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ENTERING the TOWN 

"You people. You get off the highway from whatever big city, bringing all your sick 
problems with you." 

-Cybil Bennett, Silent Hill (2006) 

A mysterious game known originally as P. T began circulating on the Sony 

PlayStation Network in August 2014. The title art shows bright green grass and a 

collection of black cottonwood trees; in white, cryptic letters sits the title P. T The game 

begins in a dark, cement room. From a first-person perspective, 1 the player navigates 

through the door and into a domestic hallway: pictures hang on the walls, plants stand in 

corners, a digital clock blinks, family photos sit on a table, a teddy bear lays on the floor. 

Down the way, a radio news story can be heard, describing horrific murders committed by 

fathers. The player walks forward, past a closed door, a wedding photo, an entryway and 

a hat stand, down cellar steps and through the door to discover-the same hallway. 

Excitement buzzed around the mysterious arrival of a game that had previously had zero 

publicity, but by successfully traversing the haphazard labyrinth hallway of the game, 

players were rewarded with a huge announcement: PT was actually a playable technology 

demonstration of the upcoming Silent Hills, created by video-gaming master Hideo 

Kojima (Metal Gear Solid series), fantasy and horror filmmaker Guillermo del Toro 

(Pan's Labyrinth [2006], Pacific Rim [2013]), and television's Norman Reedus (The 

Walking Dead [2010]). Together, these three artists from differing media have begun 

crafting the revitalization of the survival horror video game genre. 

This trend should not come as a total surprise, however. Since their inception, 

video games have been drawing from other forms of visual media, such as plays, films, 

1 Much like fiction, first-person perspective in a video game shows the world from the point of view of the 
primary protagonist. 
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and television, which were all altered by each other as well. What is new, however, is 

how video games have also become influential works for these other media. As these 

many media forms have grown together, perhaps the strongest influences have been seen 

through the adaptation process across media, which I will refer to as transmedial 

adaptations, such as Silent Hill the video game becoming Silent Hill the film. This method 

involves works in varying media that are related in a substantial way to one another.2 This 

definition, while somewhat vague, allows for many different aspects of adaptation. 

Instead of focusing solely on literature and film, it allows cultural items like candy, jigsaw 

puzzles, board games and video games to be viewed as adapted works. Creators must 

reconcile what does and does not work from their source material with their new work as 

they pull from the various media in transmedial adaptation. As franchises engage with 

transmedial adaptation, a phenomenon I am referring to as reflexive adaptation is 

established. This is exactly what has occurred with the Silent Hill franchise, which 

consists of a video game series as the original source material and a separate film series 

that largely drew from the canon established within the games, although it is important to 

note that these two series do exist separately from one another. While other media have 

been drawing from video games more and more, very few franchises have been successful 

in maintaining either a transmedial reflexive adaptation process or simply a multi-modal 

franchise in general. The new 2014 Silent Hills development team consists of names from 

2 Although this article will focus on transmedial adaptation, I would like to offer a definition of isomedial 
adaptations, which occur across a single media form. This form of adaptation is becoming increasingly 
popular as classic popular culture works are being re-made and re-booted for modern audiences. Silent Hill: 
Shattered Memories (2009) can be considered an isomedial adaptation, as it is a remake of the original 1999 
Silent Hill. The original Silent Hill was released on Sony PlayStation I, while Silent Hill: Shattered 
Memories was created solely for the Nintendo Wii. Not only did the narratives differ slightly, but so did the 
technology and game mechanics. For this paper, I am considering video games as an all-encompassing 
media form, regardless of console generation. Furthermore, my research will not be focusing on isomedial 
adaptation forms. 



the video game, film and television industries, demonstrating the power of media 

convergence. By working between these two media forms and through transmedial 

adaptation over time, a reflexive adaptation process emerges, in which each medium 

begins to reflect the key characteristics and genre style of other media. 
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This paper will focus primarily on the process of the Silent Hill franchise to 

discuss relationships in adaptation, genre, and media representation. To investigate the 

very complex dynamic that exists between genre-driven transmedial adaptation and the 

development of genre as a form, I will be focusing primarily on the horror genre, formally 

and thematically, and specifically how it relates to two media forms: film and the video 

game. Fom1ally, the horror genre consistently contains similar conventions that can be 

presented differently in various media. It is through transmedial adaptation that the 

distinct formal mechanics of each medium become apparent. Thematically, the horror 

genre tends to present sex as a dangerous threat; however, the survival horror video game 

genre presents two arguments: sex and sexual activity is a threat to the family but also the 

family is a threat to sex, physical pleasure and satisfaction as well as personal 

identity. This contradiction initially placed the video game genre without a way to resolve 

this dilemma. By focusing on the relationship between the thematic consistencies in the 

Silent Hill franchise, I will demonstrate how transmedial adaptation has led to the process 

of reflexive adaptation, which has resulted in the development of the survival horror video 

game genre, which allows the games to resolve the thematic conflicts of sexuality and 

family. 

Silent Hills, as the ending sequence of P. T announced, will be the eleventh 

addition to the Silent Hill survival horror video game franchise. This franchise presents an 
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ideal candidate for the study of reflexive transmedial adaptation because of its 

phenomenal longevity; the series began in the mid-90s and has been continuous since. 

