values which is projected on 

the object (Fontanille 2001). 

 The fourth element corresponds to the somatic expressions which are defined as the 

manifestation of affective transformations. In this case, there is a large series of verbal and 

non-verbal signs: facial expressions, body language, a laugh, a glance, etc., which reveal 

affectivity and give way to “strategies of production and interpretation of signification, such 

as hiding, concealing, revealing on the part of the subject which expresses; and guessing, 

calculating, inferring on the part of who observes.” (Filinich 2003: 95). 

 The fifth element corresponds to typical scenes. These are related to culture and 

show how a passion is developed in a more or less regular and recognizable form. Most of 

the time, only some features of such scenes are enough to reveal affectivity and can be 

established as prototypical scenes. In this case, the sensations that the body experiences in 

the natural world are often shown or depicted, so that the presence of a forest, the sea, a 

sound, a color, etc., serves as a receptacle of values linked to a passion as effect of a cultural 

tradition and discursive marks which indicate such a presence.   

The ensemble of these five elements forms an imaginary within the space of 

presence of the perceptive activity of the subject, that is, the thymic dimension of the 

subject (Fontanille 2001) (see Table 2).  
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Table 2: Components of the thymic dimension according to Greimas and Fontanille 

 Some analyses integrate the theory of passions or the thymic dimension and make 

theoretical remarks related to literature or they study some passions based on hypothetical 

cases, as occurs with some examples of Greimas (1983) and Fontanille (Greimas & 

Fontanille 1994) for the understanding of anger and jealousy, among other emotions. 

However, it is necessary for film analysis to focus reflection on the filmic elements which 

reveal the presence of the thymic dimension guided by the theoretical concepts of Greimas 

and Fontanille and some of their applications according to Blanco. In this regard, we add 

some remarks for this analysis. In the case of the first element of the thymic dimension, 

modalization, it is possible to establish the series of modalities which are combined in order 

to explain how the competence of the subject is constructed to realize the narrative 

performance, as has been developed in literary studies. However, in the case of the second 

element of the thymic dimension, modulation, it would be useful to include a counting of 

shots or scenes related to the appearance of the modalities of the subject, which also implies 

identifying the beginning and the end of the modality and measuring the durability of such 

shots or scenes as well as the tension relations according to Blanco’s proposal. 

 The third element of the construction of a passion, perspective, can be analyzed 

through film resources such as camera angles, tracking and zooming shots—among other 

movements of the camera—, axes of focus of the camera, and shots which reveal a relation 

of distance between the subject and the object of desire, which also has to be linked to the 

presence of the thymic dimension. The fourth and fifth elements of the thymic dimension, 

somatic expressions and typical scenes, can be described through the ensemble of shots 

which show the movements and facial expressions of the subject, as well as the subject’s 

inclusion in a scene which reveals the presence of a passion related to a certain cultural 

model. However, in the case of our analysis, we decide only to include four aspects: 

modalization, modulation, somatic expressions and typical scenes. The reason of this is that

Elements of the thymic dimension 

 Modalization  wanting to, being able to, having to, knowing to 
 Modulation  aspectualization and tension 
 Perspective  relation between subject and object in terms of distance and approach 
 Somatic expressions  verbal and non-verbal signs: body language, gestures, facial 

expressions, etc. 
 Typical scenes  presence of a passion in a recognizable form within a culture 
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the study of perspective requires two elements: intent and apprehension. Both aspects imply 

the taking of a position in relation to the narration and its spatial, temporal and actorial 

elements. For such an analysis it would also be necessary to discuss the presence of a 

narrative instance at the level of the enunciation and the enounced, as well as to integrate a 

theoretical balance in relation to the phenomenon of the narration and perspective in the 

film. These remarks would mean the development of another analysis regarding further 

aspects which would exceed the scope of this study. Thus, regarding these aspects, we will 

analyze the construction of the thymic dimension of the subject in Nosferatu, M, El vampiro 

and El ataúd del vampiro. 

55.2 Construction of the Thymic Dimension of the Figure of the Vampire 

5.2.1 The Thymic Dimension of Count Orlok 

The narrative trajectory analyzed in chapter 4 shows the different junctions experienced by 

the vampire and the development of the narrative action. This approach revealed the 

existence of a subject of doing and a subject of being. However, in each narrative program 

the subject goes from a virtual mode to a realized mode produced by the motivation and 

the acquisition of competences. This gives place to a modal subject and the configuration 

of a passion. As a consequence, the syntagmatic relation established among the narrative 

programs serves as the source which gives sense to a passion through a concatenation of 

modalities. We explain. Narrative trajectory is formed by narrative programs which, in turn, 

are established by the search of the subject for objects of value. Each narrative program is 

composed of three modes of the subject (virtualization, actualization and realization) which 

reveal the beginning, process and accomplishment of the junction (conjunction or 

disjunction) through the motivation and acquisition of competences. However, within the 

narrative program the subject also performs a series of actions (subsequences or micro-

actions) corresponding to the motivation and the acquisition of competences which are 

related to modalities. Initially, the review of narrative subsequences gives us an overview or 

a map of the modalities involved in the narrative program and its frequency through the 

narrative trajectory. Later, it is necessary to consider how some of these modalities are 

combined forming a confluence of forces which give rise to passions.
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In this regard, passion appears as a micro-sequence which is included in a macro 

sequence, that is, a syntagmatic succession of modal structures, a combination. Thus, the 

organization of modalities can be considered as a subprogram because it represents the 

presupposed condition for the realization of the action (Fontanille 2001: 172). In order to 

identify the modalities involved in the narrative trajectory of Orlok and, then, identify which 

of them produce thymic effects or passions, we organize in a schema the narrative 

subsequences and their pertinence to the mode of virtualization or actualization of the 

subject from the narrative programs revealed in chapter 4 (see Table 3). Later, this will 

confirm that a passion emerges from a modal state, that is, the result of the junction 

between the subject and the modal object, which can be formed by various modalities at 

the same time (Blanco 2003: 169).  

Modalities of the narrative trajectory of Count Orlok 

 
NNP  AActant subject  MM  PProposition  VV  AA  
1 Orlok w to bring Hutter to Transylvania’s castle (1) x  
  h search for the help of Knock (2) x  
  a to send a letter to Knock (3)  x 
  a to convince Knock (4)  x 
  a disguises as a driver to pick up Hutter (5)  x 

  
 

 
NNP  AActant subject  MM  PProposition  VV  AA  
2b Orlok w / h to read the contract (1) x  
  h / a to sign the contract (2) x x 
  k where the house is (3)   
  w / a to sign the contract (4) x x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
3a Orlok w / h to suck Hutter’s blood (1) x  
  h to bring Hutter to the castle (2) x  
  h to wait that Hutter is tired or sleeps (3) x  
  a to attack Hutter (4)  x 

NNP  AActant subject  MM  PProposition  VV  AA  
2a Orlok w / h to obtain new blood (1) x  
  h to purchase a house in Wisborg (2) x  
  h / a to obtain Knock’s and Hutter’s help (3) x x 

List of symbols  
NP: narrative program 
M: modality (w: wanting to, h: having to, a: being able to, k: knowing how to and b: believing) 
VV: mode of virtualization 
A: mode of actualization 
¬: negation 
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NNP  AActant subject  MM  PProposition  VV  AA  

3b Orlok w / h to suck Hutter’s suck again (1) x  
  a  to enter Hutter’s room (2)  x 
  h / a to dominate Hutter (3) x x 
  a to attack Hutter (4)  x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
3c Orlok w / h to suck Sailors’ blood (1) x  
  h to be hidden in his coffin (2) x  
  h to wait the night when sailors sleep or are alone (3) x  
  h / a to hypnotize/ to dominate his victims (4) x x 
  a to attack sailors (5)  x 

 
 
 

 
 
 
 
 
 
 
 

 
 
 

 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

 

NNP  AActant subject  MM  PProposition  VV  AA  
3d Orlok k who is Ellen (1)   
  w to suck Ellen’s blood (2) x  
  ¬ a to approach her easily (3)  x 
  h / a to travel to her (4) x x 
  h / a to stalk her (5) x x 
  h / a to wait that she is alone (6) x x 
  w / h to break into her house/ room (7) x  
  w / h to dominate her (8) x  
  w/ a to attack her (9)  x 

NNP  AActant subject  MM  PProposition  VV  AA  
4 Orlok k who is Ellen (1)   
  w to appropriate Ellen (2) x  
  ¬ a to approach her easily (3)  x 
  h / a to travel to her (4) x x 
  h / a to stalk her (5) x x 
  h / a to wait that she is alone (6) x x 
  w / h to break into her house/ room (7) x  
  w / h to dominate her (8) x  
  w/ h/ a to suck her blood (9) x x 

NNP  AActant subject  MM  PProposition  VV  AA  
5a Orlok w / h to go to Wisborg (1) x  
  ¬ a to travel by himself (2)  x 
  h to be hidden in a coffin (3) x  
  h to be transported by sailors (4) x  

NNP  AActant subject  MM  PProposition  VV  AA  
5b Orlok w to dominate Wisborg (1) x  
  w/ h/ a to suck population’s blood (2) x x 
  h / a to hide his vampiric identity (3) x x 
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Table 3: Narrative subsequences of the narrative programs of Orlok 

The review of the different modalities involved in the trajectory of Count Orlok 

reveals how desire—considering the lexical variations which the viewer can perceive as 

greed, yearning, etc.—, as in most stories, functions as the impulse or motivation of the action. 

In turn, this desire modalizes different actions (here numbered as narrative subsequences 

or (micro)actions) and produces thymic effects. However, these thymic effects are also 

driven by the having to which can be represented and perceived as need, need of control, 

ambition or greed through different textual manifestations (dialogue, montage, facial 

expressions, body language, etc.), as we will see below. Thus, the wanting to and the having to 

are combined to drive particular thymic effects belonging to the vampire through the film. 

This means that the subject is affected by passions generated by a combination of desire 

and need which maintain the vampire in a constant state of virtualization, that is, in 

disjunction with the subject of value in the six narrative programs of the trajectory of the 

vampire excepting NP7, in which the character is conjoint with his existence and, then, the 

subject loses it.  

In the case of blood, for example, the subject is capable of obtaining it, but 

immediately the subject feels desire and need of blood. As a result, the subject goes from 

virtualization to an actualization of the action because it is capable of performing the 

necessary (micro)actions to obtain blood, but desire and need emerge again and the subject 

returns to a virtualized state. In this regard, it is possible to perceive dependence and greed 

through these combinations of modal structures: [(not having to + wanting to) suck blood] and 

[(not being able to) be satisfied + (wanting to + having to) do]. According to these structures, the 

subject cannot help to feel desire for blood which becomes a need. In sum, the vampire 

NNP  AActant subject  MM  PProposition  VV  AA  
6 Orlok w to inhabit his house (1) x  
  ¬ k the address (2)   
  h / a to follow Hutter (3) x x 
  h / a to cross a river (4) x x 

NNP  AActant subject  MM  PProposition  VV  AA  
7 Orlok ¬ k the rising of the sun (1)   
  k The rising of the sun (2)   
  ¬ w to be destroyed (3) x  
  h to escape (4) x  
  ¬ a to escape (5)  x 
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cannot stop to want/ be unsatisfied and thus the subject is modalized by these modal forces at 

the beginning of several narrative programs (NPs 2a, 2b, 3a-3d, 4, 5a and 5b). 

Throughout the narrative trajectory, the having to dominates under the form of a 

series of obstacles to be overcome by the subject which extends its state of virtualization 

and delays the junction with each object of value. Thus, as we can see in Figure 2, the having 

to appears constantly as a condition and a limit for the subject. On the one hand, when the 

having to is combined with the wanting to there is a need of the vampiric nature or the internal 

will of the subject (NPs 2a, 2b, 3a-3c, 4, 5a and 5b). The most evident case of this 

combination of modal forces which delays the passing to the actualization and realization 

of the junction is present in NP3d and NP4 (see Figure 2). Count Orlok searches at the 

same time for Ellen and her blood and the desire for coming closer to her makes the wanting 

to and the having to appear together: desire and internal need. Likewise, Orlok confronts 

diverse obstacles in these narrative programs and he has to be capable of overcoming them 

or of having other actants (Hutter, sailors and Knock) to help him consciously or 

unconsciously. On the other hand, when the having to is independent it represents an 

obstacle, a necessary (micro)action which must be achieved to continue the 

accomplishment of the main action of the narrative program. Examples of these 

(micro)actions are to attract Hutter, to sign the contract, to drive the carriage, to cross a 

river, to travel hidden in a coffin, to wait, to obtain the help of others, etc.  

 

  
Figures 2 and 3: Frequency of modalities in each narrative program of Orlok and proportion of 
modalities in Nosferatu 
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Another aspect is the alternation of the having to with the being-able-to in order to 

achieve subsequences of each narrative program, as can be seen in the movement of the 

vampire as well as its waits, manipulations and attacks. However we have to note that the 

being-able-to, which leads to the realization of the junction, is a competence that the subject 

does not necessarily acquire after obtaining the motivation which leads to the performance 

of the action, but the subject already has abilities before the appearance of the desire or 

motivation. Thus, from the beginning the vampire is capable of achieving different goals 

because it knows how to manipulate and how to attack, but the appearance or updating of 

these abilities depends on the having to: the series of conditions and (micro)actions. In other 

cases, dependence is represented in the need of delegating the realization of a (micro)action 

to other actants. For example, in NP5 the vampire is capable of moving within some spatial 

and temporal limits, but beyond these, he depends on the help of others. In this case, the 

coffin and the sailors have the procedural knowledge (knowing-how-to) which enables the 

vampire to move beyond its limits, to Wisborg. Sailors then make possible the actualization 

of the subject to obtain its object. In this regard, the having to produces a constant state of 

dependence in each narrative program on other actants. In the case of NPs 2b, 3d, 4, 6 and 

7 the knowing to is not a modal knowledge, but actually a cognitive knowledge, a piece of 

information (who is Ellen, where Hutter’s and Ellen’s house is located, the rising of the 

sun, etc.) because it does not imply a knowing-how-to-do. For this reason, it is neither a part 

of virtualization nor actualization, but rather a knowledge which makes reference to the 

cognitive dimension which also affects the subject of being as we have seen in chapter 4. 

 In sum, the figure of the vampire in Nosferatu is driven by the modalities wanting to 

and having to which lead to the updating of the previous knowledge and competences of the 

subject in order to achieve its goals. Figure 2 shows not only the presence of modalities, 

but also the frequency of the wanting to, the having to and the being-able-to—a feature of the 

modulation. In Figures 2 and 3 we can see the prevalence of the having to (yellow color), 

which in the film is projected through the series of actions made by the vampire or 

delegated to other characters (the being able to, green color).  

 Another feature of modulation is extension. Based on the timecodes of the narrative 

programs of each film here analyzed, we measured the duration of each NP to know the 

shorter and longest narrative program (see Table 4). This reveals a direct or converse 
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correlation between intensity and extension—which is not related to mathematical concepts 

as we have indicated above, but to a logical proposal of Zilberberg (Hébert 2011: 58), i. e., 

(+ intensity) + (+ extension). Thus, the longer the duration of a narrative program is, the 

longer is the temporal extension and durability which generate suspense in the film. This is 

an effect of the alternation of the modalities wanting to and having to whose combination 

hinders and delays the achievement of the object of value. As a consequence, the force of 

the figure of the vampire increases because it is a character who is capable of overcoming 

a large number of obstacles—obstacles which threaten his supernatural existence—and this 

is projected as an accumulation of power and domination. 

NNP  BBeginning and end of each narrative program  DDuration of the narrative program  
NNP1    7:40–25:26    17:46 
NNP2a/b    7:40–33:01    25:21 
NNP3a  26:29–28:45      2:16 
NNP3b  33:01–37:09       4:08 
NNP3c  40:32–1:01:00    19:29 
NNP3d  32:12–1:29:45    57:33 
NNP4  32:12–1:32:19 1:07:00 
NNP5a  33:01–1:05:48    32:47 
NNP5b  33:01–1:25:32    52:31 
NNP6  33:01–1:09:45    36:44 
NNP7    1:26–1:31:22 1:29:56 

Table 4: Duration of each narrative program of the vampire in Nosferatu 

 The duration of each narrative program not only is linked to specific goals and 

appropriations or losses of different objects of value, but also to the increasing of the 

intensity related to the temporal extension which reveals the separation and lack of the 

object of value. In this regard, temporal extension in Nosferatu shows that the vampire is 

linked to its main objects of value (Ellen and her blood) through a direct or converse 

correlation (+ distance + desire). This relation coincides with the largest number of modal 

transformations that we can find in NP3d and NP4 and which also corresponds to 

continuous narrative transformations (cognitive, pragmatic and thymic dimensions), as we 

have seen in chapter 4. As for these aspects of modalization and modulation, we need to 

identify in the film the passions and their modal structures (level of content)4 as well as the 

                                                           
4 In Semiótica del texto fílmico, Blanco distinguishes between the elements of the discourse for the analysis of 
modal structures and their identification through textual features in film. These elements correspond to the 
level of content and level of expression respectively according to Louis Hjelmslev’s study (Prolegomena to a 



5.2   CONSTRUCTION OF THE THYMIC DIMENSION OF THE FIGURE OF THE VAMPIRE 

293 
 

textual features (level of expression: dialogue, somatic expressions, typical scenes, etc.) 

which reveal such passions. To do this, we base our analysis on the study of Greimas and 

Fontanille (1994; Fontanille 2001) in Semiotics of passions and Semiotics of Discourse and the 

study of Desiderio Blanco (2003) in Semiótica del texto fílmico related to the application of the 

proposal of Greimas and Fontanille to the film Nazarín by Luis Buñuel. Likewise, we make 

a list of the main scenes in which Orlok appears and how his figure is filmed through a 

series of shot distances which reveal a feature related to intensity and temporal extension. 

Thus, intensity in Nosferatu can be measured through the temporal duration—as we have 

explained in table 4—, the shot distances—as Blanco proposed based on tensive semiotics 

(see Table 5 below)—and the combination or confluence of passions which involves a 

modal intensity revealed, in turn, through textual features (verbal, visual and auditory 

elements), as we will see further. 

Regarding the shot distances, in Nosferatu the presence and attack of the vampire are 

composed of short visualizations of Orlok and visualizations of the somatic expressions of 

the rest of the characters and the effects in the city of Wisborg (procession of coffins and 

white crosses on the doors of the houses). Thus, visual presence of Orlok becomes a set of 

typical scenes and somatic expressions only appearing in approximately 15 minutes of the 

film (see Table 5), whereas the main presence of Orlok depends on the thymic effects of 

his actions on other characters, objects and marks of his attack and constant references of 

the implicit narrator and characters who speak about him.  

This set of typical and somatic expressions is also revealed through the type and 

number of shots used to visualize the vampire (see Table 5). In order to identify the shot 

distances used in the scenes in which Orlok appears, we made a count of each kind of 

distance shot based on remarks of James Monaco (2009), which also highlights the intensity 

of such scenes according to Blanco (2003). To do this and considering the frequent use of 

fixed camera at the time, we considered the appearance of a new shot after each cut and 

the significant approach or distance of Orlok to the camera which gives place to a different 

shot.  

 

                                                           
Theory of Language, 1969) of the structure of the linguistic sign—a concept developed further from the 
proposals of Ferdinand de Saussure. 
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SScenes in which 
OOrlok appears  

TTimecode  Duration  ELS  LS  FS  TQS  MS  HSS  CU  

Orlok’s carriage     22:02–22:05 
    22:22–22:48 
    22:55–23:52  

 1:26  7   2   

Orlok welcomes 
Hutter 

    24:02–25:23  1:21  2 2  1   

Orlok at the dining 
room and attack 
against Hutter 

    25:30–27:40  2:10  1  4 2 1  

Orlok reeds the 
purchase 
documents  

    32:00–33:09   1:09     6   

Orlok attacks 
Hutter again 

    34:15–35:15 
    36:25–36:38 
    36:49–37:06 
    37:09–37:28  

 1:49  2 2 2 4 2  

Orlok in his coffin     39:37–39:57  0:20   1    1 
Orlok puts coffins 
with soil in a 
carriage 

    40:32–40:50  0:18  2      

Orlok attacks 
sailors 

    57:25–57:34 
    59:46–1:00:00 
1:00:30–1:00:49 

 0:42  4 1     

Orlok arrives at 
Wisborg 

1:05:39–1:05:50  0:11     1   

Orlok transports his 
coffin (the only 
moment when 
Orlok runs) 

1:06:47–1:08:54 
 

 2:07  5    2  

Orlok enters his 
house 

1:09:17–1:09:45  0:28  1 2     

Orlok stalks and 
attacks Ellen, later 
he desappears 

1:18:37–1:18:40 
1:25:37–1:26:22 
1:26:44–1:27:22 
1:28:17–1:29:02 
1:29:20–1:29:26 
1:29:39–1:30:04 
1:30:48–1:31:21 

 3:15 1 2 4 2 7   

 Total  15:16  1  26  12  8  23  5  1  

Table 5: Scenes in which Orlok is visualized and their duration 

The count included in table 5 reveals the frequent use of long and full shots to 

describe the image and body language of Orlok during the performance of actions, such as 

walking, beginning and end of the attack, movement outside and transport of the coffin. 

There is only one extreme long shot to indicate the stalking of Orlok and the distance 

established between him and Ellen before the attack (1:18:37–1:18:40). The use of these 

shots of a descriptive nature corresponds to scenes of shorter duration in the film. 

Conversely, scenes of longer duration are part of the moment of the attack of Orlok, when 
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he is in contact with Hutter and he stalks Ellen. In these scenes, the use of three-quarter (8 

times), medium (23 times) and head and shoulders (5 times) shots emphasizes the somatic 

expressions and claw-like hands of Orlok, which show the moments of major narrative 

intensity according to the remarks of Blanco (cf. table 3). There is only a close up of the 

face of Orlok when Hutter discovers the coffin of the vampire in the basement of the castle, 

which becomes a recurrent feature to describe the figure of the vampire in subsequent films 

(see Figure 11: TS8b).  

Based on the results of table 5, we can obtain a graph of the intensity according to 

the use of distance which additionally reveals a part of the perspective to show the figure 

of the vampire. Such a graph included in Figure 4 points out how the frequent use of long 

(26 times) and medium shots dominates during the film constructing an intermediate level 

of intensity of the visualization of Orlok. In contrast to M, El vampiro and El ataúd del 

vampiro, in Nosferatu the filmic technique and the fixed camera of the 1920s explain partially 

the rare use of approaches of the camera. However, medium, three-quarter and long shots 

favour the description of the movements and actions of Orlok whereas the reduced use of 

head and shoulders shot (5 times) and close up (once) serve not only to emphasize the facial 

expressions of the vampire linked to his passions, but also as a resource to hide the 

monstrosity and the presence of the vampire. This effect coincides with the reduced time 

of visualization of the vampire and the inclusion of filmic resources such as shadows, scared 

facial expressions and descriptions of other characters. 

 
Figure 4: Shot distances show intensity from a filmic feature used to capture the image of Orlok in 
Nosferatu throughout 12 scenes 
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Thus, temporal and distance elements in Nosferatu reveal a part of intensity and 

extension. However, the modalization of the actions of the vampire also allow the 

construction of intensity and extension from the thymic dimension. In this case, verbal and 

visual elements confluence to construct different passions linked to the vampiric figure. In 

order to explain the nature and emergence of passions we apply the methodology of 

Greimas (1983) and other semioticians consisting in looking up the dictionary definition of 

a word related to a specific passion. To do this we will refer to Collins Dictionary.  