The first game, Silent Hill (1999) is commonly considered one of the most successful 

survival horror video games. Additionally, the game draws from multiple cultures: 

created by a Japanese company trying to emulate the American horror film genre that was 

itself eventually adapted into an American horror film. 3 Typically, games of the franchise 

take place in the fictitious American tourist town of Silent Hill on Toluca Lake. Each 

game presents a protagonist searching for something, often a lost family member. The 

first game in the series, Silent Hill (1999) followed Harry Mason, a father looking 

desperately for his daughter following a car accident near the town. The third game, Silent 

Hill 3 (2003) is a direct sequel to the first game and followed Heather Mason as she 

traveled through Silent Hill to avenge her father Harry's murder. These two games, along 

with Silent Hill 2 (2001) and sometimes Silent Hill 4: The Room (2004),4 are often 

considered the core games, although there are many more.5 As players and protagonists 

inevitably discover, the town is abandoned and populated almost entirely by dangerous 

monsters they must fight or run away from in order to survive. Venturing further into the 

town inevitably reveals the town's darker, more threatening form, referred to as The 

Otherwor Id. 

3 Longtime series composer, Akira Yamaoka, confirmed the inspiration for Silent Hill in a magazine article 
discussing future Silent Hill games following the development team's move to the United States: "'It's 
funny, because the original Silent Hill was our attempt at making classic American horror through a 
Japanese filter ... and now with SH5, it's an American take on a Japanese-filtered American horror"' 
(Bettenhausen 73). 
4 Silent Hill 4: The Room is a unique addition to the SH franchise because it was originally intended as a 
stand-alone survival horror video game. Due to conflicts in production, it was re-branded and marketed as 
the fourth installment of the SH series. 
5 Although considered games central to the series, neither Silent Hill 2 nor Silent Hill 4: The Room will be 
thoroughly considered in this paper because they were not part of the reflexive transmedial adaptation 
process. 



5 

While the first four games of the franchise were very popular, it would not be until 

seven years after the first game's release that Konami would allow a film adaptation of the 

series, despite Capcom's successful release of another survival horror series, Resident Evil 

in 2002. The first film, Silent Hill (2006) is based upon the first game, and follows a 

young adoptive mother as she searches the abandoned town, searching for her daughter. 

After this film, five other games were released that drew upon the new action elements 

and horror conventions the film created. In 2012, six years after the first film's release 

and almost a decade after its source material of Silent Hill 3 (2003), a second film titled 

Silent Hill: Revelation (2012) was released. 

Throughout the transmedial adaptations of works within the Silent Hill franchise, 

there exists a tense and irreconcilable relationship between family and familial 

expectations as opposed to individuality and sexual desire. In the early games, this 

tension is never remedied. The first film attempts to resolve this issue, but cannot because 

of its close relationship to the source material. Over time, however, games in the series 

drew from the themes and formal characteristics from the adapted film, specifically action 

genre elements, as part of a reflexive adaptation process. Thus, the later games began to 

utilize more action conventions, resulting in the emergence of the action survival horror 

video game genre as an attempt to resolve the strained moral exchange between family 

and individuality. This development in fact provides the resolution to the tormented 

dichotomy between sexuality and family. 

While the early Silent Hill games used formal elements to create the psychological 

horror aspects of the genre during the golden era, these formal elements have changed 

through technological development as well as transmedial influence. These formal 



changes further allowed the content to change. Audience expectations and experiences 

shift concurrently with the formal modifications so that modern Silent Hill games present 

a less sexually-frustrated narrative and instead have created the now common action

oriented survival horror genre that violently solves the troubled relationship between 

sexuality and family. 

6 
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EXPERIENCING the HORROR 

"Did you see those monsters? Have you ever seen such apparitions? 
Ever even heard of such things? You and I both know creatures like that don't exist." 

-Dr. Kaufmann, Silent Hill (1999) 

In order to understand the horror genre as it applies to film and video games, it 

might be helpful to develop an understanding of common horror expectations beyond a 

given medium, conceptions that I will term "cultural horror." As a mode, cultural horror 

is the foundation of the horror genre and informs all other aspects and media-centric 

definitions of the genre. Many audience members recognize the horror mode's essential 

defining features as the intent to cause fear, disgust and tension within viewers. Many 

scholars, such as Richard Gollin, Martha Ramos-Ibarra, Laurie N. Taylor and Ewan 

Kirkland identify the Gothic and narrative components of the texts that draw from the 

traditional media such as novels and early film to define the horror genre. Taylor, 

Kirkland and Ramos-Ibarra suggest that horror originates from within the Gothic tradition 

while Gollin cites Tzvetan Todorov's concept of the fantastic to establish a dichotomy 

between the familiar and unfamiliar as the primary source of the genre.6 This relationship 

then progresses into the subversion and transgression of commonly held societal values 

and expectations. 

Given the contrasts between the familiar and unfamiliar found in the horror mode, 

film critic Robin Wood goes on to argue that the ideological relationship between 

repression and oppression is consistent to the genre: "the true subject of the horror genre is 

the struggle for recognition of all that our civilization represses or oppresses" (113). For 

6 Tzvetan Todorov defined the fantastic as a literary subgenre based upon the relationship occurring between 
the uncanny, a seemingly supernatural story that is revealed to have rational explanation, and the marvelous, 
where the supernatural is accepted as fact. For more information, see Todorov's The Fantastic: A Structural 
Approach to a Literary Genre. 
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Wood, sexuality is repressed by society, and thus an almost constant theme explored 

within the horror genre (109-110). Whereas Taylor focuses on the Gothic as an attempt to 

subvert normalcy, Wood argues that horror merely presents the repression inherent within 

society but does little to truly subvert it. These binaries between repression and 

oppression are found within the mode, but are more easily explored through specific 

media representations of the genre because what is familiar and unfamiliar and repressive 

and oppressive changes over time and would be presented differently based on the 

medium. 

In addition to thematic consistencies, visually driven media often rely on the mise 

en scene, 7 as well as sound, 8 to establish the horror mode. Although key thematic 

components of the mode are inconsistent, such as the dichotomy between the familiar and 

unfamiliar and the repressed and oppressed, many audiences do not consciously rely on 

these relationships to understand the film genre. Instead, they may immediately turn to 

their sensory experiences, such as mise en scene and diegetic and non-diegetic music to 

interpret the genre. According to Theodore J. Ross in his introduction to Focus on the 

Horror Film, audiences "rightly expect a horror film to contain the raw stuff of fright and 

suspense, such as long shadows flung on a wall, eerie-looking lab rooms, and characters 

possessing ... offbeat mannerisms" (3), along with low-key lighting,9 monstrous make-up, 

and threatening props such as weapons and blood. Horror genre critic Angela Ndalianis 

7 Mise en scene is a common film studies term referring to the visual components of a film, such as the 
setting, costumes, props, make-up, acting style and shot composition or how the shot is set up (Corrigan 51-
61). 
8 There are two types of sound; diegetic and non-diegetic. Diegetic sound refers to sounds that are taking 
place within the film's world, such as bird chirping or car horns outside, or dialogue. Non-diegetic sound 
refers to sounds or music that are not occurring within the film's world, but that the audience is 
experiencing. Examples often include pop soundtracks (Corrigan 76-81). 
9 There are several types of lighting used in film. High-key lighting is very brightly lit, low-key lighting 
involves little light and is very dark (Corrigan 58-59). 
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claims that horror relies and thrives upon the "aesthetic[ s] of disgust" ( 6) by utilizing 

blood and gore, physical torture and violence in attempt to instill a physical response, as 

seen primarily in torture-porn films. 1° Counter to Ndalianis, Morris Dickstein advises that 

it is subtlety and mystery that create successful horror films, rather than excessive gore 

which can "easily turn comical when overdone, or be pointlessly punishing to the 

audience" (61). Either of these techniques can present a familiar sense of the horror genre 

for audiences and help create an uncomfortable, edgy anxiety. 

The survival horror genre is somewhat irregular within the wide arch of horror 

genres and as a result there have been many disputes in defining it. This genre rose to 

popularity with the arrival of Resident Evil (1996) for Sony's PlayStation 1. With the 

release of Silent Hill (1999) a few years later, the Golden Era of survival horror games had 

officially begun. The Golden Era lasted until the mid-2000s and survival horror has been 

a prolific and popular genre, both for gamers and academics. While some scholars like 

video game critic Bernard Perron and horror critic Richard Hand focus on horror mode 

conventions to define the genre, Laurie N. Taylor identifies the Gothic and narrative 

components of the text. For Taylor, "Horror often transgresses boundaries in order to 

generate fear; however, Gothic texts transgress boundaries to question, define, and 

redefine them," creating a cyclical relationship between the two in which horror creates 

fear by crossing boundaries, while the Gothic crosses boundaries and thus creates fear 

( 49). Other scholars focus on the formal mechanics of the game, such as video game 

'
0 Torture-porn is a sub-genre of horror, in which characters are tormented by the prospect, as well as the act 

of, torture. It often includes extreme acts of violence and gore. Although Adam Lowenstein rallies against 
the genre, see his "Spectacle Horror and Hostel: Why 'Torture Porn' Does Not Exist," for more on this sub
genre. 
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designer Richard Rouse III, and horror video game critic Carl Therrien, who historicizes 

games using the gaming console as a way to establish both the work and the genre. 

Although there are many other additional themes and formal tendencies that appear 

throughout survival horror games, it is important to note that those elements shift as 

technology and audience demographics change. Just as ideas about film adaptation can 

inform the process of video game adaptation, audiences have traditionally understood 

video games as similar to film, and many academics note the overlap of these media. 

Bolter and Grusin note that video games remediate film, leading audiences to understand 

video games according to film. For example, they note that the audience's sense of 

immediacy within the game "is generated in large part by the player's expectations 

derived from the medium of film" (98). The player experiences the game as if they were 

part of a movie; the visual elements of the game essentially become the setting and mise 

en scene of a film. Bolter and Grusin propose that through this relationship, players 

recognize they are not in the game world itself, but merely active in a representation of the 

world, as a character in a film. While these scholars all provide unique ideas about the 

genre, each relies on only a component of what should define the genre in terms of themes 

and content, formal techniques, and formal mechanics. My essay works to demonstrate 

the fluidity of these defining elements. 

While the cultural horror mode informs all other iterations of the horror genre, the 

genre varies significantly based upon its media form. For video games, the horror mode 

has predominantly appeared as part of the survival horror genre, which is unique to video 

games and thematically emphasizes survival. 11 This is partially due to the interactive 

11 The formal mechanics of any game are often related to how the game is played and the player's input, 
including how the player causes progression and interacts with the game, as well as how that interaction is 
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engagement that is explicit and expected within video games; players have a vested 

interest in their protagonist's survival, and as such strive to keep them alive. Survival 

horror utilizes the dichotomy between the oppressive and repressive that Wood identifies 

through the dynamic shared between the game's mechanics and the player. Various 

formal visual elements of films and video games act as the "familiar" to players, while the 

mechanics of playing are "unfamiliar." Regardless of their experience with video games, 

almost all audience members have experience with film as a visual medium, whether 

through television shows, movies, cartoons, or even Y ouTube videos. As a result, the 

visual elements of modern video games are familiar and very easy to grasp. 