Thus, the first passion related to the vampire which appears at the beginning of the 

film is greed when Knock says to Hutter that Orlok wants to purchase a house in Wisborg 

and this will cost Hutter just “a little blood” (8:30). The modal structure of greed corresponds 

to [(wanting to + being able to) do/have + (wanting to + having to) have]. In this case, the subject 

searches for a house to obtain blood and the subject is motivated by an exclusive and 

uncontrollable desire, so that it wants and needs to appropriate blood and, as a 

consequence, to search for more victims, which is expressed through a series of features: 

the dialogue between Knock and Hutter revealing Orlok’s intentions which, later, are 

accompanied and confirmed in a visual form through the Orlok’s somatic expression (eyes 

wide open, fixed look and body leaned forward). Later, Hutter reads in a book about 

vampirism that “the vampire Nosferatu […] lives and feeds on humanity’s blood”5 (17:00). In 

these examples, the greed (an excessive, exclusive and uncontrollable desire for blood) and 

ambition (the blood of the whole humanity) of Orlok for blood are constructed filmically. 

Likewise, here ambition appears, a variation of greed, characterized by an increasing desire for 

having blood. The corresponding modal structure of ambition would be [(wanting to + being 

able to) do/have + (wanting to + having to) have more/all]. Yearning, greed, and domination also 

appear when Orlok picks up Hutter in his carriage which moves speedily (22:22)—an effect 

emphasized by speed motion—and the camera focuses on the somatic expression of Orlok 

disguised as a driver and the gesture of his hand ordering Hutter to enter the carriage (22:37) 

and, then, to the castle (23:27). Later, Hutter meets Orlok and the vampire says: “You have 

kept me waiting—too long—, it’s almost midnight. The servants are asleep!” (24:59). This 

long waiting confirms the emergence of the vampire’s yearning. In these cases, the modal 

                                                           
5 Our italics. 
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structures corresponding to yearning and domination are: [(wanting to) do + (not being able to) 

control/wait] and [(wanting to + being able to) do]. 

Orlok’s greed for purchasing the house in Wisborg and for obtaining blood is 

confirmed through his somatic expression after reading the purchase contract (26:00) and 

when he stares at the blood of Hutter’s finger; he extends his arm, stands up, comes closer 

to Hutter, holds Hutter’s hand and says: “The precious blood” (26:18–26:34). Orlok’s 

reaction also reveals his compulsion which would prevent Hutter and be an obstacle for the 

vampire. In this case, compulsion has the modal structure [(not having to) do + (not being able to) 

not do)]. According to the Collins Dictionary compulsion is “the act of compelling or the 

state of being compelled”, but this term is also used in psychiatry as “an inner drive that 

causes a person to perform actions, often of a trivial and repetitive nature, against his or 

her will.” In the case of Orlok, there is an explicit will which is expressed through the letter 

sent to Knock and the vampire’s somatic expression, but when Orlok approaches slowly 

to Hutter a sort or resistance of the vampire is also revealed which becomes a compulsion to 

attack and suck Hutter’s blood. Such a passion is mainly shown through Orlok’s somatic 

expression described above. Immediately after, Orlok walks slowly towards Hutter and the 

vampire seems to hypnotize Hutter. Then, Orlok asks Hutter to stay for a while before the 

rising of the sun and Hutter obeys (26:40–27:35). The syntagmatic combination of these 

textual marks (Orlok’s speech and somatic expression driven by specific goals) indicates the 

presence of domination as the motivation of Orlok. Subsequently, the marks of the vampire’s 

fangs on Hutter’s neck involve Orlok’s greed and domination (28:43). 

While Orlok reviews the purchase contract, greed and ambition appear again and they 

are extended to other objects of value when Orlok looks at Ellen’s portrait. In this case, 

passions are revealed through Orlok’s somatic expression: Orlok’s raised eye brows, eyes 

wide open staring at the purchase contract. This increases the constant desire for blood 

which now includes her. These passions are revealed through the somatic expression of 

Orlok (fixed look of Orlok on Hutter, eyes wide open, arched eyebrows and pointing finger 

at Ellen’s portrait) and his words “your wife has a beautiful neck” (32:00–33:09). This scene 

implies a higher modal intensity because the combination of these passions drives at the 

same time the search for three objects of value: Wisborg’s house, blood and Ellen. This 

intensity leads, in turn, to Orlok’s yearning when he signs the contract quickly. Yearning 
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enables and accelerates passing on the obtaining of other objects of value. Likewise, this 

passion is revealed through Orlok’s somatic expression (eyes wide open, fixed gaze on the 

contract, open mouth, Orlok’s back is curved and leaned forward while he quickly signs the 

contract) and his dialogue: “I’m buying the house…, that nice, deserted house across from 

yours” (32:50–33:05). 

Subsequently, the second time that Orlok sucks Hutter’s blood dependence and greed 

are revealed through the book of vampirism in which Hutter reads that blood is “the hellish 

vital elixir” which Nosferatu sucks and needs in order to exist (33:40). Thus, dependence 

appears as [(wanting to + having to) suck] blood. Immediately after, the camera focuses on 

Orlok’s shadow, his somatic expression: eyes wide open and open mouth showing the 

fangs, and his body language: claws, curved back and claws’ shadow, emphasizing, at the 

same time, Orlok’s dependence and greed for sucking blood (34:18–37:05). At the end of this 

scene, the claws’ shadow moves back and Orlok’s body straightens indicating the domination 

and satisfaction that Orlok achieves after sucking Hutter’s blood. Likewise, during this scene 

there are shots inserted that show Ellen calling Hutter during the sucking of blood and an 

alternate montage shows how Orlok turns as if he could hear Ellen’s scream, which leads 

to the updating of Orlok’s greed for Ellen and her blood (37:10). After this scene, the camera 

focuses on a note or story of a narrator-character who describes the second night that Orlok 

sucks Hutter’s blood. This narrator-character is not clearly identified, but, according to the 

text, the one who narrates is close to Hutter, Ellen and the doctor. The narrator’s text shows 

the progressive domination of Orlok: “The doctor described Ellen’s anxiety to me as some 

sort of unknown illness. But I know that in that night her soul heard the call of the death 

bird. Nosferatu was already spreading his wings […]”6 (37:59).   

The next day, Orlok quickly puts various coffins with soil on a carriage. His speedy 

movement indicates his yearning and greed for traveling to Wisborg and searching for Ellen 

and blood (40:32–45:00). In this scene yearning is again revealed through speed motion. At 

the end of this scene, Orlok’s dependence is shown when he must be hidden in a coffin and, 

later, he needs to be helped by sailors. At the same time, Orlok is capable of driving the 

carriage even though he is hidden in the coffin, which reveals his ability to control objects 

and, later, he sucks sailors’ blood guided by greed and domination when he stalks and moves 

                                                           
6 Our italics. 
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towards the sailors which are scared by Orlok’s approach while he fixes his look on them. 

In this case, his dominance is also constructed through alternate montage of the moment 

in which the vampire is approaching and shots of the scared face of the sailors and the 

threatening figure and gaze of Orlok are combined. Also, Orlok is filmed with low-angle 

shots while sailors look up indicating the approach of the vampire to them (59:57–1:00:42).  

Subsequently, Orlok’s domination is shown through the proliferation of rats which 

come out from the coffins with soil (45:20 and 59:52) and the metaphor of Prof. Bulwer 

when he shows how a carnivorous plant feeds on insects catching a fly with the fringed 

hairs of its blade, describing the scene saying: “Like a vampire, no?” (46:18–46:25). Orlok’s 

greed and domination for blood are also revealed when sailors die and their corpses are thrown 

into the sea as a result of the vampire’s attack (57:28). In addition, Orlok is shown through 

a low-angle shot to show how he gradually dominates the ship while his claw-like hands 

and his shadow drive the attack (1:00:35). Likewise, Orlok’s domination is observed through 

the ship which is focused with a close shot indicating the beginning of the invasion of 

Wisborg and Orlok comes out from the cellar while he opens his claws (1:05:46). Domination 

is constructed at the beginning as a desire of the vampire and, little by little, domination 

becomes an achievement or a result of Orlok’s attack. Thus Orlok’s desire for dominating is 

revealed in the arrival of the ship to Wisborg. The gradual vampire’s domination is 

emphasized by the full and close shots which capture the image of the whole ship entering 

Wisborg’s port. These and subsequently full shots of rats, the face of the captain’s corpse, 

coffins of the dead population, the presence of the plague and the white crosses on the 

doors of the houses serve as the achievement of the vampire’s domination of Wisborg 

(1:14:45 and 1:15:57). 

Once Orlok arrives at Wisborg and discovers the location of Hutter’s house, greed, 

satisfaction and yearning emerge again when Orlok detects the presence of Ellen, smiles, runs 

to his new house (1:08:51–1:08:54) and then enters his house guided by the desire for 

dominating. Later, Orlok is looking at Ellen from his house and leans against his window 

(1:18:37) which show the greed for blood and Ellen. Immediately after, greed and yearning 

drive Orlok to go to Ellen when he goes down stairs, opens abruptly the door and goes 

upstairs in Ellen’s house while the shadow of his curved back is projected on the wall and 

his claws drive his movement (1:28:17). Such a shadow invades the space, which is a mark 
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of his domination. The claws’ shadow seems to press Ellen’s heart (1:29:01) which indicates 

the emergence of domination until Orlok sucks her blood and pleasure emerges as a 

consequence of the achievement of the conjunction with the object of value (1:29:24). In 

this case, pleasure or satisfaction is formed by [(wanting to + being able to) do/obtain]. Thus, the 

scene of the appropriation of Ellen and her blood involves a modal intensity due to the 

confluence of four passions: greed, yearning, domination and satisfaction.  

The final scene, the destruction of the vampire and the disjunction with its existence, 

involves other passions. Fear, anxiety and failure when the cock crows (1:29:46), Orlok puts 

his hand on his chest and runs to try to escape, but he fails while he turns and tries to block 

the rays of the sun with his hand and disappears under the rays of the sun and smoke 

appears (1:31:03–1:31:19). Anxiety is characterized by the modal structure [(wanting to) do + 

(not being able to) be quiet], failure by [(wanting to + believing to) do + (not being to) escape], but fear, 

according to Fontanille (Nascimento 2009), is a particular passion because it represents a 

decomposition of the sense of the action which, within the canonical narrative structure, 

actually implies a relation of attraction between the subject and the object of value. In 

contrast, fear implies a refusal to lose existence in the case of the vampire, which cancels 

the modal organization, and fear, as pleasure and satisfaction, appears rather as an effect of the 

realization of the action than a modal structure which motives or makes possible the action.  

Throughout these scenes, verbal and visual features reveal the appearance of 

different passions which serve as a modal sequence of the thymic dimension of the vampire. 

As with the narrative programs, the modal sequence which constructs passion effects 

related to the narrative trajectory of Count Orlok is ordered syntagmatically as follows: 

Greed  ambition  yearning  anxiety  domination  satisfaction 

 This modal sequence corresponds to the six narrative programs which produce a 

conjunction between the subject and the object of value. The only variations are the 

appearance of waiting in NP1 (obtaining of Hutter), compulsion in NP3a (Hutter’s blood), and 

dependence in NP3b (Hutter’s blood) and NP5b (Wisborg). In turn, narrative program 7 leads 

to a disjunction of the subject with its object of value (existence) and its modal sequence is: 

Fear  anxiety  failure 
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 In addition, each passion is related to each mode of existence of the subject 

(virtualization, actualization and realization) which composes the narrative program. 

Initially, waiting, greed, dependence, ambition and fear appear during the mode of virtualization 

of the subject, the moment in which the motivation of Orlok emerges and the conjunction 

or disjunction is still virtual or potentially possible to be realized. Therefore, yearning, 

compulsion, anxiety and domination are passions which are related to the mode of actualization 

of the vampire, the stage in which the subject acquires the competences (Greimas 1983) or, 

as we noted at the beginning of this chapter (cf. table 1), the necessary abilities to obtain 

the object of value are updated. In both modes, the subject can confront external or internal 

obstacles which make impossible the achievement of the object of value. For this reason, 

virtualization and actualization do not ensure such achievement. This is the case of Orlok 

in NP7 whose fear to lose his existence motivates his escape and whose anxiety is perceived 

in his actions to escape, but finally are unsuccessful.  

Conversely, the mode of realization of the action which leads to the obtaining of 

diverse objects of value in the rest of the NPs is characterized by satisfaction, but also by 

domination. As a result, domination serves as a connection between actualization and 

realization throughout the narrative trajectory of Orlok. Likewise, the passions of the 

vampire are constructed through different textual features which are summarized in table 

6 and which correspond to: 

 The introduction of a narrator-character 
 Orlok’s and other characters’ dialogues 
 Shadows, movements, somatic expressions and body language of the vampire 
 The text of a book of vampirism (which, in turn, makes reference to the myth 

of the vampire) 
 Fang marks, the cockcrow and smoke of the destruction of the vampire 

(elements which serve to construct typical scenes of the vampire film, as we will 
see further) 

  Corpses of the vampire’s victims, objects and animals linked to the presence of 
the vampire (white crosses and rats)  

 The metaphoric image of a carnivorous plant explained by a doctor.  

These textual features and the specific elements of the somatic expression and body 

language of the vampire are resumed and ordered according to the correspondent passions 

in table 6. This table presents passions at the level of content and the diverse textual marks 

of the emergence of passions at the level of expression.  
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These passions are syntagmatically combined in the film, but for analytical purposes 

we order them as a list. At the level of expression, we consider the combination of verbal, 

visual and auditory elements, but auditory elements are especially used in M, El vampiro and 

El ataúd del vampiro. Likewise, some of these textual features reveal the presence of two, 

three or four passions at the same time and this is also related to intensity—an element of 

the modulation which forms part of the thymic dimension. Additionally, in some cases, 

these textual features are emphasized by filmic resources, as for example low-angle shot 

and speed motion, but the shot distances involved in some of the scenes depicted above 

also reveal the intensity of the passions of the vampire, as we have seen in tables 4 and 5. 

In order to complete the analysis of the thymic dimension of Orlok and to 

understand the construction of the figure of the vampire in Nosferatu, we select the most 

significant textual features described above which serve to construct typical scenes. In most 

of these scenes, somatic expressions of the vampire are related to the emergence of 

passions. Thus, the frequent typical scene which appears in Nosferatu is the vampire’s attack 

to suck blood. Throughout the story, this scene is repeated four times in which we find the 

display of thymic effects and somatic expressions which serve to construct a stereotypical 

image of the vampire. In each table, we note the number and name of the typical scene 

(Ts1, Ts2, etc.) and the corresponding timecode of the scene described. At the end, we 

include a complementary table to depict typical somatic expressions of Orlok and other 

characters as well as the presence of objects linked to the presence of the vampire in 

Nosferatu. 

 
a 

 
b 

 
c 

From the appearance of blood on Hutter’s finger, the Orlok’s desire changes his body language: he 
stretches his arms, stands immediately fixing the look at the blood with a glance of desire and greed 
and his hands look like claws. He catches Hutter’s hand with yearning and brings closer it 
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Figure 5: TS1, searching for blood and attack of the vampire (26:22–27:39) 

Figure 6: TS2, searching for blood and attack of the vampire (34:18–37:05) 

Figure 7: TS3, searching for blood and attack of the vampire (59:57–1:00:42) 

 
d 

 
e 

 
f 

Orlok approaches to Hutter curving his back and walking slowly. The focus of the camera is closed 
generating the effect of a close up of the tensive moment of the vampire’s attack 

 
a 

 
b 

 
c  

The vampire’s stalking in the 
shadows is shown through a full 
shot  

The camera focuses on the approach of the vampire at the 
beginning of the attack. His movement is very slow and his body 
is rigid. Orlok’s eyes indicate desire and greed  

 
d 

 
e 

 
f 

Orlok attacks when Hutter 
sleeps. The camera focuses on 
Orlok’s shadow with claw-like 
hands and the skinhead with hair 
on the pointed ears 

The camera shows Orlok’s body 
in profile when he straightens 
satisfied 

Orlok perceives Ellen’s 
thoughts who is spatially 
away  

 
a 

 
b 

 
c 

Orlok’s body is photographed from below. His body is rigid and his claw-like hands are highlighted by 
a chiaroscuro. The position of the hands is asymmetric. Later, when Orlok approaches to attack his 
claw-like hands are away from his body and he walks slowly 
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Figure 8: TS4, searching for blood and attack of the vampire (1:25:37–1:29:42) 

 
a 

 
b 

 
c 

Orlok looks at Ellen, discovers that she is alone and his hands take 
the form of claws  

Orlok’s claw-like hands drive 
him to Ellen 

 
d 

 
e 

 
f 

Orloks walks with his usual rigid posture, his hands maintain an asymmetric position and his shadow 
shows his curved back while he stretches his right hand 

 
g 

 
h 

 
i 

Orlok’s right hand initiates the domination of Ellen as it presses to her heart 

 
j 

Orlok’s right hand controls Ellen to allow the sucking of blood 

 
a 

 
b 

 
c 

Presence of the vampire is highlighted through: 1) A coffin with soil, 2) Rats in the soil of Orlok’s coffin 
or around his way and 3) The traveling and arriving of the Empusa ship in which Orlok travels 
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Figure 9: TS5, arriving at another city/ house for searching blood (44:54–1:08:52) 

 
d 

 
e 

 
f 

Orlok’s right claw-like hand 
reveals his presence and future 
domination of Wisborg  

Orlok’s smile, wide open eyes 
and  raising eyebrows show 
greed and satisfaction for his 
arriving at Wisborg 

Orlok transports his coffin 
and arrives at the house using 
supernatural power: to go 
through walls or closed doors 

 
g 

Somatic expression of satisfaction when Orlok discovers the location of Ellens and Hutter’s house in 
front of his own house 

 
a 

 
b 

 
c 

Orlok’s face reflects fear (eyes 
wide open, raising eyebrows, 
open mouth and looking at the 
direction of the source which 
produces fear) after hearing the 
cock crowing 

Orlok stops immediately the 
sucking of blood and stands up 
slowly assimilating the 
situation 

The possibility of being 
destroyed paralyzes Orlok 
whose body stays quiet for a 
while 

 
d 

 
e 

 
f 

Fear of being destroyed indicated 
in the left hand on the chest 

Anxiety and  intent of escape  when Orlok walks quickly and his 
right hand drives his action 
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Figure 10: TS6, destruction of the vampire (1:30:02–1:31:22) 

Figure 11: TS7, planning of the vampire; TS8a/b, the vampire sleeping in his coffin and CSE, 
complementary somatic expressions of Orlok  

In the eight typical scenes found in Nosferatu, it is usual that the presence of the 

vampire as a mechanical body or a sort of ghost emphasizes its condition as an undead with 

 
g 

 
h 

 
i 

The sun’s rays stop Orlok He covers his face with the right hand. He tries to avoid the 
reflection of the sun’s rays while his left hand touches his chest on 
the heart side as typical scene’s of dying 

 
j 

 
k 

 
l 

Orlok’s right hand declines as a sign of the loss of physical force and existence before the vanishing 
of Orlok’s body and the appearance of smoke 

    
 TS7 

             
                          TS8a                                                      TS8b 

Close up of the vampire while he 
makes plans and achieves his 
goals guided by greed and 
ambition (26:02) 

Orlok’s body in his coffin during the day when he sleeps and a 
close up of Orlok’s face revealing his fangs (39:55) 

 
CSE 

Desire and greed though Orlok’s face while he looks at an object of value (32:12) 
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supernatural powers who disturbs the world of the living. Thus, in the scenes of the attack 

the vampire approaches its victims stealthily. Orlok walks slowly in a fluid movement which 

gives the impression that he is floating. His body is rigid all the time and only his somatic 

expressions, especially the eyes and the open mouth showing the fangs, the claw-like hands 

and occasionally the curved back reveal his intention and the passions which he experiences. 

These features are also used when only the shadow of Orlok is on the point of attacking, 

with a special focus on the size of the claw-like hands (see Figures 6: TS2d and 8: TS4e/i). 

In turn, the approach of the vampire and his movements are commonly shown through a 

full shot or a three-quarter shot. Especially the three-quarter shot allows Orlok’s feet to be 

hidden and focuses attention on the appearance of the body (see Figures 5: TS1e/f, 6: TS2a-

c, 7: TS3a-c and 10: and TS6c-k). Medium shots are used to show the precise moment of 

the attack (see Figures 5: TS1 a-c, 6: TS2d and 10: TS6a), the achievement of a goal (see 

Figures 6: TS2e and 9: TS5d/e/g) or the emergence of a passion due to the disjunction of 

the object of value (see Figures 5: TS1a, 8: TS4a-c and 11: CSE). Likewise, close up is used 

to describe the facial features of Orlok, to show his somatic expressions and to emphasize 

the emergence of passions (see Figure 11: TS7). Finally, a recurrent typical scene is the 

moment in which the vampire sleeps in its coffin, thus revealing its nature (see Figure 11: 

TS8 a and b).  

In sum, claw-like hands supply the rigidity of the body and they also complement 

the moodiness expressed by the facial expressions of Orlok. Orlok’s claws lead him to the 

performance of actions, as they are the bridge between the mode of actualization and the 

mode of realization. Thus, claws become the visual marks of the vampire’s greed which 

motivates the sucking of blood. In this regard, hands are a sign of a primitive or animal 

nature which characterizes the vampire—a being guided by its instincts and unable to 

control itself. Besides this, the body language of Orlok is similar to the figure of The Golem 

(Wegener & Boese, 1920) and the monster of Frankenstein (whose first filmic version was 

made later in 1931 by James Whale) regarding the mechanical reactions and movements 

which a passion imposes and how arms and hands express intentions and lead to the 

performance of actions. The difference is that the rigidity of Orlok maintains or integrates 

some human features (facial expressions and curving back), that is, those features linked to 

specific passions. Regarding these elements, the vampire of Nosferatu is constructed as a 
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monster whose main features are the condition of being undead, the appearance and action 

of an animal (pointed ears, fangs, claw-like hands and sucking of blood), mixed with human 

features (facial expressions, body language, clothes and passions). In addition, actions 

developed by Orlok in different narrative programs, as for example the purchase of a house 

and the travel to Wisborg, are necessary human actions performed to achieve the animal 

action of sucking blood. 

Now we have described how the modal structure of Orlok’s passions is constructed 

and what visual and verbal elements are involved in their construction through different 

typical scenes, we summarize in table 6 the main elements of the level of expression linked 

to the set of somatic expressions and typical scenes which reveal in combination with other 

filmic features the passions of the figure of the vampire in Nosferatu.  