Survival horror should ideally use the mechanics unique to it as part of the video 

game medium to present the relationship between society's repressed ideologies and how 

society is oppressive. To an extent, this relationship is specifically unique to the game 

medium because game mechanics and functionality are not associated with other media. 

Instead, they change from console generations and even from game to game. 12 Although 

it is widely believed that video games are a freer form of entertainment because they are 

interactive, the act of playing oppresses the player due to its unfamiliarity. This is 

especially true for survival horror games such as Silent Hill and Resident Evil, which are 

notorious for unintuitive and clumsy functional mechanics. The player must not only 

learn the game's narrative but also master how to play the game. This difficult discovery 

curve results in many early Game Over sequences as players recognize through trial and 

realized on-screen within the limitations and expectations of the game. For example, the player must use a 
directional device, such as the direction pad or joystick to move the character on-screen. However, players 
are limited to what the developers have included in the game. This is a simple definition; for more precise 
considerations please see Raph Koster and Clint Hocking. 
12 Console generations refer to the various platforms for video games, such as arcade cabinets or in-home 
consoles such as the Super Nintendo Entertainment System, Sony PlayStation 1, Xbox, etc. Each console 
generation involves in different graphics, mechanics, as well as genres and sometimes even playing styles 
for audiences. 
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error that they must run from enemies, intuit the radio noise as a warning sign in the Silent 

Hill franchise (Perron, "Sign"), and observe monster attack patterns, even as they are 

beginning to understand the buttons to press in order to make the protagonist run, walk, 

turn around, observe and attack. Therefore, the player's learning experience is hindered 

not only by their previous knowledge of the game in question, but also by the game itself, 

which challenges both the player and creates a difficult and dangerous world. The 

player's acts and progressive actions in fact work to ultimately limit the player's progress 

and survival by creating increasingly threatening circumstances. 

Although it is portrayed vastly differently in every work, one piece of the franchise 

is always there: the town, Silent Hill. As the largest and most constant experience 

throughout the games, the town of Silent Hill mostly acts oppressively by instilling fear in 

the character and player. In each game, the player leads a seemingly sane protagonist 

through the town in search of his or her family. The character and player begin by 

exploring the quaint but abandoned small town together. This is the familiar town, a 

recognizable small town, one that the players want to experience; it is neither a repressive 

nor oppressive force in this first foray. As monsters slowly appear throughout the town, 

oppressing the character and player, this initial dose of unfamiliarity becomes the first 

threat to successfully reuniting the family. Additionally, the normal town often has many 

sudden, unexplained rocky cliffs where the street has simply caved in, blocking progress 

in that direction. These obstacles, along with locked doors and logic puzzles, are all 

oppressive to the player's success and continuation of the game. However, for the 

character, such instances are also repressive because many believe the town is an 

extension of the character's damaged psyche. If so, the town is an abstraction of both the 
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player's and character's repressed thoughts, concerns, and desires. The blocked paths, for 

example, represent the feeling of being trapped; the monsters are manifestations of other 

repressed thoughts. 

The Otherworld poses the largest threat to the players and characters, making the 

town even more oppressive. First, the characters cannot typically control The Otherworld, 

although Silent Hill: Origins is a unique exception. 13 Generally, the transition from normal 

Silent Hill into The Otherworld Silent Hill is triggered by narrative events that the player 

has no warning of. This removes agency from the player and the character, who become 

pawns of the character's own distressed psyche. After the transition, the player and 

character are left in a threatening world with significantly more and more dangerous 

monsters. This Otherworld is often associated with the darkest, most violent parts of the 

character's psychological state, which is reflected by the events that transpire there. The 

Otherworld is usually the home to difficult boss monsters, and decrepit, industrial building 

frames. 

The threat of The Otherworld is always present because the character does not 

know what will trigger it; it represents the character's most traumatic experiences. This 

can be seen in Silent Hill 3, specifically during the late Amusement Park section and the 

"Memory of Alessa" boss fight. Heather has been running through a haunted house 

attraction in the amusement park and upon exiting it is suddenly in The Otherworld. This 

unexpected transition happens virtually without warning. In this instance, the world itself 

13 In Silent Hill: Origins, the player and character have control over both Silent Hill and The Otherworld. 
Travis, the protagonist, is able to transition between the two worlds at will by interacting with mirrors. 
Using a mirror to transition between the two worlds, at will, creates many logic puzzles for the player to 
work through. 



has begun to oppress the player's and Heather's psyche by forcing them into an 

unexpected, dangerous arena. 

While the relationship between oppression and repression and how it functions is 

important to defining the survival horror genre, games of this genre must also feel like a 

horrific experience, inspiring terror within the characters and ideally the player as well. 

Mise en scene, cinematography and sound must remain consistent with the overall style 

and mood of both the horror genre and the specific franchise. This reliability can 

consistently be found in both the games and films of the Silent Hill franchise. 

14 

The game's cinematography, shot composition and editing techniques are similar 

to that of a movie. This is due to the similarities in the two visual media and draws 

directly from film history. These formal elements are used in consistent manners between 

the media forms throughout the franchise. For example, not long after entering the town, 

the player finds themself leading Harry into a new section of the town that is blocked off 

with a metal fence with a "Beware of Dog" sign dangling precariously from the right hand 

corner. This is a low-angle shot, showing Harry towering above the camera. After a 

diegetic creaking, followed by a metallic slam and an all black loading screen, Harry and 

the player are beyond the gate. With low-key lighting and in a high-angle long shot, the 

player can just make out Harry's image through the gray fog and lightly falling snow in 

the middle of the screen. 