CContent EExpression  
Waiting Orlok’s dialogue: “You have kept me waiting—to long” 
Dependence Text of the book of vampirism: “The hellish vital elixir” 

Orlok’s shadow  
Orlok’s eyes wide open, lips open showing the fangs 
Orlok’s claws, curved back and claws’ shadow 
Orlok hidden and transported in his coffin 

Greed Orlok’s somatic expression 
Knock’s dialogue: “A little blood” in exchange for purchasing a house 
Text of the book of vampirism: “Nosferatu […] lives and feeds on humanity’s blood”  
Orlok’s eyes wide open staring at Hutter 
Orlok’s raised eye brows, eyes wide open staring at the purchase contract 
Orlok’s eyes wide open staring at Hutter’s bloody finger 
Orlok’s raised arm with his claw-like hand 
Approach of Orlok to Hutter to hold Hutter’s hand 
Orlok’s dialogue: “The precious blood” 
Fang marks on Hutter’s neck 
Orlok looks at Ellen’s portrait with raised eye brows and eyes wide open, raising it to 
his face and pointing his finger at it 
Orlok’s dialogue: “Your wife has a beautiful neck” 
Text of the book of vampirism: “The hellish vital elixir” 
Orlok’s shadow approaching his victim  
Orlok’s eyes wide open, lips open showing the fangs 
Orlok’s claws, curved back and claws’ shadow 
Orlok hears Ellen’s scream and turns (alternate montage effect) 
Orlok quickly puts coffins on a carriage (scene in speed motion) 
Orlok sucks sailors’ blood 
Numerous sailors’ corpses are thrown into the sea 
Orlok smiles 
Orlok stalks Ellen leaned against his window 
Orlok goes down stairs 
Orlok opens abruptly the door 
Orlok goes upstairs 



5.2   CONSTRUCTION OF THE THYMIC DIMENSION OF THE FIGURE OF THE VAMPIRE 

309 
 

CContent EExpression  
Orlok’s curved back and claws’ shadow is projected on the wall 

Ambition Text of the book of vampirism: “Nosferatu […] lives and feeds on humanity’s blood” 
Orlok looks at Ellen’s portrait with raised eye brows and eyes wide open, raising it to 
his face and pointing his finger at it 
Orlok’s dialogue: “Your wife has a beautiful neck” staring at Hutter 

Compulsion Orlok’s eyes wide open staring at Hutter’s bloody finger 
Orlok’s raised arm with his claw-like hand 
Approach of Orlok to Hutter to hold Hutter’s hand 
Orlok’s dialogue: “The precious blood” 

Yearning Orlok’s carriage in speed motion 
Orlok’s dialogue: “You have kept me waiting—to long” 
Orlok quickly signs the purchase contract 
Orlok’s dialogue: “I’m buying the house…, that nice, deserted house across from 
yours” 
Orlok quickly puts coffins on a carriage (scene in speed motion) 
Orlok runs to his house 
Orlok goes down stairs 
Orlok opens suddenly the door 
Orlok goes upstairs 

Domination Orlok’s raised arm giving orders 
Orlok approaches threatening to Hutter 
Orlok asks Hutter to stay with him 
Fang marks on Hutter’s neck 
Orlok’s claw’s shadow moves back 
Orlok’s body straightens  
Narrator’s words: “I know that in that night her soul heard the call of the death bird. 
Nosferatu was already spreading his wings” 
Orlok sucks sailor’s blood 
Fang marks on the sailor’s neck 
Rats come out from the coffin and the ship 
Carnivorous plant devouring a fly 
Dr. Bulwer’s dialogue: “Like a vampire, no?” 
Sailors’ corpses are thrown into the sea 
Low-angle of Orlok 
Ship transporting Orlok arrives at Wisborg (close shot of the whole ship) 
Orlok comes out from the ship’s cellar showing his claws 
Announcement of the spread of the plague 
White crosses on the doors of the houses 
Orlok enters his house going through the door 
Orlok’s shadow invading the space of Ellen’s stairs 
Orlok’s claws’ shadow presses Ellen’s heart 
Orlok sucks Ellen’s blood 

Satisfaction Orlok’s claw’s shadow moves back 
Orlok’s body straightens  
Orlok smiles 
Orlok sucks Ellen’s blood 

Fear The cock crows 
Orlok’s facial expression (arched eyebrows, eyes wide open, looking at the source of 
fear) 

Anxiety Orlok puts his hand on his chest 
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CContent EExpression  
Orlok runs to escape 

Failure Smoke of Orlok’s body 

Table 6: Verbal and visual features of the emergence of thymic effects in Nosferatu 

 Besides verbal elements and somatic expressions considered in the typical scenes 

depicted above and summarized in table 6, there are also objects and other somatic 

expressions of Orlok which reveal his presence and characterize the figure of the vampire 

constructed by Murnau in Nosferatu. This is the case of the coffin with soil and rats and a 

means of transport in which the vampire travels to move to a new city, as is the case of the 

carriage of Orlok, the ship Empusa sailing at sea and approaching Wisborg (see Figure 9: 

TS5a–c). These objects, as well as parts of the body of Orlok—shadows of Orlok’s body 

or hands (see Figure 8: TS4e–i)—serve to indicate his presence. Some of these features as 

well as typical scenes—some of which come from the novel Dracula by Bram Stoker—

appeared again with some modifications or adaptations in Dracula by Tod Browning (and 

also in the Spanish version by George Melford), El vampiro and El ataúd del vampiro by 

Fernando Méndez. In Figure 12, we find other somatic expressions which complete the 

image of the vampire in Nosferatu. 

 
a 

 
b 

 
c 

Close up of the potential 
victim’s blood is  often shown as 
the internal look of the vampire 
(26:18) 

The use of a close up of the 
object of desire. Immediately 
after, there is a close up with 
the expression of Orlok’s greed 
(32:17) 

The greedy helper of the 
vampire, Knock, smiling as a 
typical scene. The vampire 
often needs an ambitious 
helper (6:48) 

 
d 

 
e 

 
f 

Facial expressions and body language of Ellen, Hutter and a sailor with a hammer in the right hand 
show fear while they seem to be hypnotized by Orlok (1:28:51;  26:52 and 59:54) 
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Figure 12: Objects and somatic expressions of other characters related to the vampire 

 The presence of the vampire is also detected through the close up of the objects of 

desire of Orlok which, in turn, reveal his internal look, the beginning of the disjunction of 

the object of value and the beginning of the attack to suck blood. This is the case of the 

focus of the camera on the blood of Hutter’s finger and the portrait of Ellen on Orlok’s 

table (see Figures 12 a and b). Likewise, the focus on the somatic expressions of the helper 

of the vampire contributes to reinforcing a leitmotiv of the horror genre in which the 

antagonistic protagonist has a faithful and ambitious servant to achieve his evil plans. In 

this case, Knock serves as the extension of the power of the vampire who performs tasks 

commanded by Orlok. This is revealed in the somatic expressions of Knock and his actions 

(see Figure 12c). Finally, fear in the somatic expressions of different characters and the 

marks of Orlok’s fangs (Ellen, Hutter and sailors, see Figures 12d–g) also reveal the 

presence of the vampire and serve to measure the thymic impact of the presence of Orlok 

during the story. This effect is similar to that of Stoker’s novel in which the presence of 

Dracula is only perceived through the story told by each character by means of letters.  

 In sum, the different shots used to show Orlok contribute to the description of 

different elements of the vampiric figure. On the one hand, the pragmatic and thymic 

dimensions are revealed through the set of somatic expressions and typical scenes. On the 

other hand, the stereotypical image of the vampire as an animalistic being is emphasized 

through the repetition and duration of such somatic expressions and typical scenes 

including shots of purely descriptive nature.  

  

 

 
g 

Marks of Orlok’s fangs on the captain’s neck (1:09:58) 
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55.2.2 The Thymic Dimension of Beckert 

Now we will analyze how the thymic dimension is constructed in M in order to identify 

influences and differences in the construction of the figure of the criminal Beckert. To do 

this, we organize the narrative subsequences of the narrative programs performed by the 

subject. This allows us to see how the mode of virtualization dominates throughout the 

narrative trajectory of Beckert. 

Modalities of the narrative trajectory of Beckert 

NP  Actant subject  M  Proposition  V  A  
1a Beckert w/ h to search for a victim (1) x  
  h to find a little girl alone (2) x  
  h/ a  to attract her (3)  x x 
  h/ a  to manipulate her (4) x x 
  w/ h/ a to attack her (5) x x 

 
NP  Actant subject  M  Proposition  V  A  
1b Beckert k a little girl in the street (1)  x 
  ¬ w to attack her (2) x  
  h to attack her (3) x  
  ¬ a to control himself (4)  x 
  w to follow her (5) x  
  ¬ a to follow her (6)  x 

 
NP  Actant subject  M  Proposition  V  A  
1c Beckert ¬ a to control his desire for another victim (1)  x 
  w/ h to appropriate a new victim (2) x  
  h/ a to find a little girl (3) x x 
  h/ a to attract her (4) x x 
  k he is pursued by some men (5)  

 

  w/ h to run away (6) x  
  ¬ w the little girl (7) x  

 
NP  Actant subject  M  Proposition  V  A  
2 Beckert w to be recognized because of his crimes (1) x  
  h to attract the attention of the police (2)  x  
  h/ a to write a letter to the newspapers (3) x x 

 
NP  Actant subject  M  Proposition  V  A  
3 Beckert ¬ w to be captured (1) x  
  h/ a to escape (2) x x 
  h/ a to be hidden (3) x x 
  ¬ a to be hidden (4)  x 
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NNP  AActant subject  MM  PProposition  VV  AA  
4 Beckert ¬ w/ ¬ a to accept his criminal identity (1) x x 
  h to confront his crimes(2) x  
  h/ a to explain his behavior (3) x x 
  h to accept his criminal identity (4) x  

Table 7: Narrative subsequences of the narrative programs of Beckert 

We have seen that in the case of Orlok in Nosferatu the wanting to and the having to 

aim at the achievement of the junction. Thus, the having to potentiates the desire. As a result, 

desire and need (with their variations) are complementary. Conversely, the desire of Beckert 

in M leads him in opposing directions and this generates changes in the relation between 

the wanting to and the having to. In some cases, the wanting to initiates the search for the object 

of value (NPs 1a(1) and 2(1)), helps to initiate a (micro)action or subsequence (NPs 1a(5) 

and 1c(6)) and to continue the narrative program after an obstacle which involves the being 

able to or the repression of the subject itself (NPs 1b(5), 1c(2)). In other cases, we find a not 

wanting to (NPs 1b(2), 1c(7), 3(1) and 4(1)) which shows the refusal of the subject to 

appropriate or to lose the subject of value (little girls, liberty and acceptance of identity). 

Such a nature of the subject’s desire is modified by the having to in different ways. In the 

first cases, desire is potentiated or detracted by need, so that the having to becomes the 

modalizing force which leads to the junction—a similar behavior of the having to in Nosferatu. 

In the second cases, desire is refused or repressed by the subject producing that the wanting 

to is an opposing force in relation to the having to. Thus, while the search for suppressing 

the desire leads the subject in a contrary direction to the junction or its permanency in a 

virtualized state, the having to separates the subject from its desire and transforms the subject 

into a victim controlled by determined passions linked to the having to.  

 In this regard, some passions which appear in M such as lust, frustration, anxiety, 

impotence and fear, among others, maintain the subject in a constant state of virtualization. 

Other passions, as for example deceit, domination, impulsivity and guilt, lead the subject to a 

state of actualization in order to achieve different objects of value. Independently of the 

thymic effect, in M the having to dominates and drives each narrative program and also 

makes possible the passing from virtualization to actualization. In NP1b, for example, we 

can find modal combinations which produce passions as for example lust and impotence. In 

the first case, the not wanting to is linked to the having to and this relation motivates the action 

of the subject. In the second case, the having to leads to a desire for pursuing a little girl. 
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Beckert tries to resist, but he is not able to stop himself, so he wants or decides to follow 

her. In this case, the combination of the having to, not being able to and wanting to serves to 

construct the compulsion of the subject. As in Nosferatu, these modal combinations (in 

NP1b and 1c) represent an internal need which motivates and ensures the narrative action. 

The numerous thymic effects of the having to and its relation to the wanting to confirms how 

the having to dominates in the mode of virtualization as the necessary process to begin the 

junction in M in a larger form than in Nosferatu. Thus, the subject Beckert is controlled by 

two constant modal relations: (wanting to + having to) do/ be, a potentiation of the desire and 

(not wanting to + having to) do/ be, a form of obligation and compulsion which leads the subject 

to commit crimes. This last relation is confirmed in NP4 through the dialogue of Beckert 

in the cellar when he says that he cannot help attacking children, he must.  

 In addition, the mode of actualization in M is similar to Nosferatu in as far as the 

subject also has previously the abilities necessary to manipulate, attract and attack children. 

The long search of the police and the modus operandi revealed in the narrative programs of 

Beckert analyzed in chapter 4 allows us to infer that Beckert has acquired and improved the 

competences to commit his crimes in previous attacks. As a result, the film shows the last 

attacks of Beckert and focuses on the search for the criminal by the police. Thus, the being 

able to in NPs 1a–c serves as updating of the capacities to achieve the object of value and is 

related to passions as deceit and search for dominating, as we will see further. Conversely, the 

appearance of the not being able to in NP1b(4 and 6) cancels the achievement of the object 

of value and maintains the subject in a constant state of virtualization and disjunction. In 

this case, the thymic effects of the not being able to return the subject to a previous passion 

state linked to the mode of virtualization. This is the case with passions such as anxiety, 

frustration, fear and impotence—some of the passions also found in Nosferatu, El vampiro and 

El ataúd del vampiro. 

 The schema of the narrative subsequences also shows the domination of the having 

to as an internal need of the subject. This frequency is also shown in Figures 13 and 14 

through a larger number of yellow squares. Likewise, green squares show the alternation 

between the being able to and the having to in order to make possible the actualization of the 

subject. The modality being able to is composed of a positive being able to (9 times) in relation 

to the appropriation of little girls, the letter for the newspapers, the flight of Beckert and 
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the acceptance of his crimes. Likewise, there is negative not being able to (5 times) related to 

the impossibility of attacking new victims, Beckert’s lack of control, his incapacity to accept 

his identity and to be hidden. In the case of the knowing to, we find again as in Nosferatu, a 

cognitive knowing which reveals the presence of a little girl on the street (Np1b(1)) and 

men who pursue Beckert (NP1c(5)). In these cases, Beckert obtains information so that the 

knowing to is not a modal transformation related to the obtaining of a pragmatic knowing. 

 

  
Figures 13 and 14: Frequency of modalities in each narrative program of Beckert and proportion 
of modalities in M 

In contrast to Orlok, the modalization of Beckert shows how most of the obstacles 

which lead to disjunctions and conjunctions with the objects of value are produced by the 

internal needs and mistakes of the character. Thus, unlike the vampiric figure of Orlok the 

figure of the criminal Beckert is more dependent of the having to through the emergence of 

lust as an uncontrollable desire, deceit as a necessary means to obtain specific objects of value 

or denial as a necessary mental mechanism to refuse reality, that is, his criminal nature. A 

similarity between Orlok and Beckert is that both characters disturb the life of a community 

which makes great efforts to stop them. In the case of Orlok such efforts are related to the 

search of the community for fleeing from the plague—a form of death which the vampire 

represents. Both characters are controlled by desire and need and these passions lead the 

criminal and the vampire to ignore danger or to take risks. These mistakes lead, in turn, to 

the capture or destruction of the respective character.  

Regarding modulation, Figure 13 also shows how the most extensive combinations 

of modalities correspond to narrative programs 1a and 1c, the search for Elsie and for the 

unknown little girl, whom finally Beckert refuses. Thus, as in Nosferatu, the chase for victims 

in M produces the larger narrative programs. These NPs represent an accumulation of 
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modalities over a large duration which serves to establish a source of suspense during the 

film.  

For the modal combinations and their frequency and the duration of each narrative 

program (see Figure 14), we can also deduce the relation of intensity and extension. In M, 

NPs 1a and 1c, the shorter narrative programs in temporal terms, correspond to the larger 

modal intensity due to the combination of different modalities. We will see further that this 

modal intensity coincides with a larger thymic intensity, that is, the emergence of diverse 

passions, in NP1c. In turn, the other narrative programs, excepting NP2 (obtaining of 

recognition), have a lower modal intensity, but a larger temporal extension. This reveals an 

inverse relation: (+intensity) + (-extension) and (-intensity) + (+extension). We have also 

to note that the two shorter and most intense narrative programs correspond to a 

conjunction (NP1a) and a disjunction (NP1c). Likewise, the most extensive narrative 

programs according to the temporal duration imply a disjunction of Beckert with his liberty 

(NP3) and a conjunction with the acceptance of his identity (NP4). In the case of NP4, we 

find a particular combination. A larger temporal extension and a shorter modal intensity 

which, however, produce numerous thymic effects, as we will see below. Regarding the 

shot distances which capture the figure of Beckert, we will make some remarks to explain 

another aspect of intensity (see Table 8). 

NNP  BBeginning and end of each narrative program  DDuration of the narrative program  
NNP1a    1:26–8:49      7:23 
NNP1b    8:50–53:46    44:56 
NNP1c  57:15–1:04:04      6:49 
NNP2    1:26–14:48     13:22 
NNP3    1:26–1:21:07 1:19:41 
NNP4    1:26–1:44:40 1:43:14 

Table 8: Duration of each narrative program of Beckert in M 

 As in Nosferatu, in M, a crime film, the visualization of Beckert is short (24:50 

minutes) and his presence is detected in 12 scenes which show his somatic expressions and 

typical scenes corresponding to the attack of the criminal. Some somatic expressions and 

typical scenes coincide with those of the vampiric figure in Nosferatu, El vampiro and El ataúd 

del vampiro and other filmic features also reveal similarities and contrasts between the horror 

film and the crime film. As this analysis is not focused on the study of filmic genres, we will 

only refer to the influence of the typical scenes constructed in Nosferatu on M and how 
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some scenes of the criminal Beckert are filmed allowing us to construct typical scenes in M 

(see Table 9).  

SScenes in which 
BBeckert  aappears  TTimecode  Duration  ELS  LS  FS  TQS  MS  HSS  CU  

Beckert attacks 
Elsie 

    5:27–5:42 
    6:29–6.49 

0:00:35     1   1  

Beckert writes a 
letter 

    9:44–10:15 0:00:31      1 1 

Beckert looks at 
himself in the 
mirror 

  16:34–16:48 0:00:14      1  

Beckert goes out of 
his house  

  48:57–49:00 0:00:03    1      

Beckert buys fruits   51:05–51:14 0:00:09       1   
Beckert looks at 
shop windows and 
stalks a little girl 

  52:12–56:07 0:03:55    1   3   2   6   

Beckert walks with 
an unknown little 
girl 

   59:15–1:00:53 
1:02:30–1:04:04 

0:01:38    4   3   2   3 1 4 

Beckert’s escape 1:04:11–1:05:26 0:01:15 1   3   4     
Beckert is hidden 1:08:38–1:09:26 

1:12:21–1:12:57 
1:15:43–1:15:53 
1:16:16–1:16.24 
1:17:18–1:17:28 
1:17:40–1:18:13 
1:19:46–1:20:30 

0:03:09     1   5   6 2 4 

Beckert is captured 1:21:05–1:21:07 0:00:02     1     
Beckert is taken to 
the abandoned 
distillery’s cellar 

1:35:22–1:35:41 0:00:19    1   2     

Beckert is judged  1:36:12–1:49:12    13:00    7   8   4 13 3  
 Total     224:50 1  17  23  13  29  9  9  

Table 9: Scenes in which Beckert is visualized and their duration 

As in Nosferatu, the visualizations of Beckert are very short. At the beginning, the 

scenes in which he appears last only few seconds which describe Beckert’s actions when he 

attacks Elsie and he is alone. Later, in NP1b (52:12) the appearance of Beckert lasts some 

minutes when he searches for new victims. Finally, the most important visualization of 

Beckert is reserved for the end when he is judged (1:36:12). Thus, the representation of 

Orlok and Beckert shares common features. They have few dialogues throughout short 

scenes. Their identity and figure are hidden through short sequences, different camera 

angles and filmic features (shadows and clothes or objects covering the head or face). 

Likewise, their presence is mainly shown through visual aspects related to the montage 
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(somatic expressions) and filmic resources (movements and angles of camera) and finally 

there is a larger sequence in which the character is present until he is destroyed—in the case 

of the vampire—or is captured by the police—in the case of the criminal. A contrast 

between Nosferatu and M is the major number of shot distances and auditory marks 

(Beckert’s whistle, sound effects and music) used to reveal the presence of Beckert. 

In relation to the intensity that shot distances reveal in the case of the visualization 

of Beckert, we find frequent use of medium shot (29 times) to show Beckert’s stalking, his 

search for a victim, the sequences in which he is hidden and his somatic expressions while 

he is judged. Full shots (22 times) are specially used to show Beckert’s movements in the 

space while he is alone or with another person (walking with a little girl). In this case, some 

of these shots, as well as the inclusion of long shots, emphasize action sequences (Beckert’s 

escape and capture) and they also focus on Beckert’s body language in relation to the space. 

Head and shoulders and close up shots (9 times each) are used to show Beckert’s actions 

when he is alone and to focus on the objects used by Beckert when he tries to attract a little 

girl and to escape from the building where he is hidden. However, in some scenes, as is the 

case of Beckert walking with an unknown little girl and when he is hidden and judged, the 

use of a variety of shot distances reveals the construction of different levels of intensity in 

order to capture different aspects of the same scenes: facial expressions, objects (toys, 

candies and a knife, among others) and the relation to other characters. These different 

aspects of intensity are shown in Figure 15.  

 
Figure 15: Shot distances show intensity from a filmic feature used to capture the image of Beckert 
in M throughout 12 scenes 
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Now we will analyze how modal intensity is constructed through different modal 

combinations and what passions are constructed throughout the four narrative programs 

of Beckert in M. To do this we will consider the verbal, visual and auditory elements which 

construct diverse thymic effects.  

The appearance of Beckert’s shadow on the advertising pillar indicates the beginning 

of the construction of the passion dimension of the subject (5:27). Beckert comes close to 

Elsie guided by lust. According to the Collins Dictionary (2016) lust is a “strong desire or 

drive” associated frequently with a “desire for sexual gratification.” In the case of Beckert, 

he feels a strong and uncontrollable sexual desire for little children. In relation to this, the 

film only suggests through a posting of the offering of a reward for information on the 

criminal who has murdered little girls and boys. However, in the thirties notice about two 

German killers was very broadly distributed by newspapers. They were Peter Kürten 

(known as “The Vampire of Düsseldorf”), who committed sexual assaults and murders, 

and Fritz Haarmann (known as “The Vampire”, “the butcher” or “the werewolf”), 

concerning whom there was a song that became famous and which the children at the 

beginning of the film sing (Warte, warte nur ein Weilchen). Thus, besides Beckert’s shadow, 

others marks of lust are his whistle and the moment in which he says: “What a beautiful 

ball” (5:32)—a trick to approach and to deceive children. Lust is constructed by the modal 

structure [(wanting to + having to) do + (not being able to not) do]. At the same time, domination is 

present when Beckert’s shadow bends forward approaching Elsie and covering the postings 

of the advertising pillar. As in Nosferatu, domination is constructed by the modal structure 

[(wanting to + being able to) do]. 

Throughout the film, deceit is also a common passion which appears as means to 

achieve satisfaction for the lack of the subject. In this case, Beckert’s friendly words and his 

actions show his deceiving behavior: “What a pretty ball! […] What’s your name?” (5:38). 

Immediately after, a long shot shows how Beckert buys a balloon for Elsie while he whistles 

(6:30). Then, she says: “Thank you” as a sign of her trust in him (6:49). Later, Beckert’s 

satisfaction is constructed through the rolling ball on the grass (8:49). The corresponding 

modal structure of satisfaction is [(wanting to + being able to) do/obtain].  

After attacking Elsie, Beckert writes a letter for the newspapers guided by impulsivity 

and a desire for dominating. Immediately after the notice about the murder of Elsie, Beckert 
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writes his letter in a scene that is shown through consecutive shots which serve to construct 

Beckert’s impulsivity. The content of the letter is ambiguous, but it is related to a need of 

control or domination through threatening words: “Because the police have not published my first 

letter. I am writing today directly to the newspapers. Continue your investigations. Everything will 

happen…, just as I have told you. But I have not yet finished.”7 (9:51). On the one hand, the letter 

reveals that Beckert challenges the police to search and capture the criminal and he also 

threatens the police with new attacks for ignoring his first letter. In this case, frustration for 

being ignored drives Beckert to write the letter and to send it to newspapers to threaten 

and create panic, which is related to domination or control. This is emphasized through the 

underlined word “newspapers” with red color which also is bigger than other words and 

which the investigator highlights and describes. On the other hand, the letter also reveals 

that Beckert wants to be stopped because he is incapable of doing it by himself, as is 

revealed at the end of the film when he explains why he kills. Thus, the subject is guided by 

the following modal structures: frustration, the “hindering of a potentially satisfying activity” 

(Collins Dictionary, 2016) which is represented by [(wanting to do) + (not being able to) 

do/obtain] and impulsivity represented by the modal structure [(not having to) do + (not being 

able to) not do)]. In this case, the subject’s impulsivity puts Beckert at risk because he must 

neither write nor give clues of his identity, but he cannot stop doing it to threaten and 

challenge.  