Around him are high buildings, with huge puddles of blood in front of him and 

covering the walls. As the player navigates Harry through the puddle and towards the 

screen, the camera tilts down to gradually portray Harry in a medium shot before cutting 

to the next shot: a small, tight alleyway. Harry appears at the bottom of the screen this 
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time, again in a high-angle long shot. Progressing means moving up the screen and 

another cut presents a medium angle long shot of Harry facing the camera standing at the 

top of a very short staircase. As the player moves the character forward towards the 

screen, the camera goes into a slight cant to the left as it tilts upward, presenting an 

overhead shot with metal pipes disrupting the player's view of Harry. The lighting has 

gotten dimmer throughout the player's progress in this area, and eventually Harry lights a 

match, leaving the player to primarily follow this golden light source to locate their 

character. Continuing through this area means several more quick edits, additional roving 

camera techniques, and eventually a scripted death at the hands of child-like monsters for 

Harry. 

Comparing this sequence from the game to the same sequence from the film yields 

a strikingly similar style. Rose sees a dark staircase and begins to descend it in a high 

angle long shot from behind, calling for her daughter. The next shot is even darker; a low 

angle long shot in front of her mostly shows Rose's profile. Ashes gently drift around her, 

and with another high angle shot from behind, this time a medium close-up, diegetic storm 

sirens begin to howl. She turns towards the camera, a concerned look on her face and the 

camera cuts to show the gray sky barely visible between the shadows of the two buildings 

on either side of Rose; the camera is minutely rotating counter-clockwise. Rose descends 

into the darkness, invisible to the audience. Suddenly, close-up sparks fly from a lighter 

and the audience can now see Rose's face in the soft yellow flame. 

The next shot is black until Rose slowly rounds a corner, revealing a canted long 

shot. She is only visible because of the lighter she holds, and as she moves towards the 

screen, the camera very slowly moves in towards her, then up and away, tracking her 
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progress as she becomes smaller on the screen while the camera pulls out and away from 

her figure. The shot continues in a long take as the flame reflects off two walls to show 

Rose standing in a comer; she turns in a new direction and the camera very slightly rotates 

counter-clockwise as it maintains great distance from her in an overhead shot. Slowly, the 

camera pulls itself back into a level shot, showing Rose's full body from behind before 

cutting into a medium shot of her from the front. The camera continues its roving 

movements to cant and un-cant itself, rise above Rose and level out, and utilizes many 

long takes to inspire tension within the audience, who already cannot see very much of the 

set around Rose due to the exceptionally low-key lighting. The sequence ends in a 

manner similar to the source material, with Rose being chased and attacked by child-like 

creatures. 

Together, these two sequences not only show the same narrative event-the 

protagonist venturing down a dark, unknown alley in search of their daughter to be 

overrun by monsters-but it also shows how each medium uses similar composition and 

cinematographic techniques in order to instill anxiety within the audience. By maintaining 

a significant distance from the protagonist and utilizing high angle roving cameras, the 

game and film both make viewers nervous. Additionally, the cinematography shows a 

clear relationship between the source work and adapted work; the film could successfully 

use these techniques because of the similar visual conventions shared between video 

games and film. This shot sequence indicates some of the reflexive adaptation process 

shared between the media, as games were already pulling visual influences from film. At 

this point, film has re-claimed and modified itself to directly implement a similar shot 



sequence and structure to its source material, demonstrating the repurposing and 

significance of reflexive adaptation techniques. 
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Beyond mise en scene and cinematography, the Silent Hill franchise tends to use 

dissonant, non-diegetic music to increase both physical and emotional tension within the 

linear narrative. Silent Hill's sounds are unique and memorable, from non-diegetic music 

to diegetic sound effects. The non-diegetic instrumental tracks tend to be dissonant, shrill, 

droning and percussive to create an almost industrial, menacing sound. This dissonant 

sound works to instill fear within the audience, whether it is a single player or a theatre of 

people. Part of the reason sound is so effective is because the audience cannot control it. 

Players are smacked with an intense track out of complete silence simply by walking into 

a room, while the audience is subjected to the director's will. Diegetic sounds, such as 

gunfire, footsteps, and the radio, have become staples of the series as well as the genre. 

While gunfire and footsteps work to reinforce a semblance of reality and expectations in 

both the films and games, the radio is a unique and important tool. As monsters creep 

closer, the radio's static becomes progressively louder. This creates tension within the 

audience, as they become aware of a nearby threat but are completely unable to control, 

stop, or prevent it. These elements exist in both media, creating a consistent Silent Hill 

experience. 

One huge formal difference remains between video games and films: the 

audience's method of participation. Within film, audiences engage with the film through 

watching the on-screen performances and actions. In video games, the audience is 

controlling the protagonist on screen and is therefore more interactively engaged with the 

performance and involvements of the work. To progress, players must navigate the 
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character; to advance a conversation players must manually press a button. Players are 

integral to the progression of a game; without them, the game stops. Films, on the other 

hand, continually progress once started with no regard for an audience. As a result, the 

audience's experience with each work is drastically changed. One of the reasons that 

survival horror games are named such is because of the audience's interactivity and the 

game's emphasis on threatening the protagonist and the very strongly imposed desire to 

survive the emotional, mental and physical challenges that the game pushes onto players. 

The genre challenges players by focusing mostly on the player's engagement with 

the game rather than solely the protagonist. These challenges manifest in many ways, 

independent of one another but consistently present among survival horror video games. 

Fear is ostensibly the most overt emotional challenge of survival horror, which often 

manifests physically, creating another avenue of recognition for horror audiences. The 

physical experience of fear, from heightened pulse rate, sweating, and involuntary spasms 

of surprise like blinking or jumping, all indicate active participation on the audience's 

part, which feminist film critic Linda Williams notes in her article "Film Bodies: Gender, 

Genre, and Excess" and Bernard Perron further explores in his extension of this article, 

"The Survival Horror: The Extended Body Genre." Each of these scholars separately 

acknowledges "the success of a horror film is 'measured by the degree to which the 

audience sensation mimics what is seen in the screen'" (Williams in Perron, 125). Perron 

goes on to claim that video games are more capable of eliciting such reactions because of 

their interactivity. 

However, physiological responses are an uncontrollable form of participation and 

are distinctively different from the active participation found in video games. The player 
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fears for the protagonist just as much as they fear for their own progression through the 

game. Games of this genre ultimately strive to scare the player by using non-diegetic 

elements such as music, editing and difficult controls to threaten the character's survival 

as well as diegetic threats such as low ammunition, hidden monsters and sound effects to 

inspire tension, stress and fear. Other emotions, such as stress or anger from a difficult 

sequence, sadness caused by the death of a character, or even shock at the answer to a 

mystery centered within the game all play a role, but the most consistent emotion evoked 

within this genre is fear. 

These formal mechanics make up only a portion of any narrative game, though. 

The mechanics listed above relate to how players experience and progress through the 

game, but they are also typically "hidden" within the game and intended to be invisible to 

players, thereby foregrounding the narrative experience. 



CHASING and BEING CHASED 

"I don't know who you are or what you're trying to do, and I don't care. 
Just one thing. Let Cheryl go. That's all I ask." 
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-Harry Mason, Silent Hill 

Because video games are a highly interactive medium as opposed to film, several 

aspects of adaptation must be considered. As genre-based works begin to navigate 

different media forms, conventions specific to the genre must shift slightly to remain 

consistent with the genre's established formal conventions. The reflexive adaptation 

process involves a process of re-mediation, in which media forms function concurrently 

with one another to result in media development over time. This definition of media 

interaction is specifically oriented around adaptation, unlike that offered by media 

theorists Jay David Bolter and Richard Grusin in their 1999 Remediation, in which they 

present remediation not only as a repurposing but replacing of older media forms, such as 

digital e-books replacing physical, paper books. They argue that the medium and physical 

forms change the audience's interaction and experiences with the work even though the 

content of the work remains effectively unchanged: "No medium today, .and certainly no 

single media event, seems to do its cultural work in isolation from other social and 

economic forces. What is new about new media comes from the particular ways in which 

they refashion older media and the ways in which older media refashion themselves to 

answer the challenges of new media" (15). This dynamic is at the heart oftransmedial 

adaptation, as well as at the heart of reflexive adaptation. While Bolter and Grusin are 

concerned with media development, reflexive adaptation also concerns itself with genre 

development, demonstrating how these two modify one another. As these shifts gradually 

occur, the genre's thematic tendencies are usually able to remain intact, despite changing 
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the medium. The formal aspects must be modified, however, which can lead to a 

complicated relationship with the source text. Over time, these changes begin to inform 

the themes and narrative of the media-based genre and begin to amend genre conventions. 

I propose that as the generic conventions are modified over a period of time and as 

transmedial adaptation continues, the adaptation process works reflexively so that 

narrative and formal conventions are carried back and forth through both media to create a 

fluid, reflexive adaptation relationship between transmedial genre representations. 

For Silent Hill, this process involves video games and films, which have re

mediated one another other time. Film theorist and critic Dudley Andrew's definition of 

adaptation reinforces such a belief, suggesting that adaptation is "the matching of the 

cinematic sign system to prior achievement in some other system" (372). The "cinematic 

sign" is the film while the "prior achievement in some other system" is the original work 

that inspired the adaptation. However, Andrew's phrasing of the original work as a "prior 

achievement" is somewhat problematic because it seems to place emphasis on the original 

work's status. Adaptation is also rooted in the cinematic tradition for Andrew. Taken 

together nonetheless, Bolter, Grusin and Andrew reinforce the importance of the original 

work through adaptation and remediation. Re-mediation is a modified definition in which 

texts from various media influence one another over time. 

The development of the Silent Hill franchise has resulted in numerous changes to 

the series and the genre, due in part to transmedial adaptation. The first four games, Silent 

Hill (1999), Silent Hill 2 (2001), Silent Hill 3 (2003), and Silent Hill 4: The Room (2004), 

all shared very similar thematic and formal elements, from the character's intent to save 

their family to their personal conflicts over sexual temptations. Each game used action 
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elements sparingly, instead focusing on horror essentials such as a creepy mise en scene 

with blood-spattered walls, eerie fog, wandering monsters, dissonant music, jump scares, 14 

and unsettling cinematography to create a feeling of psychological horror within the 

player. In 2006, the first film adaptation, Silent Hill, was released, drawing its narrative 

primarily from the 1999 video game. In this film, mother Rose Da Silva's young adopted 

daughter, Sharon, suffers from nightmares that leave her screaming "Silent Hill." Rose 

discovers a nearby town called Silent Hill, but crashes her car on her journey to the town 

with Sharon in an attempt to relieve the girl of her horrific dreams. The basic plot is 

reminiscent of the original video game and draws elements from all four of the video 

games created up to that point, drawing upon Silent Hill 2 (2001) for inspiration on 

monster designs that were often very sexualized in nature, and utilizing elements of the 

action film genre to create more tension and excitement for players. 