Other marks of Beckert’s desire for dominating are the notices in the newspapers that 

other characters read: “…that a mother’s first duty is to guard her children against the danger 

which always threatens. Also, danger is often hidden in some attractive bait. Candy, a toy, and fruit 

can be the murderer’s weapons.”8 (10:51). The italicized words show how the murderer 

dominates the city causing fear among the population, which feels constantly threatened. 

Also, the emphasis on simple things which are attractive for children expresses the facility 

of Beckert to control children’s will and to gain their trust.  

Later, the camera focuses on Beckert when he is watching a window store to capture 

how his somatic expression changes from tranquility to anxiety when he observes the image 

of a little girl through her reflection in a mirror. Such an anxiety leads to the appearance of 

                                                           
7 Our italics. 
8 Our italics. 
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lust again. Thus, anxiety is represented by the modal structure [(wanting to) + (not being able to) 

be quiet] and it is indicated in Beckert’s somatic expression: fixed look, squinted eyes, open 

mouth while he caresses his lips and his breathing rhythm accelerates (52:39). Immediately 

after, anxiety and lust drive Beckert to come closer to the little girl, which is also indicated 

through Beckert’s whistle (53:30). However, her mother appears and Beckert must stop and 

control himself. At this moment, he walks away and rubs his hands experiencing impotence, 

whose modal structure is [(wanting to + not being able to) do], and frustration. As a 

consequence, Beckert drinks two cognacs to control his anxiety and the camera focuses 

again on his somatic expression: he holds his head in his hands and covers his ears as if he 

was listening to something disturbing, probably his own thoughts of desire for another 

victim. Thus, he is incapable of controlling his lust, so that he whistles again (55:50). 

Regarding Beckert’s whistle, we can note that it reveals two aspects. On the one hand, it is 

a mark of the presence of the criminal when Beckert is not visualized by the camera and, 

on the other hand, it also indicates Beckert’s passion which motivates his actions. 

Therefore, Beckert goes out from the café whistling as a sign of the search for a new victim 

(56:06), which is confirmed in the next scene which shows Beckert with an unknown little 

girl in a candy shop.  

Thus, lust and desire for dominating are passions which guide Beckert during the time 

that he is with the unknown little girl. As in the notice for the newspapers, marks of 

domination are the scene in the candy shop and the orange that Beckert peels with a knife 

for the little girl, which is focused with a close up (59:50–60). Domination is also revealed 

when Beckert touches the little girl’s hand and raises it to him. Then, Beckert feels fear when 

a boy touches him to mark a white “M” on his back and says to Beckert: “I should report 

you to the police, you are a menace to the public.” Immediately after, Beckert lets the knife 

fall as a sign of fear because the boy’s words, actually related to the orange’s peel on the 

street, refer indirectly to the threat that Beckert represents because of his crimes. This fear 

temporally interrupts Beckert’s attack, but later the boy leaves and Beckert begins again his 

domination and deceit of the little girl when he leaves with her and, later, they look at a toy 

shop together.  

However, when Beckert discovers the white “M” on his back anxiety, associated with 

fear of being recognized and captured, appears (1:03:47) so that he looks left and right and 
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flees. Later, when Beckert runs in the streets and hides in the cellar of a factory his anxiety 

and fear increase, made perceptible through his somatic expressions: eyes wide open, face’s, 

neck’s and shoulders’ muscles contracted and exaggerating tiptoe walking, and actions: 

breaking the knife and making noise. The theatricality or exaggeration of Beckert’s facial 

expressions and body language give these passions a major intensity transforming them into 

desperation and terror (1:11:00–1:20:00). This coincides with the Collins Dictionary which 

defines anxiety as “a state of uneasiness or tension” (2016) in contrast with desperation which 

implies a critical or grave need or desire. In turn, terror is defined as “a great fear”. Therefore, 

these passions endure until Beckert is captured and transported to the basement of the 

abandoned distillery by criminals and beggars and there he screams “let me out”, struggles 

with criminals and beggars and tries to flee running upstairs (1:35:55). 

When Beckert is judged, he tries to deceive the beggars’ boss saying: “But gentleman, 

I don’t even know what you want me for”. In so doing, Beckert tries to deny that he is 

actually the criminal. In this case, Beckert’s fear in the face of criminals and beggars drives 

him to lie or deny the truth when the blind man shows him a similar balloon to that of Elsie 

and the beggars’ boss asks him: “Where did you bury the little Martha?” Beckert answers 

denying the truth: “But I never…, I never even knew her” and then he tries to flee again 

when the beggars’ boss shows him photographs of the victims and Beckert is scared by the 

image of the little girls. This is evident through his facial expression: eyes wide open, fixed 

gaze on the photographs and muscles’ face contracted (1:36:00–1:38:10). 

Thus, Beckert, believing that he can practice to deceive and manipulate to save 

himself, tries to deny again being the murderer and tries to appear as a victim while he 

extends his arms forward with the palms facing up begging: “[…] I don’t need a lawyer. 

Who is accusing me? You, maybe [pointing to the beggars’ boss…] But, but… Do you 

want to kill me? Murder me, just like that? […] But if you kill me, it‘ll be a cold-blooded 

murder! I demand that you hand me over to the police.” Deny, whose modal structure is 

[(not wanting to + having to) accept/do], motivates Beckert’s speech, but his reaction of fear after 

seeing the photographs and his last words (“I demand that you hand me over to the police”) 

serve as an initial acceptance of his commitment of crimes. As a result, the beggars’ boss 

says to Beckert that it is necessary to make him powerless and disappear, so that Beckert 

finally admits being the murderer. At this moment his somatic expression changes while he 
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explains his behavior: hands like claws, neck and shoulders muscles contracted and 

squinting eyes and he says: “I can’t help what I do. […] I can’t help myself. I have no control 

over this. This evil thing inside me […] driving me out to wander the streets. […] I want to 

escape […] from myself. But it’s impossible.” and thereby Beckert reveals his 

uncontrollable desire to kill: lust.  

Subsequently, Beckert reveals that he feels guilt and cannot believe what he did after 

attacking while he observes his claw-like hands, covers his ears with his hands and says: 

“[…] and I’m pursued by ghosts. Ghosts of mothers. And of those children. […] They are 

there, always […] except when I do it. […] Then I can’t remember anything. And afterward 

I see those posters and read what I have done. Did I do that?” Finally, the beggars’ boss 

confirms the lust of the criminal who has become a danger which must be eliminated: “The 

accused had said that he cannot help himself. […] Someone who admits to being a 

compulsive murderer should be snuffed out, like a candle. This man must be wiped out, 

eliminated.” This also is a sign of how Beckert dominates and terrorizes the city. Then, the 

lawyer discusses with beggars and criminals, who want to kill the criminal, about to 

Beckert’s destiny. Then the police appear and the hand of a policeman touches Beckert’s 

left shoulder and the last image of Beckert is his facial expression of fear: eyes wide open, 

open mouth and neck muscles contracted. 

The review of the different passions involved in the narrative trajectory of Beckert 

shows some similarities with the narrative trajectory of Orlok and the appearance of other 

passions linked to the presence of more disjunctions than in Nosferatu. In relation to the 

appropriation of Elsie in NP1a the syntagmatic thymic sequence corresponds to: 

Lust  deceit  domination  satisfaction 

Lust represents the motivation and state of virtualization of the subject whereas deceit 

is involved in the state of actualization in which Beckert displays his modus operandi: to buy 

balloons, candies and fruits and to approach children in a friendly fashion. Domination, as in 

Nosferatu, forms part of these actions in order to appropriate the object, so that it is a passion 

of the virtualization, actualization (the desire and act of dominating) and realization (the 

achieved domination) of the subject at the same time. In the case of the attack on Elsie and 

the obtaining of recognition, domination is followed by satisfaction. However, when Beckert 
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tries to appropriate the unknown little girl (NP1c) the realization of the action is canceled 

by the appearance of criminals and beggars who pursue him and this leads to the emergence 

of fear and anxiety in Beckert during the search for deceiving and dominating the object of 

value. This thymic sequence corresponds to NP1c: 

Lust  deceit  domination  fear  deceit  domination  anxiety  fear 

Anxiety and fear return the subject to a state of virtualization which, depending on 

the competence of the subject or the action of his opponents, leads to the emergence of 

other passions such as deceit, desperation, and denial, among others (NP1c, 3 and 4). Likewise, 

anxiety and fear appear intermittently throughout the thymic sequence which contributes to 

the extension of the narrative programs, as for example in NP1c and NP4: 

Anxiety  fear  deceit  denial  fear  guilt  acceptance  fear 

Another aspect related to anxiety is its role as an opening passion which leads to the 

emergence of lust (NP1b) and fear (NPs 3 and 4). In the first case, Beckert’s passions are 

related to the impossibility of appropriating the object of value and the permanence of the 

subject in the state of virtualization. In the second case, Beckert’s passions are linked to the 

loss of freedom as object of value and the inability to accept his identity:  

Anxiety  lust  impotence  frustration 

Through this review, we can see a set of verbal, visual and auditory features which 

construct Beckert’s passions (see summary in table 10) and are also involved and combined 

with other filmic features in the typical scenes set out below.  

Figure 16: TS1 Intimacy of the criminal (16:34–16:48) 

 
a 

 
b 

 
c 

While the camera focuses on a moment of intimacy of the criminal  through the use of voice in-off 
another character, a criminologist or investigator, speaks about him  
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Figure 17: TS2 Stalking of the criminal 

Figure 18: TS3 The criminal deceives his victims 

Figure 19: TS4 The criminal is in danger  
 

 
a 

  
b 

Stalking of the criminal is suggested through a shadow (5:29) and, later, he is shown in a hidden place 
stalking a little girl (54:09) 

 
a 

         
b 

  
c 

Beckert’s shadow leans forward 
approaching Elsie guided by lust 
and desire for deceiving her (5:35) 

Lust and deceit lead Beckert to purchase fruits for the unknown 
little girl (59:55) and, later, he brings her to look at toys (1:03:26) 

 
a 

  
b 

 
c 

 
d 

When Beckert is in danger of being discovered and captured his anxiety and fear are evident through 
his facial expression and his body language: fixed gaze, eyes wide open, open mouth, neck and 
shoulder muscles contracted and chest slightly leaned forward (a: 1:03:57, b: 1:05:12, c: 1:20:28 and 
d: 1:36:24) 
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Figure 20: TS5 Prosecution and capture of the criminal 

 
a 

  
b 

During the search for the criminal there are high angle shots which capture the space and movement 
of the police and the criminal being pursued through action scenes (a: 22:59 and b: 1:04.43)  

 
c 

 
d 

Beckert’s fear is shown through his somatic 
expression:  fixed gaze, eyes wide open, open 
mouth, neck and shoulder muscles contracted 
(1:36:43) 

After accepting the guilt for his crimes, Beckert is 
scared: eyes wide open, open mouth and neck 
muscles contracted. (1:49:12) 

 
a 

  
b 

 
c 

 
d 

 
e 

 
f 

Emergence of lust: Beckert recognizes the existence of a little girl 
and his somatic  expression changes. He fixes his gaze and opens 
his mouth. Then he leans slightly forward while he touches and 
caresses his mouth. He seems about to faint and closes his eyes. 
(52:28–52:54) 

Beckert’s impotence and 
frustration are indicated through 
his fixed look on the little girl who 
leaves with her mother while he 
caresses and scratches his hand 
(54:19) 
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Figure 21: Complementary somatic expressions of Beckert 

Throughout the film, we find five typical scenes which involve two main aspects of 

the revelation of the criminal’s identity. TS1 (Figure 16) makes reference to the intimacy of 

 
g 

 
h 

  
i 

Beckert’s body is contracted when anxiety invades him before his 
attack (53:04–53:19) 

Fear and anxiety are shown 
through Beckert’s look (wide 
open eyes) while he contracts his 
neck (1:03:49) 

 
j 

 
k 

 
l 

Impotence and frustration are shown when Beckert holds his head in his hands and covers his ears as 
if listening to something disturbing (55:33–55:51) 

 
m 

 
n 

 
o 

Lust and domination are revealed through Beckert’s somatic 
expression: he fixes his look on the little girl, touches and raises 
her hand to him (1:00:40–1:00:47) 

Beckert’s body language changes  
trying to deceive: he smiles and 
his body is relaxed with 
outstretched arms (1:36:27) 

 
p 

 
q 

 
r 

Beckert’s somatic expression changes while he explains his criminal behavior produced by lust: hands 
like claws, neck and shoulder muscles contracted and squinting look (1:43:35–1.44:28) 
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the criminal when he looks himself in a mirror. The focus of the camera on his movements 

and a voice in off describing the nature of the criminal reveal or indicate to the viewer who, 

and how, the criminal is. In El vampiro and El ataúd del vampiro, as well as in crime films—as 

for example The Lodger, A Story of the London Fog (1927, Alfred Hitchcock), Psycho (1960, 

Alfred Hitchcock), The Silence of the Lambs (1991, Jonathan Demme), among others—, there 

is usually a scene which shows an intimate view of the psychopath or serial murderer who 

is frequently looking at his reflected image in a mirror. Such scenes function not only as a 

revelation of the identity of the criminal, but also as a study of criminal nature. In both 

cases, there are prior or subsequently shots and auditory elements (a voice in off, a song, 

etc.) which make reference to the criminal and construct the revelation or identification of 

the character for the viewer, whereas the other characters ignore who the criminal is. This 

combination of filmic features increases the suspense in the film. 

Other typical scenes are linked to the modus operandi of Beckert (see Figures 17: TS2 

and 18: TS3): the stalking and search for victims. In these cases, at the beginning of the film 

the criminal’s figure is hidden or is indirectly suggested by the focus of the camera on 

Beckert’s shadow and his whistle, which seconds before announced his presence and the 

previous moment to the attack. Later, the camera reveals Beckert’s stalking, capturing his 

figure in a hidden place, the corner of a store window, and his somatic expression: fixed 

look at the little girl with chest leaned forward. In TS3b/c (Figure 18) full and three-quarter 

shots describe the objects and places which serve as means for deceiving the little girl. 

Likewise, there are scenes which are related to the search and capture of the criminal (see 

Figures 19: TS4 and 20: TS5). In TS4 the camera captures Beckert’s somatic expression 

when he is danger: he is identified, pursued and discovered by various men and, later, he is 

carried to the abandoned distillery to be judged. In these cases, also full and three-quarter 

shots are used to show Beckert’s body and his movements. In TS5 wide high angle shots 

(TS5a/b) integrate more action in the prosecution of Beckert and head and shoulders and 

medium shots focus on Beckert’s facial expression being tied and judged. 

As in Nosferatu, in M the protagonist speaks few times and his presence is shown in 

a visual form. Thus, his actions and emergence of passions are mainly based on the 

visualization of his diverse somatic expressions and movements in space. Only in the last 

scene of the trial in the distillery is Beckert’s speech largely integrated, but nevertheless 
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there is a combination of verbal and visual features which lead to the revelation and 

acceptance of his identity. Regarding the emergence of passions, Beckert’s speech explains 

his criminal behavior or his reactions, but his somatic expressions construct each thymic 

effect in combination with filmic features (sound, shot distances, etc.). Thus, in table 10 we 

can see a summary of complementary somatic expressions mainly captured with medium 

shots that are related to different passions emerging throughout the four narrative programs 

performed by the subject. After revising the set of passions constructed through somatic 

expressions and typical scenes we summarize in table 10 the diverse elements at the level 

of expression combined with filmic features revealing thymic effects in M. 

CContent EExpression 
Lust Beckert’s whistle 

Beckert’s shadow on the advertising pillar 
Beckert’s dialogue: “What a beautiful ball!” 
Beckert’s facial expression watching a little girl 
Beckert brings the unknown little girl to a candy shop 
Beckert’s dialogue: “I can’t help what I do. […] I can’t help myself […] This evil thing 
inside me.” 

Domination Beckert’s shadow bends forward approaching Elsie and covers the postings 
Threatening content of Beckert’s letter 
Beckert writes a letter with a red pencil and underlines some words 
Notices of the newspapers about the criminal 
Beckert brings the unknown little girl to a candy shop 
Beckert peels an orange with a knife for the unknown little girl 
Beckert touches the unknown little girl’s hand and raises it to him 
Beckert brings the unknown little girl to see a toy shop 
Beggars’ boss’ dialogue: “Someone who admits to being a compulsive murderer 
should be snuffed out […]” 

Deceit Beckert’s dialogue: “What a beautiful ball! […] what’s your name?” 
Beckert buys a balloon for Elsie 
Elsie’s dialogue: “Thank you” 
Beckert buys candies and fruits for a little girl 
Beckert brings the unknown little girl to see a toy shop 
Beckert tries to convince and to beg the criminals and beggars 
Beckert’s dialogue: “But I never even knew [the little Martha]” 
Beckert’s dialogue: “But if you kill me, it’ll be a cold-blooded murder!” 

Satisfaction Rolling ball on the grass 
Impulsivity Beckert writes a letter with a red pencil and underlines some words 

Beckert’s whistle approaching a little girl 
Frustration Beckert’s letter: “Because the police have not published my first letter.” 

Beckert rubs his hands 
Beckert drinks two cognacs 

Anxiety Beckert’s facial expression watching a little girl 
Beckert drinks two cognacs 
Beckert holds his head in his hands 
Beckert cover his ears with his hands 
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CContent EExpression 
Beckert discovers the white M on his back 
Beckert’s somatic expression (eyes wide open, muscles contracted) 
Beckert looks left and right 
Beckert breaks his knife and makes noise 
Beckert’s somatic expression on being captured by the police 

Impotence Beckert rubs his hands 
Fear A boy touches Beckert on his back 

The boy threatens Beckert to call the police 
Beckert lets the knife fall 
Beckert discovers the white M on his back 
Beckert’s somatic expression (eyes wide open, muscles contracted) 
Beckert looks left and right 
Beckert tiptoes 
Beckert’s somatic expression being captured by the police 

Desperation Beckert runs on the streets 
Beckert screams: “Let me out!” 
Beckert struggles with criminals and beggars to get out 

Terror Beckert’s facial expression on being found and captured 
Beckert screams: “Let me out!” 
Beckert struggles with criminals and beggars to get out 

Acceptance  Beckert’s somatic expression (claw-like hands, body muscles contracted and 
squinting look) 
Beckert’s dialogue: “I can’t help what I do. […] I can’t help myself.” 

Guilt Beckert’s dialogue: “[…] I’m pursued by ghosts […] of mothers. And those children 
[…] are there, always.” 

Denial Beckert’s dialogue: “But I never even knew the little Martha” 
Beckert’s dialogue: “Then I can’t remember anything. […] Did I do that?” 

Table 10: Verbal, visual and auditory features of the emergence of thymic effects in M 

In Figure 22, we also summarize other objects which reveal the presence of the 

criminal Beckert and then we explain their function in comparison with the other films 

included in this study.  

 
a 

  
B 

 
C 

The posting about the 
unknown murderer is focused 
by the camera while one hears 
Beckert’s whistle (5:12) 

Beckert’s shadow on the posting 
of the murderer indicates his 
presence (5:31) 

The camera focuses on 
Beckert’s hand writing a 
threatening message to the 
newspapers (10:00) 
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Figure 22: Objects and somatic expressions of other characters which reveal the presence of the 
criminal 

We have seen that in Nosferatu, the presence of the vampire is also revealed through 

the focus of the camera on objects and somatic expressions of other characters as well as 

references of a narrator. As in Nosferatu, in M we also find objects revealing the presence of 

the criminal who plays a role as clues for the police or the criminals and beggars which 

pursue Beckert (see Figures 22 c–e, g and h), as warn of danger for the population (see 

Figure 22d) and as an information for the viewer (see Figures 22 a and b). In M, there is 

not an explicit narrator9 in the story, but rather the camera drives the focus on specific 

objects that other characters observe or it searches for emphasizing information for the 

viewer through shot distances. However, the somatic expressions of other characters only 

change at the end when criminals and beggars listen to Beckert’s confession. Criminals and 

beggars are horrified in the face of the terrible things that Beckert did to the children. Thus, 

they are horrified as a result of hearing and discovering Beckert’s monstrous behavior and 

not because of his physical appearance, as occurs in Nosferatu.  

                                                           
9 We refer here to an intradiegetic narrator, that is, at the same or internal level of the story in terms of 
Genette (1972), as occurs in Nosferatu. 

 
d 

 
e 

 
f 

People are scared due to a new 
murder and anyone can be the 
murderer (10:30) 

A candy’s wrapper indicates one 
of the means of the murderer to 
deceive children (18:18) 

A knife’s edge indicates the 
danger associated with the 
murderer (1:00:03) 

 
g 

               
                                    h 

The mark “M” indicates who is the 
murderer (1:00:51) 

The investigating policeman’s magnifying glass reveals 
marks of the red pencil used by Beckert to write his 
threatening message (1:01:38) 
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Conversely, in Nosferatu the horror produced in other characters is a result of the 

stories narrated about the vampire’s behavior as well as about his monstrous appearance 

which is confirmed at the moment of the attack. In this regard, Orlok represents an internal 

and external monstrosity linked to animalistic and human features whereas Beckert 

represents an internal monstrosity which he also rejects. In subsequent vampire films, we 

will see that this internal monstrosity prevails over the horrifying appearance of the 

vampiric figure. This and other features already described concerning Nosferatu and M will 

be analyzed in the next section in relation to the thymic dimension of Mr. Duval in El 

vampiro. 

55.2.3 The Thymic Dimension of Mr. Duval 

Now we show a list of the narrative subsequences corresponding to the narrative trajectory of Mr. 

Duval to analyze the constant change between a mode of virtualization and actualization produced 

by the interdependence of narrative programs described in chapter 4.  

Modalities of the narrative trajectory of Mr. Duval 

NP  Actant subject  M  Proposition  V  A  
1a Mr. Duval w/ h to suck Eloísa’s blood (1) x  
 

 
h to wait that Eloísa is alone (2) x  

  h to stalk her (3) x  
  h/ a to transform himself into a bat (4) x x 
  h/ a to fly to her room (5) x x 
  w/ h/ a to dominate her (6) x x 

 
NP  Actant subject  M  Proposition  V  A  
1b Mr. Duval w/ h to suck blood (1) x  
 

 
h to search for a victim (2) x  

  w to suck the blood of a child (3) x  
  h/ a to transform into a bat (4) x x 
  h/ a to fly to the child (5) x x 
  h to dominate the child (6) x  
  a to suck child’s blood (7)  x 

 
NP  Actant subject  M  Proposition  V  A  
1c Mr. Duval w/ h to suck Martha’s blood (1) x  
  h/ a to wait that Martha is alone and sleeping (2) x x 
  h to stalk her (3) x  
  h/ a to transform himself into a bat (4) x x 
  h/ a to fly to her room (5) x x 
  h/ a to avoid seeing the cross of straw (6) x x 
  h/ a to approach Martha stealthily (7) x x 
  a to suck Martha’s blood (8)  x 
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NNP  AActant subject  MM  PProposition  VV  AA  
2 Mr. Duval w/ h to obtain soil of Bakonia (1) x  
 

 
¬ a to pick it up (2)  x 

  h to send a helper to pick up the soil (3) x  
 

NNP  AActant subject  MM  PProposition  VV  AA  
3 Mr. Duval w/ h to bring Count Karol de Lavud back to life (1) x  
  h to make a ritual with the soil of Bakonia (2) x  
  ¬ a to bring Count Karol de Lavud back to life (3)  x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
4 Mr. Duval w to dominate Sierra Negra (1) x  
 

 
¬ a to dominate by himself own (2)  x 

  h/ a to receive the help of Eloísa (3) x x 
  h to buy the hacienda “Los Sicomoros” (4) x  
  h/ a to obtain soil of Bakonia (5) x x 
  h to bring Count Karol de Lavud back to life (6) x  

 
NNP  AActant subject  MM  PProposition  VV  AA  
5 Mr. Duval w/ h to buy the hacienda “Los Sicomoros” (7) x  
  h to convince Uncle Emilio and Martha to sell it (8) x  

 
NNP  AActant ssubject  MM  PProposition  VV  AA  
6 Mr. Duval w/ h to appropriate Martha (1) x  
 

 
h to suck Martha’s blood (2) x  

  h/ a to wait that Martha is alone and sleeping (3) x x 
  h to stalk her (4) x  
  h/ a to transform himself into a bat (5) x x 
  h/ a to fly to her room (6) x x 
  h/ a to avoid seeing the cross of straw (7) x x 
  h/ a to approach Martha stealthily (8) x x 
  a to suck Martha’s blood (9)  x 
  w/ h to meet Martha (10) x  
  h/ a to poison Martha with help of Eloísa (11) x x 
  w/ h/ a  to kidnap Martha (12) x x 
  w/ h  to suck Martha’s blood again (13) x  
  ¬ a to suck her blood a second time (14)  x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
7 Mr. Duval ¬ w to be destroyed (1) x  
 

 
h/ a to hide in his coffin (2) x x 

  ¬ a to defend himself (3)  x 

Table 11: Narrative subsequences of the narrative programs of Mr. Duval 

The narrative trajectory of the figure of the vampire of El vampiro has many 

similarities with the vampiric figure of Nosferatu. Its search for blood and the obtaining of 

a young girl are two narrative programs in parallel which bring together the largest part of 
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the modal and thymic combinations. However, the search for blood and the appropriation 

of Martha correspond to a conjunction in an early moment during the film (NP1c) and a 

non-conjunction at the end of the film (NP6), respectively. As a result, a second search for 

sucking Martha’s blood forms part of the appropriation which extends the number of 

modal combinations and thymic effects. This leads to a larger domination of the having to 

in each narrative program of the subject in El vampiro (NP6).  

 As in Nosferatu, in El vampiro Mr. Duval is guided by the combination of the wanting 

to and the having to in order to suck blood of different victims (NPs 1a–c and 6). In these 

cases, there is also a constant and wider combination of the having to and the being able to 

which reveals the updating of competences previously acquired by the vampire and the 

appearance of new abilities (transformation into a bat and flying) and obstacles (cross of 

straw, to wait that Martha sleeps or is poisoned and her kidnapping). The multiplication of 

the having to and the being able to depends also on the appearance of new desires that emerge 

during the narrative trajectory (1a(6), 1b(3) and 6(10, 12 and 13)).  

As we have seen in chapter 4, initially the subject knows its objectives and what to 

do in order to dominate Sierra Negra. In this regard, each narrative program is driven by 

the wanting to and this is potentiated by the having to considering that each narrative program 

becomes a condition for the achievement of each other. However, the appearance of 

Martha leads to the emergence of new desires and subsequently to new needs to achieve 

goals linked to her appropriation. Thus, as we can see in table 23, the combination of 

modalities and thymic effects are concentrated in NP6 once the subject achieves Martha’s 

blood, pretends to achieve new objectives (red squares) and has to accomplish new tasks 

(yellow and green squares). Likewise, in table 24 we can see the proportion in which 

modalities appear in the narrative trajectory of Mr. Duval. 
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Figures 23 and 24: Frequency of modalities in each narrative program of Mr. Duval and proportion 
of modalities in El vampiro 

In contrast, the focus of the subject on diverse actions in NP6 stops the achievement 

of tasks in NPs 3, 4 and 5, which remain canceled or suspended, and the subject remains 

in a state of virtualization and, as a consequence, of non-conjunction. As a result, most of 

NPs are dominated by the having to which, in turn, is followed by the being able to. This is a 

mark of the passing from virtualization to actualization, but also of the continuous obstacles 

which the subject confronts and increase the narrative extension. In this regard, the 

constant dependence or need and difficulty to complete (micro)actions reveal a similarity 

between Mr. Duval and Beckert. In turn, Orlok is also a dependent subject driven by the 

wanting to and the having to, but he is capable of achieving numerous conjunctions, something 

that Mr. Duval and Beckert only achieve in some cases—an aspect which leads to similar 

thymic effects in both films. Regarding extension and intensity, table 12 shows the duration 

of each narrative program performed by the subject.  

NNP  BBeginning and end of each narrative program  DDuration of the narrative program  
NNP1a    0:08–2:03      1:55 
NNP1b    2:04–7:11      5:07 
NNP1c  49:39–51:44      2:05 
NNP2    0:08–26:52    26:44 
NNP3    0:08–51:44    51:36 
NNP4    0:08–51:44    51:36 
NNP5    0:08–51:44    51:36 
NNP6  49:39–51:44      2:05 
NNP7    0:08–1:22:11 1:22:03 

Table 12: Duration of each narrative program of the vampire in El vampiro 

N
P1

a
N

P1
b

N
P1

c
N

P2
N

P3
N

P4
N

P5
N

P6
N

P7
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 According to table 12 there is an inverse relation in NPs 1a–c and 6: (+ intensity) + 

(- extension). Thus, the search for blood and the appropriation of Martha imply a larger 

number of modalities (obstacles and accomplishment of tasks by the vampire) and a short 

duration in the film. In NPs 3, 4, 5 and 7, the accumulation of means to dominate Sierra 

Negra and the destruction of the vampire, there is also an inverse relation: (- intensity) + 

(+ extension). In these cases, there are a reduced number of modalities and a large duration 

over the film. Conversely, NP2, the soil of Bakonia, is achieved through a converse relation, 

that is, a short number of modalities and a short duration in the film: (- intensity) + (-

extension). As we can see, El vampiro presents a broader combination of tensive correlations 

between modalities and temporal extension.  

Now, regarding the intensity and extension in relation to shot distances and 

temporal duration we find 12 scenes through which Mr. Duval is visualized (see Table 13).  

SScenes in which 
MMr. Duval aappears  TTimecode  Duration  LS  FS  TQS  MS  HSS  CU  ECU  

Mr. Duval attacks 
Eloísa 

      0:18–1:39  1:21 3 2 1 2  1 3 

Mr. Duval goes 
out from his coffin 

    24:37–25:36  0:59 
 

2 2 1 1 2 1  

Mr. Duval 
receives soil of 
Bakonia 

    25:44–27:52 2:08 3 5 2 4 1 2  

Mr. Duval travels 
in his carriage and 
attacks a child 

    27:54–29:07 1:13 2 3  6  2  

Mr. Duval visits 
the hacienda 

    30:58–31:30 
    32:39–35:42 
    39:30–40:09 

4:14 3 3 2 9 4   

Mr. Duval speaks 
with Eloísa 

    49:16–50:17 1:01  1 2 1 3   

Mr. Duval attacks 
Martha 

    50:22–51:36 1:14 3 2  5 1 1 1 

Mr. Duval returns 
to his coffin  

    51:46–52:18 0:32  3  2  1  

Mr. Duval visits 
and meets 
Martha 

1:00:20–1:05:22 5:02 2 10 5 4 4   

Mr. Duval kidnaps 
Martha 

1:13:14–1:13:39 
1:16:06–1:17:53 

2:02 3 5  2    

Mr. Duval tries to 
attack Martha and 
fights against Dr. 
Enrique 

1:17:55–1:19:37 1:42 4 5 4 10 3 1  

Mr. Duval escapes 
and is destroyed 

1:19:52–1:21:22 1:30 1 2  1  1  

 Total  22:58  26  43  17  47  18  10  4  

Table 13: Scenes in which Mr. Duval is visualized and their duration 
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 In El vampiro there is a much larger variation and an increase of different shot 

distances throughout the film within the 22:58 minutes in which the vampire is on screen. 

This is related to the frequent use of alternate montage in order to give greater suspense 

and rhythm to the film—mainly in the action scenes. In the first case, scenes of Mr. Duval’s 

attacks emphasize the facial expressions and movements of the vampire in comparison with 

the horrified victims’ expressions through alternate montage, which generates an increasing 

suspense. In the second case, the fight between the vampire and Dr. Enrique becomes an 

action scene not only for the accelerated fighting movements of the characters, but also for 

the use of alternate montage and the variety of shot distances which are focused on Dr. 

Duval’s sword, Dr. Enrique’s torch, facial expressions, body language and destruction of 

the space in which the fight occurs. 

 Likewise, the appearance of the vampire lasts, on average, between one or two 

minutes in each scene, except for the scenes in which Mr. Duval flees to get into his coffin 

(0:32), he visits the hacienda (4:14) and, later, meets Martha (5:02). The longer scenes are 

also related to the larger participation of Mr. Duval in conversations with other 

characters—a feature which is little used in Nosferatu when Orlok speaks with Hutter about 

the contract and is reserved to the final scene of the confession of Beckert in M. 

 Within the variation of shot distances, we find a major use of medium shots to 

describe the appearance and somatic expressions of Mr. Duval during his attacks, his 

meetings with Martha’s family and his fight against Dr. Enrique. Likewise, full shots are 

used to describe the interaction of Mr. Duval with other characters and to observe the 

somatic expression of different characters in such an interaction. During these scenes, as in 

the vampire’s attacks and meetings, we can observe the combination of full and long shots 

in order to describe the space inhabited by the characters. This allows us to see how the 

myth of the vampire is adapted to Mexican spaces: the hacienda and the field within an 

aristocratic context represented by the vampire, a traditional style represented by Martha’s 

family and some elements of modernity represented by Martha and Dr. Enrique.  

 Finally, head and shoulders and close up shots are used to focus on the facial 

expressions of the vampire, the objects of value of the vampire (the victims’ neck), an 

obstacle or a help for Mr. Duval’s attacks (a straw cross, or soil of Bakonia and a sword) 

and his presence (the vampire’s hand coming out from the coffin), whereas very close up 
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shots emphasize the effect of the vampire’s attack (fang marks). Thus, according to the shot 

distances summarized in Figure 25, the visualization of the somatic expressions of the 

vampire and the criminal, as occurs in M, coincides with the major use of medium shots 

and three-quarter shots. In addition, the description of the appearance and movements of 

Mr. Duval is similar to that of Beckert with the use of full shots, whereas Orlok is mainly 

shown through long shots.  

 
Figure 25: Shot distances show intensity from a filmic feature used to capture the image of Mr. 
Duval through 12 scenes 

We will now analyze the verbal, visual and auditory features which are involved in 

the construction of the passions of the vampire in El vampiro. 

Through an alternate montage which combines shots of the vampire and its victim 

Eloísa, as well as musical accents which increase the focus on the vampire’s face, the first 

scenes of El vampiro reveal immediately the simultaneous presence of two passions linked 

to the attack to suck blood, namely greed and lust. As we have noted in chapter 4, Mr. Duval 

searches for dominating different objects of values, but his desire for blood, in comparison 

with Count Orlok, is not only a need of control—as occurs with the sucking of blood of a 

child (NP1b)—, but also a more evident sexual desire which is emphasized by the 

explanation that the servant María gives Dr. Enrique (“[Vampires] go out at night looking 

for young people’s blood which is their only food”, 39:00) and the scenes of Mr. Duval 

stalking young women with nightdresses in their bedrooms. Thus, greed and lust are evident 

through the closes ups of Mr. Duval’s eyes accompanied by musical accents, shots from his 

front and back while he is looking at the bedroom of Eloísa and Martha, his transformation 
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into a bat and its screech to approach the window of Eloísa’s and Martha’s bedroom, as 

well as the close up of his face and fangs at the moment of the attack. At the same time, 

shots of the vampire’s cape serving as wings and a means to cover its victims as well as the 

fang marks on Eloísa’s and Martha’s necks shown through a zoom and close up and 

emphasized with musical accents reveal the achievement of domination (0:08–1:48). 

Later, greed and a desire for dominating appear again when Mr. Duval receives the soil 

of Bakonia for which he has been waiting and he caresses the coat of arms on the coffin, 

takes a handful of soil and explains his plans: “[…] In two moons […] it is 100 years of his 

[the vampire brother] death and then we both will go on forever. Enjoying the lost bliss that joined 

us in other times. And together we will impose on this region the power and dominance of the house of 

Lavud.” (26:40–27:37). Subsequently, greed and domination guide Mr. Duval to suck the blood 

of a child. The emergence of the vampire’s greed is shown through the alternate montage of 

the passing of the child and the look of the vampire to emphasize that Mr. Duval perceives 

or observes the presence of young blood. Then, the camera focuses on Mr. Duval ordering 

the driver to stop the carriage, his transformation into a bat and his approaching the child’s 

neck while a close up shows the vampire’s fangs and then their mark on the child’s neck 

and a musical sequence of violins and trombones accompanies the whole scene (27:39–

29:09). 

Later, Mr. Duval’s greed and desire for dominating Sierra Negra are revealed through 

his orders to Eloísa, who has to convince Martha of purchasing the hacienda to Mr. Duval 

because he is very interested and would pay a lot of money for it: “There is someone to buy [the 

hacienda…] and would pay for it handsomely.”10 (29:30). Moments later, Mr. Duval arrives at 

the hacienda and an alternate montage with head and shoulders shots shows how he is 

speaking telepathically to Eloísa. She says to him that Dr. Enrique is in the hacienda, so 

that Mr. Duval orders her to “keep an eye on him”11, which shows the domination of the vampire 

over Eloísa (31:13–31:20). Immediately after, during the meeting in the hacienda Dr. 

Enrique asks Mr. Duval if the soil of Bakonia is graveyard’s soil. As a result, the facial 

expression of Mr. Duval reveals fear: clenching teeth, fixed gaze and neck muscles 

contracted. He says that this is “an old tradition” and laughs out loud trying to hide his 

                                                           
10 Our italics. 
11 Our italics. 
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nervousness and to deceive Dr. Enrique explaining that it is soil “to plant roses of the wood 

of Bakonia (33:00–33:31). At this moment, a book about Count Karol de Lavud and 

vampirism falls and Eloísa and Mr. Duval look worried about the content of the book and 

what it can reveal about vampires, a sign of anxiety and fear. These passions are evident when 

Dr. Enrique discovers that the book is about a relative of Mr. Duval and the behavior and 

somatic expression of Mr. Duval change: he tightens his cape, looks at Eloísa, observes the 

book in Dr. Enrique’s hands, stretches and strains his back, watches out of the corners of 

his eyes and clenches his teeth and lips (33:56–34:34).  

Later, Dr. Enrique leaves and Emilio says to Mr. Duval that Martha is in the 

hacienda. Such a revelation makes emerge the interest of Mr. Duval and his greed and lust 

which are revealed by the change of his facial expression and body language from worry 

about Dr. Enrique to excitation for Martha (eyes wide open and smile turning the body and 

looking towards the location of Martha’s room, 35:12) and his question “Is the young 

woman with you already?” (35:19). At the same time, Mr. Duval’s question reveals that he 

has been waiting for Martha. Immediately after, greed emerges when Eloísa answers to Mr. 

Duval: “Yes. But she is not coming down. She is too tired” and she looks at him sharing complicity 

and suggesting that he has the way free to stalk Martha and to suck her blood. Subsequently, 

greed is revealed again when Mr. Duval asks: “Have you told her I want to buy Los Sicomoros?” 

But Emilio says to Mr. Duval that this will be not possible. As a consequence, Mr. Duval 

gets angry and says to Emilio in a threatening form that “it will be a pity if she rejects my offer. 

A real pity.” (35:24–35:41) while his facial expression changes: fixed gaze, clenching teeth 

and neck muscle contracted. 

Later, Eloísa and Mr. Duval talk about Martha and their dialogue reveals the 

confluence of various passions also present in Nosferatu and M: domination, greed, lust and 

ambition. Such passions are related to the appropriation of Martha in the vampire’s dialogue: 

“Martha […] will be one of us the second time her blood goes into my body. And she will stay 

like that forever and ever. Thirsty for her own blood. Looking uselessly for it […] in other bodies. 

[…] As you do. As I do and as everyone must.” (49:39–50:20). The words in italics show that 

Mr. Duval wants not only Martha’s blood, but also to transform her into a vampire, and 

then to form a vampire clan for eternity with more possible vampires which share the same 

nature and intention of sucking blood. In this regard, greed, domination and ambition are aimed 
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at a larger number of victims, as is also the case of Orlok, who wants to dominate Wisborg’s 

inhabitants by sucking their blood. In this case, we need to remember that the first objective 

of Orlok is the obtaining of new blood for which he needs the help of Knock to travel to 

Wisborg and to purchase a house there. Once Orlok is in Wisborg population dies, coffins 

are carried out on the street and doors are marked with white crosses to warn of the 

presence of the plague—death represented by the vampire.  

After talking with Eloísa, Mr. Duval initiates the stalking and sucking of Martha’s 

blood guided by greed and lust as he did in the case of Eloísa. These passions are shown 

through the same visual marks used in the case of Eloísa at the beginning of the film and a 

musical sequence formed by piano, violins and trombones to indicate the presence and 

attack of the vampire and which is extended to the close up of the fang marks on Martha’s 

neck, showing the domination over her. The only variation is the emergence of fear when the 

vampire sees a cross of straw and the camera focuses on Mr. Duval’s somatic expression: 

he stops, opens his mouth showing his fangs and frowns showing repulsion for the cross 

and covers his face with his cape. When Martha, who is asleep, moves the cross the vampire 

continues the domination of Martha (50:23–51:41).  

The next day, Martha discovers that Eloísa is not reflected in the mirror; Eloísa is 

worried about this event and plans with Mr. Duval the attack on Martha. He keeps calm, 

holds Eloísa’s hand, which has a ring with poison, and commands her to poison Martha. 

This shows a particular behavior of the vampire constructed by Méndez in relation to the 

domination of other characters. In contrast to Orlok and Dracula (Browning’s and Melford’s 

Spanish version), Mr. Duval maintains a rigid and elegant posture, his facial expressions 

and body language are controlled, he speaks slowly and his intentions are mainly revealed 

through his discourse, while attacks to suck blood and the scenes in which he fights 

highlight his physical capability. In sum, the figure of the vampire of Méndez is similar to a 

seductive knight of the nineteenth century. Conversely, Orlok and the first American 

Dracula speak less and their body language and somatic expressions are slower and more 

animalistic.  

Likewise, this behavior of seductive knight is present when Mr. Duval arrives at the 

hacienda and sees Martha. At this moment, he smiles, stares at her and says “very pretty.” 

Then he approaches closely to shake hands and says: “It is a real pleasure to meet you, Miss. A 
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delight for the eyes.” These aspects are associated with pleasure, lust and domination experienced 

by Mr. Duval in relation to Martha (1:01:54–1:02:05). Immediately after, deceit and satisfaction 

are achieved and experienced by the vampire when Martha drinks a glass of wine with 

poison and Eloísa and Mr. Duval look at each other with complicity and stares at Martha. 

Meanwhile, Dr. Enrique tells of what he read in the book about the vampire Count Karol 

de Lavud. As a result, Mr. Duval gets angry and stares at Dr. Enrique for such a revelation. 

At this moment, a head and shoulders shot shows the somatic expression of the vampire’s 

getting angry (clenching teeth and lips) and then Eloísa and Mr. Duval are scared when they 

look at a cross on Anselmo’s chest. Eloísa and Mr. Duval turn quickly and a close up of the 

cross and a sound effect emphasize the source of the vampires’ fear. At the end of this 

scene, Martha faints and Mr. Duval smiles triumphantly as a sign of satisfaction, so that he 

kisses Eloísa’s hand and leaves. 

Subsequently, Mr. Duval enters Martha’s bedroom and stares at her in order to 

dominate her. She screams and fights against Mr. Duval, who gets angry and whose reaction 

becomes violent in order to control and kidnap her. In this case, greed and domination guide 

the vampire and these passions are evident in the fixed look of Mr. Duval and his expression 

of anger (frowning and open mouth showing his long fangs) while he shakes her body 

(1:13:16–1:13:40). Mr. Duval takes Martha by force and carries her in his arms—as Count 

Dracula of Browning’s film did and, later, Count Dracula of Hammer films, among others, 

would (1:16:06 – 1:16:44). Then, Mr. Duval puts Martha on a divan and his lust immediately 

emerges shown through his facial expression (open mouth showing the fangs, tense face 

and fixed gaze) and his body language (he bends forward holding and opening his cape to 

embrace her, 1:17:49–1:18:01). Mr. Duval is interrupted by Dr. Enrique and the vampire’s 

body language changes again motivated by astonishment and anger for the sudden appearance 

of Dr. Enrique who frustrates the vampire’s intention (1:18:02).  

Astonishment is defined as “an extreme surprise” (Collins Dictionary 2016) in the face 

of something unknown or something that we believed to know, but changes. The modal 

structure of astonishment is [(believing to) know) + (not being able to) know). As in previous 

scenes, Mr. Duval moves rapidly, raises his eyebrows, tenses his face, opens his mouth and 

shows his fangs when he gets angry and fights against his enemies. Unlike Orlok or the first 

American Dracula, Mr. Duval has a more active role in relation with his movement in the 
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space, more dialogue, participation in scenes with numerous characters and action scenes. 

This is linked to his more human appearance and the performance of some human actions, 

as for example to drink a glass of wine, to kiss the ladies’ hand, to manage personally the 

purchase of the hacienda and to fight with a sword with rapid movements. In contrast, 

Orlok and Dracula need a servant to make those human things that the vampire, due to its 

animalistic appearance and nature, cannot do. In addition, Orlok’s and Dracula’s body 

move seldom and slowly. In the case of El vampiro, Mr. Duval needs servants to do things 

during the day and Eloísa, being a vampire, is commanded to help partially in human things, 

but specially to achieve sinister things for him: to kill, to suck the blood of others and to 

help transform her niece into a vampire. 

Finally, during the fight against Dr. Enrique, who uses a torch, the anger of Mr. Duval 

is combined with fear because of the proximity of the fire which can destroy him, and this 

is evident in his facial expression: raised eyebrows, open mouth showing the fangs and face 

tense. In this case, anger is represented by the modal structure [(wanting to) + (not being able 

to) be quiet]. Suddenly, the rising of the sun and the cockcrow produce fear in Mr. Duval 

and he must flee, so that he lances with fury the sword at Dr. Enrique, but fails and, frustrated 

by the impossibility of killing, runs rapidly towards his coffin covering his face with his cape 

guided by anxiety and fear (1:19:27–1:20:15). Immediately after, Aunt Teresa enters the 

hidden place where the vampire’s coffin is placed, she opens it and stakes Mr. Duval, who 

screams as a sign of physical suffering (pain) while the camera focuses on a close up of the 

stake entering the vampire’s chest (1:21:22). In this case, pain is defined as "the sensation of 

acute physical hurt or discomfort caused by injury, illness, etc.” (Collins Dictionary 2016). 

In turn, the pain’s modal structure is [(not wanting to) be hurt + (not being able to) avoid being 

hurt].  

In relation to anger, we have to make some further comments. According to the 

Collins Dictionary, anger is “a feeling of displeasure resulting from injury, mistreatment, 

opposition, etc., and usually showing itself in a desire to fight back at the supposed cause 

of this feeling” (2016). Likewise, if anger is conceived as an intransitive verb (to become 

angry), as is the case of Mr. Duval, it could be related to “feelings of resent or revenge.” 

(Collins Dictionary 2016). One of these feelings is rage, which Mr. Duval experiences when 

he tries to kidnap Martha and fights against Dr. Enrique, and which is “a violent outburst 
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of anger in which self-control is lost.” Such a definition coincides with the definition in 

French considered by Greimas from the dictionary Le Petit Robert to describe and to analyze 

this passion in Du Sens II (1983: 226): “Violent displeasure accompanied by 

aggressiveness.”12 According to Greimas, anger is composed of a sequence of passion 

lexemes which precede the emergence of anger, namely frustration, displeasure and aggressiveness, 

forming a sequence whose order and succession produce anger: 

Frustration  displeasure  aggressiveness 

In this case, frustration or a situation which represents a possible frustration of 

expectations, rights or plans leads to the displeasure of the subject, which, as a consequence, 

reacts aggressively in relation to anger (if for example, the subject reacts quietly, it could be 

a sequence which produces another passion: resignation). In El vampiro, Mr. Duval 

experiences situations which imply the possible frustration of his plans (appearance of Dr. 