Following this film, several other games were added to the franchise: Silent Hill: 

Origins (2007), Silent Hill: Homecoming (2008), and Silent Hill: Shattered Memories 

(2009). While these games were influenced by the original games in the series, they also 

drew inspiration from the 2006 film, specifically by implementing more action elements in 

terms of weapons, fighting, and monsters. Then, in 2012, an explosion occurred as two 

video games, Silent Hill: Downpour (2012) and Silent Hill: Book of Memories (2012), as 

well as the second movie Silent Hill: Revelation (2012) were released in quick succession. 

The games from 2012 utilized even more action elements and could easily be referred to 

as action horror video games. The second film, on the other hand, is a direct sequel of the 

original film. However, while the original film drew simply from the source video games 

14 Jump scares are a common term used to describe a sudden, often noisy, action on-screen that startles and 
scares audiences. 
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and traditional horror conventions, Silent Hill: Revelation could draw not only from those 

works, but also from the original film and subsequent games within the series that had 

been influenced by developments within the genre. 



SILENT HILL the VIDEO GAME (1999) 

"This may sound really off the wall, but listen to me. 
You've got to believe me. I've not gone crazy, and I'm not fooling around. 
At first I thought I was losing my mind. 
But now I know I'm not. It's not me. This whole town. 
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It's being invaded by the other world. Worlds of someone's nightmarish delusions come to 
life. Little by little the invasion is spreading. Trying to swallow up everything in 
darkness." 

-Harry, Silent Hill (1999) 

Silent Hill was the first game of the franchise, developed by Konami's Team Silent 

and released in 1999 for Sony's PlayStation 1 about midway through the Golden era of 

survival horror video games. The game was originally conceived of as a psychological 

horror game that drew from filmic influences in style, tone and ultimately genre. 15 The 

game follows Harry Mason into the town of Silent Hill. Following a car crash caused by a 

shadowy figure on the road, Harry wakes up to find his daughter missing from the 

backseat. As the game progresses, he discovers that his daughter is the reincarnation of a 

young girl who was essentially sacrificed in order to give birth to a violent and evil god by 

a fanatical religious group known as the Order. On his search for his daughter, Harry 

meets several other characters including Lisa, a young nurse at the hospital; Cybil Bennett, 

a police officer from a nearby town; and Dahlia Gillespie, the sacrificed girl's mother. 

While these non-playable characters provide motivation for Harry and help allow the plot 

to progress,16 it is Harry, the protagonist, that the audience spends their time with. 

Through Harry's frightening experiences in the small town, the audience begins to witness 

the tension between his need to search for his daughter and his own sexual identity. 

15 While the original Resident Evil games were also created with cinematic influences in mind, they instead 
drew from shock-horror and classic B-movie horror trends rather than psychological horror. 
16 Non-playable characters are those that the player interacts with, but are not able to control in any way. 
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Harry is unlike many male protagonists within popular media, especially during 

the late nineties (Fahs 5). In "Masculinity in Video Games: The Gendered Gameplay of 

Silent Hill," Ewan Kirkland acknowledges this departure, "Silent Hill's male characters 

are variously familiarized and domesticated, persecuted, unstable, and tortured by guilt 

and emotional turmoil" (167), displaying how this survival horror series begins to move 

away from the traditional hyper-masculine heroes of other video games. The survival 

horror games of the Resident Evil franchise were released around this time, but presented 

macho, powerful male protagonists like Chris Redfield (Resident Evil, 1996) and Leon 

Kennedy (Resident Evil 2, 1998). These characters are both specialized police officers 

who promote the white male power fantasy common in other video game genres, such as 

action, adventure or first-person shooters. 

Unlike Chris or Leon, Harry's flaws make him familiar and the game's narrative is 

based on his doubt and inability as a father figure. Although the subject matter of a father 

looking for his daughter seems unusual in contrast to many other early narrative-driven 

video games, a male protagonist was essential to the game's success. The concerned 

parent motif would normally be relegated to the feminine realm, and is in fact adapted to 

create such a relationship in the first film, Silent Hill (2006). However, even with a male 

protagonist, the game creates a narrative with melodramatic tendencies, but allows for 

more of the psychological terror and personal fears than the game might with a female, 

matronly protagonist. His loss and desperate search for his daughter represent the fears 

and anxieties of the masculine-mother figure, a Mr. Mom as a single father. This reading 

is contingent upon Harry's role as a single father; in fact, there is no mention of Harry's 

wife and Cheryl's mother. The humanoid monsters he fights-the Grey Children 
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monsters found in the elementary school and the Stalkers who are shadowy forms of 

children playing-emphasize Harry's psychological fears. The locations Harry visits, 

from the elementary school to the hospital and amusement park further display and 

emphasize Harry's psychological unease because these should all be safe places for 

children, yet his concerns about failure as a parent allow such sites to become threatening 

and nightmarish, especially as he progresses into The Otherworld. The fact that Cheryl is 

his adopted daughter, a child taken on by choice, only makes his anxieties worse; he has 

chosen to assume this responsibility and is now unsure of his own capabilities. 