Enrique, revelation of the information of the book about Count Karol de Lavud and 

resistance of Martha) and this produces his displeasure and aggressiveness, which are evident in 

his somatic expressions and orders for Eloísa. 

Thus, the review of the construction of the thymic effects of Mr. Duval through 

visual, verbal and auditory features reveals the repetition of passion sequences in different 

narrative programs. Most of the narrative programs (NP1a, 1b, 3, 4 and 5) are driven by 

greed except for NP1c, NP2 and NP6 which are preceded by waiting, that is, the stalking of 

the vampire. In turn, greed leads to different passions: lust, domination and anger. Likewise, 

greed appears as a passion which maintains the subject in a constant state of virtualization 

(NP1c) or appears again after a conjunctive transformation, as for example the moment in 

which Mr. Duval and Eloísa deceive and poison Martha and the vampire is satisfied, but it 

still tries to dominate her (NP6). According to the appearance of greed we find the following 

sequences related to phases of virtualization: 

Waiting  greed  lust  ambition  greed  lust 
          Greed  lust 

          Greed  domination  fear 

          Greed  anger 

                                                           
12 Our translation. 
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Besides greed, lust is another passion which maintains or returns the subject to a state 

of virtualization (NP1c and NP6) producing a desire for dominating, deceit and ambition. 

Likewise, the emergence of fear or astonishment produced by an external factor (straw cross 

and appearance of Dr. Enrique) cancels the vampire’s lust which returns the subject to a 

state of virtualization. In the case of the state of actualization in which the subject displays 

his abilities to appropriate the object of value, passions that frequently appear are deceit 

(NP3–NP6) and domination (NP1a–1c, 2, 5 and 6). We note that passions such as ambition, 

domination and greed are produced by the wanting to as well as the having to. Likewise, as in 

Nosferatu and M, in El vampiro passion variations of the having to dominate the motivation of 

the subject. As a result, the ambition of the subject to control Sierra Negra and its inhabitants 

makes possible the display of a desire potentiated by a need to dominate. Thus, in this film 

ambition is characterized by a subject which wants and is able to have, but needs more: 

[(wanting to + being able to) do/have + (having to) have/be]. This makes Mr. Duval dependent, 

obsessive and unsatisfied, so that he must be able to achieve more goals in order to be a 

powerful being. 

In turn, domination, as in Nosferatu and M, is a passion which appears as a desire for 

controlling or possessing, as a process of domination through the vampire’s abilities and 

also as an achieved process, that is, in the phase of realization or achievement of the 

conjunction. We note also that throughout the narrative trajectory of Mr. Duval most of 

the thymic effects are part of the mode of virtualization. This is produced by the constant 

emergence of obstacles and the inability of the subject to achieve conjunctions which can 

satisfy it—an aspect which explains the constant presence of greed as a driving element of 

passion sequences. Regarding these remarks, NP1c and NP6 involve the larger thymic 

sequences: 

NP1c: Waiting  greed  lust  ambition  greed  lust  fear  domination 

NP6:  Waiting  greed  lust  ambition  domination  pleasure  lust  
domination  anger  fear  deceit satisfaction  greed  domination  anger  
domination  lust  astonishment  anger 

 Finally, in NP7 we find other passions associated with the danger confronted by the 

vampire and the loss of its existence: 

Anxiety  fear  fury  frustration  anxiety  fear  pain 
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In comparison with Nosferatu and M, in El vampiro the increasing number of passions 

produced in each NP is related to the larger number of modalities and the construction of 

numerous passions through a larger number of verbal, visual and auditory features. This 

also coincides with the larger number of shot distances and the frequent use of alternate 

montage to create scenes with a more dynamic rhythm—aspects which serve to construct 

suspense and action which we will also find in El ataúd del vampiro. Regarding the visual 

elements involved in the construction of the thymic dimension, we will analyze the somatic 

expressions and typical scenes of the figure of the vampire in El vampiro. 

Figure 26: TS1 Sucking of blood 

Figure 27: TS2 Stalking of the vampire  

 
a 

 
b 

 
c 

The vampire’s sucking of blood during the film through close up (a, 1:26; b, 28:45 and c, 51:30) 

 
a 

 
b 

 
c 

The vampire’s stalking is constructed through different camera angles and shot distances to capture 
the appearance and somatic expressions of Mr. Duval (a, 0:22; b, 0:26 and c, 50:29) 

 
a 

 
b 

 
c 

Mr. Duval transforms into a bat 
(1:14) 

The vampire appears after going 
through a wall (25:35) 

A close up of the vampire’s 
fangs before attacking (28:44) 
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Figure 28: TS3 Display of the powers of the vampire 

Figure 29: TS4–9 Typical scenes in which Mr. Duval appears  

 

 
d 

The focus of the camera on Mr. Duval while he speaks with Eloísa through a voice in off indicating 
telepathic communication between them (31:10–31:21) 

 
TS4 

          
TS5a                                                      TS5b 

The vampire in his coffin  
(52:11) 

The camera focuses on an element which scares the vampire: a 
cross on the servant’s chest and on the floor of Martha’s room (a, 
1:03:46 and b, 51:05) 

 
TS6 

          
TS7a                                                     TS7b 

The vampire planning to attack 
Martha with his helper Eloísa 
(49:15–50:05) 

The vampire kidnaps his victim and brings her to a hidden place  (a, 
1:13:29 and b, 1:16:16) 

 
            TS8 

 
TS9 

The vampire fights against his enemies. His facial 
expression shows fury and anger: open mouth 
showing the long fangs and wrinkled frown and 
nose, tense face (1:19:31) 

The vampire is destroyed with a stake (1:21:22) 
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Figure 30: Complementary somatic expressions of Mr. Duval 

 The review of the typical scenes of El vampiro allows us to see how the repetition of 

certain actions of the vampire helps to reinforce the vampiric myth and stereotype in film. 

The sucking of blood (Figure 26: TS1), the stalking of the vampire (Figure 27: TS2), a shot 

of the coffin or of the vampire in his coffin (Figure 29: TS4), the organization of plans with 

help of an evil or ambitious helper (Figure 29: TS6) and the destruction of the vampire 

(Figure 29: TS9) are scenes which frequently appear in different mythological versions 

about vampires and in Nosferatu. However, in El vampiro there is a major focus on the 

 
a 

 
b 

 
c 

Mr. Duval looks like a knight of the 19th century and explains with arrogance why he needs soil from 
Bakonia trying to deceive Dr. Enrique and Uncle Emilio. Then Mr. Duval laughs out loud 
underestimating Dr. Enrique’s comments who thinks that the soil comes from a cemetery. Suddenly 
the vampire is scared because Dr. Enrique discovers the book about Count Karol de Lavud. Mr. Duval’s 
face is tense, his face’s muscles are contracted and he fixes his look at Dr. Enrique (33:15–34:47) 

 
d 

 
e 

 
f 

Mr. Duval gets angry when he 
looks at the straw cross on 
Martha, covers his face, shows 
his fangs and his face is tense 
(50: 44) 

Mr. Duval, guided by his lust for 
Martha, fixes his look at her 
while he opens his mouth and 
shows his fangs to suck her 
blood (51:26) 

Mr. Duval visits the hacienda 
and stops when he stares at 
Martha and smiles satisfied 
(1:01:54) 

 
g 

 
h 

Mr. Duval looks with complicity at Eloísa when 
both deceive Martha to poison her (1:02:56 – 
1:03:02) 

Greed and lust drive Mr. Duval when he wants to 
attack Martha a second time. He leans forward, 
stares at her and opens his mouth showing his fangs 
to suck her blood (1:17:57) 
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exposure of the vampire’s supernatural abilities (Figure 28: TS3a–d). Some of them, as for 

example to show the fangs before and during the attack and to go through a wall or a door, 

are also integrated into Nosferatu, but through scenes which suggest the vampire’s attack or 

showing how the vampire dominates its victims without touching them. In this regard, 

Orlok’s power is based on the ability to control objects and victims from a distance, moving 

coffins, doors and ships and threatening with its shadow. Such a distance is also emphasized 

by the use of long and full shots. In contrast, Mr. Duval’s domination depends on a variety 

of natural and supernatural powers as well as on the combination of control from a distance 

(telepathy (Figure 28: TS3d) and transformation into a bat (Figure 28: TS3a)) and the display 

of physical abilities which imply a major contact with his victims (to kidnap Martha after 

shaking and subjecting her (Figure 29: TS7) and to fight with a sword against Dr. Enrique 

(Figure 29: TS8)). For instance, the destruction of Mr. Duval with a stake (Figure 29: TS9) 

also implies a contact with an object unlike how Orlok is destroyed from a distance by the 

sun’s rays. Thus, the display of vampiric powers combined with human abilities in El vampiro 

is a feature similar to that used in Dracula by Browning and Melford.  

 However, the figure of Count Dracula starring by Bela Lugosi in Dracula is 

characterized by animalistic and dramatic facial expressions as well as by static body 

movements—aspects which establish similarities between Orlok and Count Dracula. In 

contrast, Mr. Duval is introduced in the film as a human figure which only has a strange 

appearance and costumes, which is related to old legends (old clothes, soil imported from 

Bakonia and a relative accused of vampirism) and which is capable of hiding its monstrous 

nature. In addition, the greater contact of the vampire with the environment is emphasized 

through other shot distances in comparison to Nosferatu, as for example close up, head and 

shoulders and medium shots to capture the vampire’s facial expression and body language 

throughout different typical scenes (Figures 27: TS2 and 30a–h). In turn, three-quarter and 

full shots, as in Nosferatu and M, serve to show Mr. Duval’s actions and his interaction with 

other characters and spaces. Another aspect to be noted is the kind of objects or elements 

which scare the vampire. While Orlok is only scared by the sun’s rays, Mr. Duval reacts in 

the face of the sun, crosses—which emphasize a catholic element of Mexican culture and 

cultures in which the myth of the vampire occurs—fire and the revelation of information 

which can reveal his identity (Figures 30 c and d)—an aspect also present in M.  
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 In addition, the lighting used in the typical scenes of the vampire in El vampiro serves 

to create chiaroscuros (Figure 28: TS3b) and to focus on the appearance of Mr. Duval 

through eye lighting, his facial expressions and the mysterious atmosphere with fog (Figure 

27: TS2a–c). These elements also appear in Dracula (Browning and Melford) as well as in 

other American horror films, as for example Dracula’s Daughter (1936, Lambert Hillyer). As 

a result, El vampiro integrates mythical and visual elements used in Nosferatu, Dracula and 

other horror films to construct the figure of the vampire. Some of these elements are the 

transportation and visualization of the coffin of the vampire, the vampire in his coffin, the 

vampire’s stalking—aspects which appear in Nosferatu and influenced Dracula and El vampiro 

as well as other vampire films—, the similar clothes of Dracula and Mr. Duval, the 

kidnapping of a young woman who is carried to a hidden place and the interaction of the 

vampire with other characters, as is the case of the conversation of Count Dracula and Dr. 

Van Helsing when the vampire visits Mina’s house and Mr. Duval visits the hacienda and 

meets Martha and Dr. Enrique.  

Thus, in El vampiro we find a larger combination of typical scenes and somatic 

expressions related to the emergence of passions which drive different actions throughout 

the narrative trajectory of Mr. Duval. In table 14, we summarize the visual, verbal and 

auditory elements linked to the emergence of passions already explained and the 

construction of typical scenes described above.  

CContent EExppression 
Greed Close up of Mr. Duval’s eyes and face stalking Eloísa and Martha 

Mr. Duval stalking accompanied by musical accents 
Shots of alternate montage of Mr. Duval stalking Eloísa and Martha with nightdress 
María’s dialogue: “[Vampires] go out at night looking for young people’s blood which 
is their only food” 
Mr. Duval transforming into a bat and going to women’s bedrooms or approaching 
victims 
Mr. Duval screeching transformed into a bat 
Close up of the vampire’s fangs attacking 
Mr. Duval caresses the coat of arms on the coffin 
Mr. Duval takes a handful of soil 
Mr. Duval’s dialogue: “We both will go on forever. Enjoying the lost bliss […] we will 
impose on this region the power and dominance of the house of Lavud.” 
Shots of alternate montage of Mr. Duval’s look and a child 
Eloísa’s dialogue: “There is someone to buy [Mr. Duval] and [he] would pay […] 
handsomely” 
Eloísa’s dialogue: “Yes. But she is not coming down. She is too tired” 
Mr. Duval looks with complicity at Eloísa 
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CContent EExppression 
Mr. Duval’s dialogue: “Martha […] will be one of us the second time her blood goes 
into my body. And she will stay like that forever and ever. Thirsty for her own blood. 
Looking uselessly for it […] in other bodies. […] As you do. As I do and as everyone 
must.” 
Musical sequence formed by piano, violins and trombones indicating the presence 
and attack of the vampire 
Mr. Duval’s facial expression (open mouth showing the long fangs) 
Mr. Duval shakes Martha 
Mr. Duval carries Martha in his arms 

Lust Close up of Mr. Duval’s eyes and face stalking Eloísa and Martha 
Mr. Duval stalking accompanied by musical accents 
Shots of alternate montage of Mr. Duval stalking Eloísa and Martha with nightdress 
Mr. Duval transforming into a bat and going to the women’s bedroom 
Mr. Duval screeching transformed into a bat 
Close up of the vampire’s fangs 
Mr. Duval facial expression and body language (eyes wide open and smile turning the 
body and looking towards the location of Martha’s room) 
Mr. Duval’s dialogue: “Is the young woman with you already?” 
Mr. Duval’s dialogue: “Have you told her I want to buy Los Sicomoros?” 
Mr. Duval’s dialogue: “Martha […] will be one of us the second time her blood goes 
into my body. And she will stay like that forever and ever.” 
Musical sequence formed by piano, violins and trombones indicating the presence 
and attack of the vampire 
Mr. Duval dialogue: “Very pretty […]. It is a real pleasure to meet you, Miss. A delight 
for the eyes.” 
Mr. Duval carries Martha in his arms 
Mr. Duval’s facial expression at the attack (open mouth showing the fangs, tense face 
and fixed gaze) 

Domination María’s dialogue: “[Vampires] go out at night looking for young people’s blood which 
is their only food” 
Close up of the vampire’s fangs attacking 
Mr. Duval covering victims with his cape during the attack 
Mr. Duval caresses the coat of arms on the coffin 
Mr. Duval takes a handful of soil 
Mr. Duval’s dialogue: “We both will go on forever. Enjoying the lost bliss […]. We will 
impose in this region the power and dominance of the house of Lavud.” 
Mr. Duval gives order to the driver 
Zoom and close up of the fang marks on the victims’ neck with musical accents  
Musical sequence of violins and trombones during the vampire’s attack 
Eloísa’s dialogue: “There is someone to buy [Mr. Duval] and [he] would pay […] 
handsomely” 
Mr. Duval gives orders to Eloísa 
Mr. Duval’s dialogue: “Martha […] will be one of us the second time her blood goes 
into my body. And she will stay like that forever and ever. Thirsty for her own blood. 
Looking uselessly for it […] in other bodies. […] As you do. As I do and as everyone 
must.” 
Musical sequence formed by piano, violins and trombones indicating the 
achievement of the vampire’s attack 
Mr. Duval and Martha shake hands  
Mr. Duval stares at his victims 
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CContent EExppression 
Mr. Duval somatic expression (tense face, fixed gaze, clenching teeth and lips and 
wrinkled frown) 
Mr. Duval’s facial expression (open mouth showing the long fangs) 
Mr. Duval shakes Martha 
Mr. Duval carries Martha in his arms 

Waiting Mr. Duval’s dialogue: “Is the young woman with you already?” 

Deceit Mr. Duval’s explanation about the soil of Bakonia 
Mr. Duval looks with complicity at Eloísa 

Anger Mr. Duval’s threatening dialogue: “It will be a pity if she rejects my offer. A real 
pity.” 
Focus on Mr. Duval’s somatic expression (clenching teeth and lips) 
Mr. Duval somatic expression (tense face, fixed gaze, clenching teeth and lips) 
Mr. Duval’s facial expression (open mouth showing the long fangs and frowning) 
Mr. Duval shakes Martha 
Mr. Duval shows his fangs 
Brave blows of Mr. Duval’s sword 

Anxiety Mr. Duval changes his behavior and somatic expression (he tightens his cape, looks 
at Eloísa, observes the book on Dr. Enrique’s hands, stretches and strains his back, 
watches out of the corners of his eyes and clenches his teeth and lips) 
Mr. Duval runs rapidly to his coffin 

Fear Mr. Duval laughs and changes his facial expression when he is questioned: clenched 
teeth, fixed gaze and neck’s muscles contracted 
Mr. Duval changes his behavior and somatic expression (he tightens his cape, looks 
at Eloísa, observes the book in Dr. Enrique’s hands, stretches and strains his back, 
watches out of the corners of his eyes and clenches his teeth and lips) 
Mr. Duval’s somatic expression at seeing a cross of straw: he stops, opens his 
mouth showing the fangs, frowns and covers his face with his cape 
Mr. Duval’s facial expression facing the fire: raised eyebrows, open mouth showing 
the fangs and face tense 
Mr. Duval’s body language caused by the cockcrow and the sunrise: he runs 
covering his face from the sun’s rays 

Ambition Mr. Duval’s dialogue: “Martha […] will be one of us the second time her blood goes 
into my body. And she will stay like that forever and ever. Thirsty for her own 
blood. Looking uselessly for it […] in other bodies. […] As you do. As I do and as 
everyone must.” 

Pleasure  Mr. Duval dialogue: “Very pretty […] it is a real pleasure to meet you, Miss. A delight 
for the eyes.” 

Satisfaction Mr. Duval smiles when Martha faints 
Astonishment Mr. Duval turns rapidly 
Fury Mr. Duval’s facial expression (open mouth showing the long fangs and wrinkled 

frown and nose, tense face) 
Mr. Duval lances the sword towards Dr. Enrique 

Frustration Mr. Duval clenches his fangs and stares at Dr. Enrique 
Mr. Duval abandons the fight abruptly  

Pain Mr. Duval is pierced and screams  

Table 14: Verbal, visual and auditory features of the emergence of thymic effects in El vampiro 
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Figure 31: Presence of the vampire through objects and somatic expressions of other characters  

 Additionally, in El vampiro we also find scenes in which characters react to the 

presence of the vampire or there are objects which reveal the presence and identity of Mr. 

 
a 

 
b 

 
c 

A shipment with soil of Bakonia 
to Mr. Duval is an extratextual 
reference to Dracula who comes 
from Eastern Europe ( 2:39)  

Appearance of a sinister helper 
of the vampire with dark 
clothes (5:20) 

The vampire’s coffin (24:27) 

 
d 

 
e 

 
f 

A plaque with the name of the 
vampire Count Karol de Lavud, 
Mr. Duval’s brother, in the crypt 
of the hacienda (10:42) 

The servants María and Anselmo bless themselves when they look 
at the plaque of the vampire Count Karol de Lavud (e, 11:00 and 
f, 10:48)   

 
g 

 
h 

 
i 

A book about Count Karol de 
Lavud moves and falls revealing 
information about vampires in 
the hacienda (11:18) 

Fang marks on Martha’s neck 
reveal the vampire’s attack and 
its domination (51:44) 
 

Martha stays hypnotized by 
the look of Mr. Duval 
(1:01:52) 

 
j 

 
k 

Martha is horrified when she looks at Mr. Duval on 
the point of attacking (1:13:22) 

Aunt Teresa is scared when she reveals that Mr. 
Duval is a vampire (1:11:29) 
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Duval. This is the case of the focus of the camera on the servants Martha and Anselmo at 

the moment when they look at the plaque with the name of the vampire’s brother, Count 

Karol de Lavud, and they bless themselves (Figures 31d–f). Likewise, Martha and Aunt 

Teresa are visualized when they are hypnotized and/or scared by the presence of the 

vampire (Figures 31i–k). The film also highlights elements of the novel Dracula which are 

integrated into Nosferatu: a servant who helps the vampire to achieve its plans (to carry soil 

from Bakonia), a book about vampirism (Figures 31 b and g) and the focus of the camera 

on the vampire’s coffin and on the fang marks on the victim’s neck (Figures 31 c and h). A 

particular aspect of El vampiro is the combination of visual elements associated with 

vampirism according to scenes filmed in Nosferatu and Dracula as well as with myths about 

vampirism from Eastern Europe—an aspect explained in chapter 1—with elements of 

Mexican culture: catholic crosses of straw, a crucifix in Aunt Teresa’s hands as protection 

against evil things, the visualization of the servants blessing themselves when they see the 

name of an evil being (a vampire) and the carriage of the vampire’s servant (a typical means 

of transport used in rural areas of Mexico). 

 Summarizing, the construction of the figure of the vampire and its passion 

dimension is a result of a combination of mythical, literary and filmic influences with 

aspects of Mexican culture, especially religious references. The inclusion of these aspects 

puts the figure of the vampire as an element of transition between rural or religious 

beliefs—in which the vampire is considered as a monster—and the arrival of modernity 

represented by Martha and Dr. Enrique who try to resist—without success—the belief and 

intrusion of the vampire in their modern world. In order to introduce in this world or to 

try to recover a past of domination over Sierra Negra, Mr. Duval hides his vampiric nature 

and acts as a human being (clothes, somatic expressions and explanations or expression of 

ideas).  

55.2.4 The Thymic Dimension of Count Lavud 

Now we will show the series of narrative subsequences involved in the narrative programs 

of the vampire in order to analyze how the figure of Count Lavud and his passion 

dimension is constructed in the sequel El ataúd del vampiro through the increasing range of 

filmic elements. 
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Modalities of the narrative trajectory of Count Lavud 

NNP  AActant subject  MM  PProposition  VV  AA  
1a Count Lavud ¬ a to return to life by himself (1)  x 
 

 
h to obtain the help of someone (2) x  

 
NNP  AActant subject  MM  PProposition  VV  AA  
1b Count Lavud w/ h to maintain his existence (1) x  
 

 
¬ a to escape a lance (2)  x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
2 Count Lavud w/ h to have a servant (1) x  
 

 
h/ a to transform Barraza into a servant (2) x x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
3a Count Lavud w to revenge against Aunt Teresa (1) x  
 

 
¬ a to search for her (2)  x 

  h to demand Barraza for his help (3) x  
 

NNP  AActant subject  MM  PProposition  VV  AA  
3b Count Lavud w to revenge against Dr. Enrique (1) x  
 

 
¬ a to kill him (2)  x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
4a Count Lavud w/ h to obtain blood (1) x  
 

 
h/ a to search for a victim (2) x x 

  a to attack a little girl (3)  x 
 

NNP  AActant subject  MM  PProposition  VV  AA  
4b Count Lavud w/ h to obtain blood (1) x  
 

 
h/ a to search for a victim (2) x x 

  h/ a to stalk a young girl (3) x x 
  h/ a to follow her (4) x x 
  h/ a to transform into a bat (5) x x 
  h/ a to fly to her (6) x x 
  h/ a to attack her (7) x x 

 
NNP  AActant subject  MM  PProposition  VV  AA  
4c Count Lavud w/ h to obtain Martha’s blood (1) x  
 

 
h/ a to stalk her (2) x x 

  h/ a to hypnotize her (3) x x 
  h/ a to kidnap her (4) x x 
  ¬ a to suck her blood (5)  x 
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NNP  AActant subject  MM  PProposition  VV  AA  
5 Count Lavud w/ h to appropriate Martha (1) x  
 

 
h/ a to stalk her (2) x x 

  h/ a to hypnotize her (3) x x 
  h/ a to kidnap her (4) x x 
  h to suck her blood (5) x  
  h to transform her into a vampire (6) x  
  h to perform a ritual (7) x  
  ¬ a to keep her (8)  x 
  ¬ a to suck her blood (9)  x 
  ¬ a to transform her into a vampire (10)  x 

Table 15: Narrative subsequences of the narrative programs of Count Lavud 

In El ataúd del vampiro the vampire’s figure experiences different passions linked to 

the wanting to and the having to. On the one hand, the subject is guided by desire and need 

for blood and it is able to suck the blood of a little girl and a young woman (NP4a/b). On 

the other hand, the search for revenge against Dr. Enrique and the failure to appropriate 

Martha and her blood are related to the not being able to which produces passions such as 

impotence and frustration (1b(2), 3a(2), 3b(2), 4c(5) and 5(8–10)). Thus, in the first case, the 

modalization of the subject corresponds to a combination of (wanting to + being able to) 

have/do + (having to) have/be, as occurs in El vampiro. In the second case, the modal 

combination of impotence and frustration corresponds to (wanting to + having to) have/do + (not 

being able to) have/be. These modal features show how Orlok and Mr. Duval/Count Lavud 

have larger competences to overcome obstacles (posed by other subjects and the object of 

value mainly) and to achieve their goals in contrast with Beckert, who has limited 

competences, makes mistakes and whose suppression of desire and guilt are obstacles for 

himself. However, Beckert and Count Lavud are similar regarding their impotence to 

control an internal need which corresponds to losing control of their instincts and an 

obsession for the object of value. Thus, the less they can achieve something, the more they 

want to obtain it. 

 The search for dominating and the impotence of the subject are revealed through 

the number of modalities involved in each NP (see Figure 32). In most of them, desire and 

need drive the subject’s motivations and the being able to leads to actualization in NPs 1a, 2, 

3a and 4a/b. Conversely, a constant combination of having to, being able to and not being able 

to form part of NPs 1b, 3b, 4c and 5 (see Figure 32, yellow and green squares). The most 

frequent modalities linked to desire, need, impotence and frustration in the narrative 
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trajectory of the subject (see Figures 32 and 33) are concentrated in NP4b (the young girl’s 

blood), NP4c and NP5 (Martha and her blood). 

   
Figures 32 and 33: Frequency of modalities in each narrative program of Count Lavud and 
proportion of modalities in El ataúd del vampiro 

Figures 32 and 33 show that during the narrative trajectory of Count Lavud the 

frequency of the modalities having to and not being able to increases due to the major number 

of obstacles confronted by the vampire. Therefore, the relation of this modal frequency 

with the duration of each NP raises the following correlations between intensity and 

extension. The search for the main objects of value (revenge against Dr. Enrique, Martha 

and her blood) and the loss of existence are constructed through what Zilberberg calls a 

converse correlation, that is, a major modal intensity and a major duration: (+ intensity) + 

(+ extension). Likewise, during the film there are NPs which are necessary to continue the 

narrative trajectory and to initiate the search for the main objects of value (return to life, 

little and young girls’ blood, to have a servant and to exercise revenge against Aunt Teresa). 

In these NPs, we find a shorter modal frequency and a shorter duration which also implies 

a direct or converse relation: (- intensity) + (- extension) (see Table 16). 

 Table 16: Duration of each narrative program of the vampire in El ataúd del vampiro 

N
P1

a
N

P1
b

N
P2

N
P3

a
N

P3
b

N
P4

a
N

P4
b

N
P4

c
N

P5

NNP  BBeginning and end of each narrative program  DDuration of the narrative program  
NNP1a    1:49–19:35    17:46 
NNP1b  19:35–1:19:59 1:00:24 
NNP2  21:07–21:51      0:44 
NNP3a  21:35–45:22     23:47 
NNP3b  21:35–1:19:59    58:24 
NNP4a  22:19–25:30      3:11 
NNP4b  25:31–59:12    33:41 
NNP4c  59:13–1:15:43    16:30 
NNP5  25:47–1:17:22    51:35 
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 In order to continue the analysis of intensity and extension, we will now make some 

notes about the shot distances used in El ataúd del vampiro to visualize Count Lavud. In table 

17 we observe that Count Lavud is visualized in 12 scenes which correspond approximately 

to a fourth part of the film (34:51 minutes), which implies a greater presence of the vampire 

throughout the story than in Nosferatu and El vampiro.  

SSccenes in which 
CCount Lavud 
aappears  

TTimecode  Duration  LS  FS  TQS  MS  HSS  CU  
 
ECU  

Count Lavud’s 
coffin is brought 
to the hospital 

     8:54–9:00 
   15:58–17:49 

1:57  1  3 1 3  

Count Lavud 
comes back to life 

   18:44–20:55 2:11  2  1 6 7  

Count Lavud 
transforms 
Barraza into his 
servant 

   20:57–22:47 1:50 1 1 2 2  4 4 

Count Lavud 
attacks a little girl 

   24:56–25:41 0:45 1 1  3 1 1  

Count Lavud finds 
Martha 

   25:47–26:38 
   27:31–27:45 
   28:01–28:49 

1:53  1 1 2 3 6 3 

Count Lavud takes 
revenge against 
Teresa 

   40:25–45:44 5:19 1 1 1 9 1 5  

Count Lavud  
hypnotizes 
Martha  

   49:00–51:22 2:22 1   4  6 5 

Count Lavud 
returns to his 
coffin 

   51:23–51:50 0:27  2  1  1  

Count Lavud 
stalks and attacks 
a young girl 

   54:24–57:53 3:29 5 2 1 5 2 5  

Count Lavud 
hypnotizes 
Martha and puts 
his medallion on 
her neck  

1:01:10–1:04:55 3:45  6 2 8 1 1  

Count Lavud 
kidnaps and 
attacks Martha 

1:06:51–1:12:54, 
1:13:53–1:14:14, 
1:15:38–1:17:03 

7:48 12 14 5 2 6 1  

Count Lavud 
fights against Dr. 
Enrique and is 
destroyed 

1:17:09–1:20:12, 
1:20:48–1 :20:50 

3:05  8 2 18  8  

 Total  34:51  21  39  14  58  21  48  12  

Table 17: Scenes in which Count Lavud is visualized and their duration 
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In El ataúd, the vampire is introduced in an urban context, the night life of Mexico 

City, and the focus of the camera is on the action scenes through the use of full shots (39 

times) to capture the moment in which Count Lavud kidnaps Martha and, later, fights 

against Dr. Enrique. In addition, the full shot is used to visualize the moment in which the 

vampire tries to hypnotize Martha. In turn, the medium shot is the most used shot distance 

in all scenes, but with major frequency in scenes in which Count Lavud attacks a young girl, 

organizes his revenge against Aunt Teresa with his servant Barraza, hypnotizes Martha in 

the theater and fights against Dr. Enrique in the wax museum. As in El vampiro and M, the 

interaction of the protagonist with other characters is frequently shown through medium 

shots. 

 Likewise, in El ataúd the use of close ups is more constant and frequent (58 times) 

than in other films analyzed in this study and serves to capture different scenes and aspects: 

the moment in which Barraza takes the stake out from Count Lavud’s chest and the vampire 

returns to life, Count Lavud’s various facial expressions and emotions related to the meeting 

with Martha, the murder of Aunt Teresa, the attempt to hypnotize Martha, the stalking and 

sucking of blood of a young girl and the fight with Dr. Enrique when the vampire 

transforms into a bat. Likewise, unlike El vampiro and M, in El ataúd the extreme close up 

is used with more frequency (12 times) to focus on the medallion and the vampire’s eyes 

attempting to dominate Barraza and Martha. 

In addition, the scenes in which there is a major variety and number of shot distances 

are the action scenes: the persecution and sucking of blood of young girls, the kidnapping 

and attack of Martha and the fight against Dr. Enrique which finishes with the destruction 

of the vampire. The increasing use of varied shot distances to construct action scenes is 

also an effect of the use of alternate montage, as occurs in El vampiro, but with a higher 

frequency producing greater suspense and an increasing rhythm. These elements related to 

intensity and extension can be observed in Figure 34, which shows a graph of the frequency 

of the shot distances which serve to construct the figure of Count Lavud in El ataúd. 
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Figure 34: Shot distances used to capture the image of Count Lavud in El ataúd del vampiro 
throughout 12 scenes 

 
For the analysis of the temporal and distance elements which serve to explain a part 

of the intensity and extension in El ataúd, we will describe the verbal, visual and auditory 

features related to the construction of the passions of Count Lavud. Thus, we have to note 

that vampire films use a filmic resource to address the meaning of the resurrection of the 

vampire in the story, that is, a scene of the vampire’s hand coming out from the coffin 

which serves to alert the viewer of the association of the presence of the vampire with the 

sucking of blood and the damage to a community. This scene also appears in El vampiro and 

El ataúd del vampiro and such a resource becomes a reiteration which serves to link the focus 

of the camera on Count Lavud’s hand coming out from his coffin with greed and domination 

(19:35). This reiteration is also present in Nosferatu, as we have seen at the beginning of this 

chapter. When Count Lavud stands up, emerges from the shadows (19:57) and says to 

Barraza: “Neither you nor anyone can kill Count Lavud, Lord of life and death” (20:45) 

domination is revealed. After that, Count Lavud dominates Barraza through hypnotism and 

makes a pact with him when the vampire takes Barraza’s hand. A combination of elements 

such as a close up of Count Lavud’s face, eyes and fangs and his dialogue with Barraza 

reveals domination, among other passions (revenge, greed, dependence and impotence), as we can see 

below: 

Count Lavud: You will not die. I could not kill whom actually has been destiny’s hand 
which has returned me to life. But you will be linked to me and to my spell’s power […] My 
desire will be yours. My thoughts will be yours as if you are dead. My hypnotic force will provide 
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you life. I am here to revenge from those who a horrible night plunged my body into the 
stillness of the eternal nebula which they call death. Obey, obey, obey!”  

Barraza: Yes sir. 

Count Lavud: Call me Master. 

Barraza: Yes, Master. 

Count Lavud: From the sunrise to the twilight I must sleep with the sleep of death protected from 
the look of humans, hidden in my death bed […] the day is my enemy and under the cover of night I 
must go out looking for blood13 (21:07–22:19). 

 This dialogue, Count Lavud makes evident his control over Barraza and his desire 

for sucking blood (greed). These passions are emphasized by shots of Count Lavud moving 

his medallion and close up shots of his fixed gaze and fangs which are lighted from below 

while Barraza is filmed in darkness or with side lighting. A musical accent also emphasizes 

the showing of fangs related to the revelation of the sucking of blood which scares Barraza. 

Also, Count Lavud reveals his desire for revenge and his dependence on the coffin and the night 

to search for blood. In these cases, a close up of Count Lavud’s eyes (fixed gaze) and his 

facial expression (frowning, tense face and look aimed at the window indicating the sunrise) 

are combined with dialogues (“the day is my enemy”) referring to impotence to go out during 

the day and revenge against people who buried him in the past. The vampire’s revenge is 

confirmed by Aunt Teresa when she says that she, Dr. Enrique and Martha are threatened 

with death by Count Lavud (24:36). Likewise, her dialogue makes reference to the vampire’s 

greed and desire for dominating: “[Martha] is in danger. [Count Lavud] has attacked her once. 

He can transform her into a vampire.” (24:46). 

 Therefore, Count Lavud’s greed is predicted by the same musical sequence (violins 

and trombones) (25:03) and musical accents of brass (25:18) used in El vampiro to indicate 

his presence and attack. These sound effects are accompanied by the Count Lavud’s 

somatic expression while he approaches a little girl in the hospital (he walks slowly, stares 

at his victim and appears with open mouth showing his fangs, 25:18–25:35). Later, the 

marks of the vampire’s fangs confirm its domination (27:15). Suddenly, the little girl screams 

and Count Lavud is scared and leaves (25:30). His fear is shown through a musical accent 

and his facial expression (he stands up quickly and looks to the left and right). Later, Count 

Lavud discovers the presence of Martha and his astonishment is revealed through his facial 

                                                           
13 Our translation and italics. 
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expression captured by a head and shoulders shot (raised eyebrows and wide open eyes) 

and his dialogue: “You?” (25:51). Martha wants to scream, but he stops her with a sign from 

his right hand (25:54) and dominates her immediately using his medallion and staring at her 

with wide open eyes (26:00) while he says to her: “Sleep, sleep! I came for you and this time 

forever!” (26:34). Hypnosis’ effect on her is shown through alternate montage and shots of 

her sleepiness which satisfies Count Lavud and makes him smile. 

 Then, Count Lavud tries to put his medallion on Martha’s neck and says to her: 

“[…] You were destined to be mine. Eternally mine when I put this medallion on your 

neck. You will be eternally committed to connect your path with mine.” (27:31–27:46). This 

scene, which is repeated two times later, serves to construct four passions: greed, lust, 

domination and obsession in relation to the appropriation of Martha. This last passion, 

composed of the modal structure [(wanting to + having to) have + (not being able to) have)], is 

characterized by moments of waiting, stalking and frustration which lead to increase the 

subject’s desire and to put the revenge against Dr. Enrique in second place over a large part 

of the film. In this case, obsession implies a series of thymic micro-sequences whose 

reiteration increase the level of modal intensity. 

 Later, the appearance of Aunt Teresa and Dr. Mendoza in the wax museum leads to 

the accomplishment of a part of the vampire’s revenge. Count Lavud arrives at the museum 

and Barraza observes how the vampire transforms from a bat into a person. A low-angle 

shot emphasizes Count Lavud’s domination while Barraza, surprised and scared, says 

“Master!” and later he obeys the order of Count Lavud to kill Aunt Teresa. To do this 

Count Lavud says to Barraza: “She is my enemy” (40:50), then he observes with satisfaction 

how Barraza opens the door to Aunt Teresa and Dr. Mendoza (Count Lavud smiles and 

stares at Barraza). Meanwhile, Count Lavud makes himself invisible in order to deceive and 

kill Dr. Mendoza. In this case, Count Lavud’s somatic expression during the stalking, deceit 

and revenge corresponds to a quiet behavior: Count Lavud walks slowly, appears and 

disappears in the space. However, this body language changes immediately at the moment 

of the attack when he moves rapidly showing his fangs. Likewise, he uses his cape to 

embrace and hold his victim while the camera focuses on his movement with a low-angle 

shot to highlight the vampire’s domination.  
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Finally, a close up focuses on the satisfaction of the vampire through its facial 

expression: looking at the horizon, smiling and showing its fangs. In this scene the slow 

movements of Count Lavud and the way he looks up and down at Dr. Mendoza and Aunt 

Teresa’s blood, after she is killed by Barraza, reveal disdain (45:26). Such a passion is 

produced by the idea or belief of Count Lavud that he is powerful, invincible and superior 

to human beings. In this case, disdain is defined as “a feeling or show of superiority, refusal 

and dislike” (Collins Dictionary 2016) and its modal structure corresponds to [(knowing/ 

believing to) be superior + (not wanting to) be other/inferior)]. This behavior, considering 

cultural aspects, explains why the vampire does not confront Aunt Teresa, who within a 

macho mentality is considered as an inferior being—that is, she is a human being and an 

old woman and so Count Lavud delegates her destruction to Barraza. In contrast, Count 

Lavud only confronts or fights men in El vampiro and El ataúd. Actually, this behavior 

emphasizes that Count Lavud only searches for young women to suck their blood and to 

dominate them.  

 After killing Aunt Teresa and Dr. Mendoza, Count Lavud experiences greed for 

blood. His facial expression changes (wide open eyes and fixed gaze), his body language 

indicates that he is preparing to transform into a bat and to fly. At this moment a musical 

accent sounds emphasizing such a transformation (45:31–45:43). In the next scene, Count 

Lavud arrives at the hospital’s courtyard, stalks Martha, calls her telepathically and uses his 

medallion to hypnotize her. In this case, greed, lust and domination motivate the action of the 

subject and such passions are emphasized by low-angle shots, low-angle lighting, alternate 

montage, and a close up of Count Lavud’s eyes when he says to her: “Martha, Martha! I 

wait for you [greed and lust]. Go out of there [domination]. He is not watching you. Take this 

opportunity and go out. Obey! [domination]” (50:00–50:16). At this moment Dr. Enrique shakes 

Martha, she wakes up and Count Lavud is frustrated and gets angry. A mark of these passions 

is the change of his facial expression (he twists his mouth twice). Immediately after, the 

cock crows, the vampire is alerted and scared, so that he transforms into a bat and leaves 

(51:08–51:21).  

Later, outside the theater, Count Lavud is watching the poster with Martha’s 

photographs. This action is a mark of greed, lust and domination. Such passions subsequently 

motivate the search for another victim, the young girl of the café in front of the theater. In 
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this case, Count Lavud stares at the young girl and a low-angle lighting emphasizes his facial 

features (raised eyebrows and eyes wide open, 56:05). Thus, the emergence or permanence 

of these passions is shown through the vampire’s shadow, its transformation into a bat, its 

cape embracing the young girl, its fangs on her neck during the attack and the fang marks 

on her neck after the attack. Moments later, Count Lavud, motivated by the same passions, 

stalks Martha in the theater and stares at her hypnotizing her with the medallion. In this 

case, the vampire’s facial expression corresponds to domination (frowning and staring) while 

its dialogue reveals its greed and lust: “Take, I give you [this medallion] in the name of the 

ancestral rite of my ancestors which will marry us tonight [ad] eternum in the darkness’ 

ceremonial” (1:01:46–1:01:56). After putting his medallion on her, he express his desire for 

dominating saying: “I will make you go out from here without anyone noticing” and, then, puts 

a cape on Martha’s shoulders. Suddenly, Dr. Enrique approaches and Count Duval is scared 

which is expressed in his facial expression (raised eyebrows, clenching teeth and tense face), 

body language (he walks backward) and invisibility (1:02:29). Unlike El vampiro, in El ataúd, 

Count Lavud has considerable control of his impulsivity, his somatic expressions and his 

body language. Thereby shadows, lighting from below, low-angle shots, visual tricks to 

perform the supernatural powers of the vampire and dialogue are used with more frequency 

in order to replace the vampire’s expressivity.  

Finally, Martha’s performance begins and Count Lavud waits hidden in a loge for 

the best moment to kidnap her. Later, when she is carried to the scaffolds Barraza takes 

her. Only when the audience leaves the theater does Count Lavud approach to the scaffolds 

to kidnap Martha and to carry her to the wax museum. In this scene, his movements also 

are slow and controlled and he uses hypnosis to bring her without struggling. Count Lavud’s 

domination is shown again through a low-angle shot of the stairs, which he goes down 

carrying Martha. This scene is a reiteration of a stereotypical scene of Dracula (by Browning 

and Melford) and El vampiro. Quietly Count Lavud prepares the ritual and puts a ring on 

Martha’s finger—an action which can be interpreted as a sign of greed and domination. At the 

moment of the attack, greed and lust emerge again and such passions are evident in the 

vampire’s face (tense face, open mouth showing and opening the fangs shown with a close 

up) and body language (covering Martha with the cape) (1:15:39–1:15:58). Suddenly, Martha 

wakes up and runs away, so that Count Lavud gets angry (facial expression: raised eyebrows, 
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eyes wide open, wrinkled frown, and wrinkled nose) and runs anxiously behind her. He 

shakes her, but she pushes him. Such an anxiety is shown through shadows filmed from 

below in a corridor. Then, Count Lavud shakes Martha with fury again and with fast body 

movements, but Dr. Enrique hits and pushes him against a wall. Count Lavud falls and gets 

angry and furious. As a result, Count Lavud’s desire for revenge against Dr. Enrique emerges 

again. Thus, the vampire’s dialogue confirms revenge and anger: “Now you will know what it 

means to fight against a vampire” (1:17:20). Then Count Lavud’s disdain emerges again 

when he uses invisibility and laughs while his somatic expression changes: he stands up, 

extends his arms holding his cape and throws back his head laughing. These aspects also 

reveal defiance as a passion which motivates the action of the vampire. The modal structure 

of defiance corresponds to [(believing to) be/do + (wanting + having to) do)]. Accordingly, his 

domination over Dr. Enrique is indicated through low-angle shots which make Count 

Lavud’s figure larger than Dr. Enrique’s figure. After flying transformed into a bat, Count 

Lavud is not able to escape from a lance of Dr. Enrique which pierces him to the wall. His 

failure is shown through a shot of his arms weakening slowly (1:20:12). 

 Initially, the passions which drive the motivation of the subject in El ataúd are the 

same as those found in the films analyzed above. However, at the end, Count Lavud 

experiences other passions such as anger, fury and defiance. Now we will see how some of 

these thymic effects also appear in typical scenes which are constructed throughout the 

story and how they are manifested through a combination of visual, verbal and auditory 

features as we have already explained regarding the modal structure of Count Lavud’s 

passions. 

 
a 

 
b 

 
c 
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Figure 35: TS1 Sucking of blood  

Figure 36: TS2 Search for a servant (21:17–22:19) 

 
d 

 
e 

The camera focuses on Count Lavud’s somatic expression preparing to attack and then on the sucking 
of blood guided by greed and lust with a combination of close up and head and shoulder shots (a, 
25:36; b, 57:52; c, 1:15:44; d and e, 1:15:55–1:16:00) 

 
a 

 
b 

 
c 

Count Lavud hypnotizes and dominates Barraza to transform him into a servant. The vampire’s 
domination is emphasized through a close up which captures Count Lavud staring at Barraza and a 
close up of the paralyzed somatic expression of Barraza as he says: “Yes, sir” 

 
d 

 
e 

Domination and its increasing intensity are constructed through extreme close up shots of the 
vampire’s facial expressions: fixed and wide open eyes staring at Barraza and open mouth showing 
fangs to threaten Barraza 

 
a 

 
b 

 
c 

After looking at Martha’s 
photographs Count Lavud 
searches for a victim guided by 
lust and greed 

A low-angle lighting shot and 
under-lit reveal Count Lavud’s 
stalking 

Count Lavud follows the 
figure of the young woman 
with his look guided by his 
desire for blood 
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Figure 37: TS3 Stalking of the vampire (54:32–57:13) 

Figure 38: TS4 The vampire pursues its victims  

Figure 39: TS5 Destruction of the vampire (1:20:00–1:20:12) 

 
d 

 A long shot captures the growing vampire’s shadow covering the figure of the young woman as a 
mark of domination 

 
a 

 
b 

Long and full shots show the active role of the vampire when Count Lavud runs to pursue his victims 
and his cape is open like wings driven by greed, lust and desire for dominating a young woman and 
Martha (a, 57:09 and b, 1:16:28) 

 
a 

 
b 

Count Lavud is pierced by a lance. A close up 
focuses on the bat’s body transfixed on the image 
of beautiful young women 

The vampire’s failure is shown when the bat 
transforms again into Count Lavud already 
pierced and destroyed  

          
TS6a                                                     TS6b 

 
TS7 

The vampire is shown in his coffin with a stake through his chest 
(a, 15:59 and b, 18:45)  

Count Lavud in his coffin 
(51:42) 
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Figure 40: TS6–14 Typical scenes in which the vampire appears 

 

          
TS8a                                                    TS8b 

 
TS9 

The vampire cannot be destroyed as a common human being. 
Barraza shoots Count Lavud, but the vampire is invincible as 
observed in the immutable facial expression and the bullets which 
do not go through Count Lavud’s chest. A close up of the vampire’s 
chest reveals his power (20:24–20:32) 

Count Lavud’s invisibility 
through an effect of double 
exposure (1:03:40) 

  
TS10 

             
TS11a                                                 TS11b 

Count Lavud goes through 
walls (22:47) 

Count Lavud hypnotizes Martha and a close up of the hypnotizing 
medallion emphasizes the vampire’s domination  (26:00–26:35) 

           
                      TS12a                                                  TS12b 

 
TS13a 

Count Lavud’s telepathic and hypnotic powers to speak with 
Martha and to move objects. These powers are  emphasized with 
low-angle lighting creating a macabre effect and a close up  (49:21–
50:15) 

Transformation of Count Lavud 
into a bat to travel, to stalk, to 
escape and to fight (57:43) 

 
TS13b 

         
                       TS14a                                                   TS14b       

The bat’s image is shown 
through a close up of a real bat 
accompanied by the sound of a 
bat’s screech (1:17:44) 

Count Lavud kidnaps Martha and brings her to his lair  (1:10:33–
1:12:10) 
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Figure 41: Complementary somatic expressions of Count Lavud 

 
a 

 
b 

 
c 

Count Lavud returns to life, his 
somatic expression is 
controlled and his movements 
are slow (19:44) 

Lavud observes  Barraza quietly 
and approaches to control and 
hypnotize him (20:19) 

Disdain revealed through the 
controlled somatic expression 
of the vampire watching Aunt 
Teresa’s blood (45:21) 

         
d                                                           e 

 
f 

Fear and anxiety in Count Lavud’s facial expression when 
someone approaches the room in which he is sucking the little 
girl’s blood (25:38–25:40) 

Count Lavud caresses Martha’s 
hand and puts a ring on her 
finger before attacking driven by 
greed, lust and desire for 
dominating (1:14:10) 

         
g                                                            h 

 
i 

Count Lavud is in danger of being discovered by Dr. Enrique and 
tries to escape. The lighting from below emphasizes the vampire’s 
facial expressions of fear and anxiety for escaping (51:09–51:18) 

Count Lavud gets angry when 
Martha runs away: his face is 
tense, he clenches his teeth and 
shows his fangs (1:16:03) 

 
j 

Count Lavud challenges Dr. Enrique, displays his arms and cape and laughs out loud in order to control 
the situation (1:17:29) 
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The review of the different typical scenes and somatic expressions of the vampire 

and other characters shows that El ataúd del vampiro is constructed as an accumulation of 

recurrent features which also appear in Nosferatu, El vampiro, Dracula, among other horror 

films, and film noir or police films, as is the case of M. One of these elements is the repetition 

of typical scenes, such as the attack or sucking of blood, the search for an evil servant, 

stalking, the visualization of the vampire in his coffin, the display of a series of supernatural 

abilities—especially telepathic and hypnotic power and going through walls—and the 

destruction of the vampire. Even though in M the criminal Beckert has no supernatural 

powers, he is capable of using other human abilities in order to deceive children and to 

obtain victims—two objectives that the vampire also pursues.  

Likewise, in El ataúd the number of typical scenes increases. We find 14 typical 

scenes in comparison to 8 in Nosferatu, 5 in M and 9 in El vampiro. Such an increase 

corresponds to the inclusion and reiteration of scenes which show the abilities of the 

vampire and other scenes which become recurrent in El vampiro and El ataúd. In relation to 

supernatural powers we find the visualization of abilities which also appear in Nosferatu and 

El vampiro: the vampire goes through walls (TS10), telepathic communication with Martha 

(TS12)—which Count Lavud only establishes with Aunt Eloísa in El vampiro—and the 

transformation of the vampire into a bat (TS13a/b). Likewise, there are new supernatural 

powers included in the film—considered in vampire myths and literature—, as for example 

the hypnotizing of Barraza and Martha (TS2a–c and Ts11), the invisibility of the vampire 

(TS9) and the impossibility of destroying the vampire with bullets (TS8a/b). 

In turn, there are other typical scenes which are new or present some variations in 

this filmic sequel: the pursuing of victims (the young woman and Martha, TS4a/b), the 

moment in which Count Lavud kidnaps Martha and brings her to the wax museum 

(TS14)—reiteration of a scene in Dracula—and the destruction of the vampire with a lance 

piercing Count Lavud to the wall in order to show the transformation from bat into a 

person (TS5a/b). This transformation is shown through double exposure and it is similar 

to the transformation of Aunt Eloísa into a skeleton in El vampiro. Another typical scene 

constructed in El ataúd is the focus of the camera on the vampire’s corpse with a stake 

through its chest at the beginning of the film. This scene became a reiterative scene in 

subsequent Mexican vampire films which served to justify the return of the vampire and 
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different remakes. As a result, this typical scene was related to the appearance of a man 

who, for ambition or mistake, takes the stake out of the vampire’s chest and becomes a 

servant of the vampire or is killed by the vampire. In this case, the reaction of the vampire 

is linked to domination. Thus, each typical scene is related to the continuous emergence of 

specific passions, as for example greed, lust, domination or deceit, among others, which are 

constructed with specific combinations of verbal, visual and auditory elements. For 

example, in TS3c Count Lavud feels lust for the young woman of the café and the 

combination of elements of such a passion is: 

Count Lavud’s look at the young woman’s back + Count Lavud’s somatic expression: 
fixed gaze, arched eye brows and head leaned forward + side light from right illuminating 
the focus of Count Lavud’s attention + soft violin music + repetition of a similar scene to 

the previous man watching the back of an unknown woman 

Likewise, in TS3d, the shadow of the vampire is combined with other elements to 

show the desire for dominating of the vampire: 

Big shadow of the vampire’s cape projected on the wall covering the figure of the young 
woman + lighting from below + full shot covering the totality of the image of the shadow 

+ musical change: violins play faster 

These examples show that the typical scene TS3, the stalking of the vampire, is 

composed of a series of passions which, in turn, are composed of a series of features which 

can be visual, auditory and verbal if, for example, a narrator, the vampire or some characters 

say what Count Lavud searches for. A summary of these aspects is given in table 18. This 

shows that the passions of the figure of the vampire are mainly exposed through visual 

elements which correspond to the form in which the image of the vampire is constructed 

(clothes, facial expressions, body language and movements in the space) in combination 

with elements of filmic montage (shot distances, lighting, music and set composition). 

 In relation to the somatic expressions and the thymic effects of Count Lavud, we 

can note that in El ataúd the vampire’s facial expressions and body language are increased 

according to the numerous actions scenes and typical scenes of the vampire included in the 

film. This means that unlike the other films considered in this study, the different passions 

of the vampire (see Table 18) lead in most cases to action scenes (to pursue victims, to flee 

transformed into a bat or to begin a fight) or to changes of scene and set in which the 

vampiric figure has a more active role. This is the case of the reiterative intent of Count 
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Lavud to approach Martha and to hypnotize her—without success. This produces the 

change of focus of the camera from the vampire’s actions to the actions of other characters 

who are affected by the appearance of Count Lavud. As a consequence, the vampire has to 

react and to move quickly.  

Likewise, in El ataúd there is an attempt to introduce the vampire in different urban 

settings such as a hospital, a wax museum, a street and a theater. This also leads to the 

constant change of scene giving a major rhythm to the film and the figure of the vampire. 

An example of this continuous movement is the scene of the vampire pursuing the young 

woman. In this case, the lighting from below helps to project Count Lavud’s cape on the 

wall when he runs creating a large shadow and the idea that his cape functions as wings 

before his transformation into a bat. Besides lighting, alternate montage focuses constantly 

on the different somatic expressions of the vampire and its movements creating the 

impression that there is a constant change of passion states. Thus, filmic features are again 

combined with the increasing number of verbal, visual and auditory features revealing the 

vampire’s passions. We summarize these elements in table 18. 

CContent EExpression 
Greed  Count Lavud’s hand coming out from his coffin 

Count Lavud’s dialogue: “I must go out looking for blood” 
Close up of Count Lavud’s fangs with a musical accent 
Aunt Teresa’s dialogue: “[Martha] is in danger. [Count Lavud] has attacked her once. 
He can transform her into a vampire” 
Vampire’s musical sequence and sound effects of El vampiro and El ataúd del 
vampiro 
Count Lavud’s somatic expression approaching a little girl (walking slowly, staring at 
the victim and open mouth showing the fangs) 
Count Lavud’s dialogue: “[…] You were destined to be […] eternally mine when I put 
this medallion on your neck. You will be eternally committed to connect your path 
with mine” 
Count Lavud putting his medallion on Martha’s neck 
Count Lavud preparing to transform into a bat 
Count Lavud’s telepathy 
Low-angle lighting focused on Count Lavud 
Count Lavud’s dialogue: “Martha, Martha! I wait for you” 
Count Lavud looking at Martha’s photographs 
Count Lavud’s shadows 
Count Lavud transforming into a bat  
Count Lavud’s cape embracing his victim 
Count Lavud’s fangs on his victim’s neck 
Fang marks on victims’ neck 
Count Lavud’s stalking 
Count Lavud putting a ring on Martha’s finger 
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CContent EExpression 
Count Lavud’s attack (close up of the facial expression: tense face, open mouth 
showing and opening the fangs, and body language: covering Martha with the cape) 
Count Lavud kidnaps Martha 

Domination Count Lavud’s hand coming out from his coffin 
Count Lavud emerging from shadows 
Count Lavud’s dialogue: “Neither you nor anyone can kill Count Lavud, Lord of life 
and death” 
Count Lavud’s hypnotism through his medallion and eyes 
Count Lavud takes Barraza’s hand 
Close up of Count Lavud’s eyes and face staring at his victim / servant 
Count Lavud’s dialogue: “You will be linked to me […] My desire will be yours. My 
thoughts will be yours” 
Count Lavud’s dialogue: “Obey, obey, obey!” 
Count Lavud’s dialogue: “Call me Master” 
Aunt Teresa’s dialogue: “[Martha] is in danger. [Count Lavud] has attacked her once. 
He can transform her into a vampire” 
Count Lavud’s somatic expression approaching a little girl (walking slowly, staring at 
the victim and open mouth showing the fangs) 
Count Lavud’s making a sign stop with his right hand 
Count Lavud’s dialogue: “Sleep, sleep! I came for you and this time forever!” 
Count Lavud’s dialogue: “[…] You were destined to be […] eternally mine when I put 
this medallion on your neck. You will be eternally committed to connect your path 
with mine” 
Count Lavud putting his medallion on Martha’s neck 
Low-angle shots of Count Lavud 
Count Lavud giving orders to Barraza 
Count Lavud’s attack  
Count Lavud’s telepathy 
Low-angle lighting focused on Count Lavud 
Count Lavud’s dialogue: “Go out of there. […] Take this opportunity and go out. Obey! 
Count Lavud’s shadows 
Count Lavud transforming into a bat 
Count Lavud’s cape embracing his victim 
Count Lavud’s fangs on his victim’s neck 
Fang marks on victims’ neck 
Count Lavud’s dialogue: “Take, I give you [this medallion] in the name of the ancestral 
rite of my ancestors which will marry us tonight [ad] eternum in the darkness’ 
ceremonial” 
Count Lavud’s dialogue: “I will make you go out from here without anyone noticing” 
Count Lavud puts a cape on Martha’s shoulders 
Count Lavud putting a ring on Martha’s finger 
Count Lavud kidnaps Martha 

Revenge  Count Lavud’s dialogue: “I am here to revenge […]” 
Aunt Teresa’s dialogue: “Martha, Dr. Enrique and me are threatened with death” 
Count Lavud’s attack  
Count Lavud’s dialogue: “Now you will know what it means to fight against a 
vampire” 

Dependence Count Lavud’s dialogue: “I must sleep […] protected from the look of humans, hidden 
in my death bed” 

Impotence Count Lavud’s dialogue: “The day is my enemy” 
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CContent EExpression 
Count Lavud’s facial expression (frowning, tense face and fixed gaze at the sunrise 
through the window 

Lust Aunt Teresa’s dialogue: “[Martha] is in danger. [Count Lavud] has attacked her once. 
He can transform her into a vampire” 
Count Lavud’s dialogue: “[…] you were destined to be […] eternally mine when I put 
this medallion on your neck. You will be eternally committed to connect your path 
with mine” 
Count Lavud putting his medallion on Martha’s neck 
Count Lavud’s telepathy 
Low-angle lighting focused on Count Lavud 
Count Lavud’s dialogue: “Martha, Martha! I wait for you” 
Count Lavud watching Martha’s photographs 
Count Lavud’s shadows 
Count Lavud transforming into a bat 
Count Lavud’s cape embracing his victim 
Count Lavud’s fangs on his victim’s neck 
Fang marks on victims’ neck 
Count Lavud’s stalking 
Count Lavud kidnaps Martha 
Count Lavud’s attack (close up of the facial expression: tense face, open mouth 
showing and opening the fangs, and body language: covering Martha with the cape) 

Fear Musical effect 
Count Lavud’s somatic expression when the little girl screams (rapid standing up and 
looking to the left and right) 
The cockcrow 
Count Lavud escaping transformed into a bat 
Count Lavud’s facial expression (raised eyebrows, clenching teeth and tense face) 
and body language (walking backward) 
Count Lavud’s invisibility 

Astonishment Count Lavud’s facial expression (raised eyebrows and wide open eyes) 
Count Lavud’s dialogue: “You?” 

Satisfaction Count Lavud’s smile 

Obsession Count Lavud’s dialogue: “[…] You were destined to be […] eternally mine when I put 
this medallion on your neck. You will be eternally committed to connect your path 
with mine” 
Count Lavud putting his medallion on Martha’s neck 

Deceit Count Lavud’s invisibility  
Disdain Count Lavud looking up and down the others 

Count Lavud’s invisibility 
Count Lavud laughing  
Count Lavud’s somatic expression: he is stand up, extends his arms holding his cape 
and he throws back his head laughing 

Frustration  Count Lavud’s facial expression (twisting the mouth twice) 
Anger  Count Lavud’s facial expression (twisting the mouth twice) 

Count Lavud’s facial expression (raised eyebrows, eyes wide open, wrinkled frown 
and wrinkled nose) 
Count Lavud shakes Martha 
Count Lavud’s rapid gestures 
Count Lavud is pushed against the wall 
Count Lavud falls 
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CContent EExpression 
Count Lavud’s dialogue: “Now you will know what it means to fight against a 
vampire” 

Anxiety Count Lavud runs behind Martha 
Count Lavud shakes Martha 
Low-angle shots of Count Lavud’s shadows 

Fury  Count Lavud shakes Martha 
Count Lavud’s rapid gestures 
Count Lavud is pushed against the wall 
Count Lavud falls 

Defiance Count Lavud’s somatic expression: he stands up, extends his arms holding his cape 
and throws back his head laughing 

Failure Count Lavud is pierced in the wall and his arms weakening slowly 

Table 18: Verbal, visual and auditory features of the emergence of thymic effects in El ataúd del 
vampiro 

As in El vampiro, in El ataúd we found a larger series of verbal, visual and auditory 

elements associated with the emergence of Count Lavud’s passions, some of which are 

integrated into typical scenes. Likewise, we found that the presence of the vampire is 

evident through somatic expressions of different characters and objects (see Table 60). 

Some of these scenes became typical within horror films, especially in Mexican horror films 

of the 1950’s and 1960’s. In this regard, the unearthing of the vampire’s coffin also became 

a typical scene associated with the presence or the imminent return of the vampire. 

 
a 

 
b 

 
c 

A close up reveals the 
vampire’s tomb at the 
beginning of the film (1:49)  

Barraza and Dr. Mendoza open 
the vampire’s tomb and take out 
its coffin (3:14)  

Dr. Mendoza looks at the 
reflection of the vampire’s face 
in a mirror  (3:43) 

 
d 

 
e 

 
f 

Aunt Teresa is scared when she finds the vampire’s coffin because 
it represents the dangerous return of the vampire (d, 4:09 and e, 
42:58) 

Martha is scared and screams 
when she sees Count Lavud 
(25:52) 
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Figure 42: Presence of the vampire through objects and other characters 

At the beginning of the film a close up of the vampire’s tomb reveals the presence 

of the vampire (see Figure 42a) and subsequently Barraza and Dr. Mendoza unearth Count 

Lavud’s coffin (see Figure 42b). As in the case of the focus of the camera on the fang marks 

(see Figures 42 g and h), the unearthing of the vampire’s coffin became a typical scene in 

subsequent Mexican films as well. Usually, this scene led to the moment in which a 

character took out the stake from the vampire’s chest. In this regard, some typical scenes 

are enchained and reiterative in vampire films. Likewise, a new element included in this film 

to justify the presence of the vampire in the city is the intention of Dr. Mendoza of 

performing experiments with the supposed vampire’s corpse. This is revealed when Dr. 

Mendoza puts a mirror in front of the vampire’s head to show that even if the corpse is 

uncorrupted the mirror reflects a skeleton which the doctor interprets as a medical mystery 

(see Figure 42 c). 

Finally, as in the other films analyzed in this study, the presence of the vampire is 

revealed through the somatic expressions of other characters, as occurs with the shots of 

Martha in the hospital, Dr. Enrique fighting against Count Lavud in the wax museum and 

Aunt Teresa discovering the theft of the vampire’s coffin and, later, the place where the 

coffin is hidden (see Figures 42 d–f and i). These characters are horrified by Count Lavud, 

but Aunt Teresa does not see him directly. She only discovers that the coffin is unearthed 

and this implies the imminent return of the vampire, so that she tries to stop the theft and 

to destroy the vampire again, as in the past, but she fails. In this case, the object, the coffin, 

associated with the dangerous vampire, evades Aunt Teresa and Dr. Enrique, who, later, 

discovers that the coffin is empty in the hospital.  

 
g 

 
h 

 
i 

Fang marks reveal the presence of the vampire in the city (g, 27:15 
and h, 59:00) 

Dr. Enrique’s facial expression 
when he fights against Count 
Lavud (1:19:57) 
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55. 2. 5 Summary and Overview of the Thymic Dimension of the Figure of the Vampire 

Thus, throughout the study of the thymic dimension of Nosferatu, M, El vampiro and El ataúd 

del vampiro we have analyzed how within narrative programs related to the obtaining and 

loss of different objects of value there are narrative subsequences associated with 

modalities, correlations of intensity and extension in terms of modality, duration and shot 

distances, and the manifestation of thymic effects through somatic expressions and typical 

scenes. This review allows us to see the establishment of narrative and passion structures 

which are more or less fixed and so help to construct the figure of the vampire and the 

criminal guided by sexual desire. Regarding these features, we will make some last remarks 

in order to compare the verbal, visual and auditory elements involved in the construction 

of passions in the four films analyzed.  

Passion  Nosferatu  M  El vampiro  El ataúd del vampiro  
Acceptance  x   
Ambition x  x  
Anxiety x x x x 
Anger   x x 
Astonishment   x x 
Compulsion x    
Deceit  x x x 
Defiance    x 
Denial  x   
Dependence x   x 
Desperation  x   
Disdain    x 
Domination x x x x 
Failure x   x 
Fear x x x x 
Frustration  x x x 
Fury   x x 
Greed x  x x 
Guilt  x   
Impotence  x  x 
Impulsivity  x   
Lust  x x x 
Obsession    x 
Pain   x  
Pleasure   x  
Revenge    x 
Satisfaction x x x x 
Terror  x   
Waiting x  x  
Yearning x    

Table 19: Summary of passions of the narrative trajectory of Orlok, Beckert, Mr. Duval und Count 
Lavud 
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 According to table 19, the common passions which relate the vampire and the 

criminal in the films of this study are anxiety, fear, domination and satisfaction. Anxiety is 

experienced by the characters for three reasons: 1) the character is in danger of being 

destroyed, captured or detected as a criminal or a supernatural being, 2) the character is not 

able to control his lust or impulses, and 3) the character pursues his victims. In turn, the 

character is scared when he is in danger of being destroyed or captured by an object or a 

person. In this case, the letter “M” on Beckert’s back or the contact with beggars and 

criminals who pursue him and objects such as a cross, fire, sunrise, the cockcrow and the 

questions or presence of humans (Dr. Enrique and Aunt Teresa) are all elements which 

function as warning signs for the vampire. As a result, the character tries to deceive other 

characters or tries to flee running quickly, using his invisibility or transforming into a bat in 

order to hide. 

 Domination, as we have described, appears as a desire for dominating and as an achieved 

control over other characters. In this case, domination is a desire when the character 

approaches his victims, asks others to obtain something, arrives at some place, makes verbal 

threat, tries to attract his victims, touches or tries to touch the hand or another part of the 

body of his victims, stares at his victims, forces his victims to come with him, emerges from 

a hidden place, communicates telepathically with his victims or helpers, transforms into a 

bat and gives some object to his victims. Likewise, domination is achieved when the character 

attacks and sucks the blood of his victims, gives orders, produces fang marks, invades the 

space with his shadow, kills people, is shown through low-angle shots and low-angle 

lighting, is shown through a close frame, scares other characters, enters or invades victims’ 

houses, embraces his victims, kidnaps his victims, obtains some object (the purchase 

contract, soil, etc.) and hypnotizes the other. 

  In sum, domination is developed in two moments. An initial phase in which the 

characters use different abilities to control their victims and other characters and a phase 

of process and achievement of such a control. If the character achieves his objective, he 

experiences satisfaction. This passion is evident through a series of verbal, visual and auditory 

features, but in some cases the obtaining of satisfaction is implicit. In the case of the vampire 

films the camera focuses on the somatic expressions of the character who smiles, 

straightens his body and leaves while his shadow moves back. In the case of M, satisfaction’s 
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marks are metaphoric or implicit through the image of a ball rolling on the grass or the 

newspapers giving notice of the crimes perpetrated by Beckert. Conversely, the 

impossibility to initiate and/or to achieve domination over others produces anxiety and fear in 

the vampire and the criminal.  

In addition, desire for dominating is frequently combined with greed, lust and, in some 

cases, ambition according to the specific objects of value of each character. This coincides 

with several textual features: 

 the fang marks and the vampire’s shadow invading the space or approaching the 
victim in Nosferatu 

 the criminal’s shadow approaching a victim and covering objects 
 the criminal speaking to his victims, giving objects to them and bringing them to 

other places in M 
 the vampire’s stalking shown through alternate montage 
 the transformation into a bat to approach to the victims 
 a close up of the vampire’s fangs attacking 
 the vampire’s dialogues about its victim’s blood and possession 
 the vampire’s facial expression: open mouth showing the long fangs 
 the vampire bringing its victims to other places in El vampiro 

Besides the features which appear in El vampiro, there are also other textual features 

integrated into El ataúd del vampiro in an increasing range: 

 warning dialogues of other characters concerning the vampire 
 the vampire’s somatic expression approaching a victim: walking slowly, staring at 

the victim and open mouth showing the fangs 
 the vampire’s orders to its victims and other characters 
 the vampire putting or giving an object to its victim 
 the vampire’s telepathy 
 the vampire looking at its victims 
 the vampire’s shadows 
 fang marks 
 low-angle lighting focused on the vampire 
 the vampire’s somatic expression during the attack: close up of the tense face, 

open mouth showing and opening the fangs and embracing and covering the 
victim with the cape 

All these elements allow us to see that determinate textual features construct various 

thymic effects at the same time. Likewise, thymic or passion “durativity” is also indicated 
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by the larger number of verbal, visual and auditory features which reveal the major presence 

of domination, greed, and lust in comparison with other passions. 

In turn, passions such as yearning, pleasure, deceit, impulsivity, compulsion, anxiety, revenge, 

disdain, defiance and obsession emerge through similar or other textual features corresponding 

to (micro)actions which encourage, complete or contribute to obtaining the main objects 

of value (cf. tables 6, 10, 14 and 18). Conversely, passions such as dependence, impotence, waiting, 

astonishment, frustration, anger, fury, denial, desperation, terror and also anxiety emerge as a result 

of the series of obstacles which appear when attempting to achieve objects of value. 

However, these passions also serve as an impulse to continue or initiate again the search 

for obtaining the objects of value. Finally, guilt, acceptance, failure, satisfaction and pain are 

passions resulting from the realization of the action, that is, the complete performance of 

the narrative action through obtaining or loss of the object of value.  

Finally, the comparison of the series of features which reveal the emergence, 

duration and finalization of a thymic effect allow us to see how vampire films and the crime 

film of this study are focused on the showing of the elements which motivate and maintain 

the narrative action. Likewise, the motivation and performance of the action are especially 

based on the increasing development of certain passions. This means that among the 

different passions experienced by the vampire and the criminal only some of them appear 

as a permanent passion state of the subject while others, as for example, fury, danger, waiting, 

denial and desperation, among others, are intermittent in relation to their continuity or are the 

result of the achievement or the impossibility to obtain a certain object of value.  

 

 




















































