While the Grey Children reveal Harry's worries in regard to his family, other 

monsters such as the Puppet Nurses, Puppet Doctors and Rompers demonstrate Harry's 

repressed sexual desires as well as his unstable and frightened psychological state. The 

Puppet Nurses, Puppet Doctors and Rompers are all vaguely humanoid, but as adults 

rather than children. The Puppet Nurses and Doctors appear within the hospital while the 

Rompers, which resemble manlike gorillas, roam the streets after the first visit to the 

hospital. These monsters pose a threat to the player and often attack in groups. Puppet 

Doctors and Puppet Nurses are gender-coded so the doctors are always masculine and the 

nurses are always feminine. The Puppet Nurses are dressed relatively conservatively, 

wearing white knee-length dresses, pastel sweaters and small caps on their heads and their 

bodies are barely recognizable as feminine. The Nurses carry knives and run; often when 

they attack, they swipe their knives towards the protagonist or embrace him. Harry can 

easily fight the monsters off with bullets and short-range physical melee weapons and they 

groan wildly when they sustain damage and flail their bodies around on the ground before 
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death. Both the Doctors and Nurses should be authority figures meant to preserve life, but 

in this case they exist to end life. 

Unlike the neutered female bodies of the nurses attacking Harry in the hospital 

corridors, Nurse Lisa Garland instigates sexual tension and desire within Harry that 

underscores his parental anxieties. Lisa, as a non-playable character, remains an attractive 

young woman trapped in the terrifying hospital. Lisa's beauty and availability is 

enhanced by the fact that she is the only remaining human female nurse. Additionally, as 

Lisa becomes a figure of Harry's repressed sexual desires, she also represents society's 

criticisms of the single male father and his confused state of being at this time. According 

to the game, Harry wants to locate and save his daughter but the character himself exhibits 

sexual desires that are traditionally becoming of a male, but not of a caregiver. 

Both the monsters and Lisa threaten Harry's family but in vastly different ways. 

The puppet nurses and doctors threaten Harry on a physical level, which would prevent 

him from ever successfully reuniting with his daughter. Lisa, on the other hand, is a threat 

to Harry's family by virtue of being a desirable, attainable female figure. According to the 

logic of the game, Harry cannot have sexual desires along with a family. While the 

Puppet Nurses have been presented as female, but without sexual presence, Lisa is 

presented to the audience as an accessible sexual being both because she is still a female 

human and because of the cinematography used in her introduction. 

Harry stumbles across Lisa in a cinematic cut-scene where the player has no 

control.17 Low-key lighting makes it difficult to read the dark room, but Harry moving his 

17 Many parts of a video game, especially modern video games, have cinematic moments during which the 
audience can do little but watch; these moments are referred to as cut-scenes. These portions are often short, 
narrative-driven, focused segments that exist to show the audience an action that the player and characters 
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flashlight reveals, in a long shot, a woman hiding beneath a table. The camera cuts to a 

medium shot facing the young woman, who is wearing a crisp, white dress with a magenta 

sweater and a cap similar to the Puppet Nurses. As she rushes to crawl out from beneath 

the table, the camera pans around to show her from behind. She runs to Harry, throws her 

arms around him and begins crying. The light bounces around the wall behind her, but as 

she embraces Harry the room goes dark. She lifts her head from his shoulder, her face 

lighting up in the flashlight's soft glow. The camera slowly moves in to a close-up of her 

face. The screen fades to black only to reinstate common game graphics and show Harry 

and Lisa conversing. Although there is little sexual tension between these two in the 

narrative as Lisa acts primarily as an informant, the cinematography here suggests that the 

audience should look at her as a sexual figure, from the camera panning to show her entire 

body as she crawls across the screen, to the light's soft glow on her face. The formal 

guidance of the cinematography acts as a window into Harry's psyche. With Harry's 

masculinity in mind, the camera is reinforcing Laura Mulvey's ideas of the camera 

promoting the male gaze. As the audience looks at Lisa as a potentially sexual figure, 

Harry becomes personally conflicted because of his focus on his daughter throughout their 

conversation. 

Having Harry meet Lisa during a cut-scene and then presenting their first 

conversation together in a similar cut-scene gives the player no agency over Harry's 

relationship with the young nurse. This not only distances Lisa, as a nurse, from the other 

monstrous nurses that physically threaten Harry's life, but it allows the player to view Lisa 

as an equal and as an option for Harry. Rather than forcing the player to interact with her, 

in-game are not meant to change. Film's influence on video games cannot be denied, but the differences 
between these visual media make them distinct, interesting, and influential to society as well as each other. 



it makes the player gaze upon Lisa, who is also the only feminized woman in the game. 

Although Cybil is female, she is presented as much less inherently feminine than Lisa, 

who works as a nurse and takes care of others, wears feminine clothing and can be seen 

crying, displaying her emotions in her very first meeting with Harry. 
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After Harry meets Lisa, apelike creatures begin to appear around the town. Unlike 

the previous monsters, these Rompers are more animalistic. The Rompers' extremely 

primitive nature and strong impulse for violence is due to more than simply being another 

threat in Silent Hill: instead, the monsters are manifestations of Harry's repressed sexual 

desires that were reawakened due to his encounter with the nurses and specifically 

Lisa. These beasts run after the protagonist and pin him to the ground, biting his neck if 

they catch him. Additionally, the beasts wear what look like broken belts or leashes 

around their necks, suggesting that they have escaped captivity. The beasts function as a 

representation of Harry's strong sexual desire that has become uncontrollable and now 

threatens not only his survival, but also his daughter's if he is unable to reach her. Harry's 

psyche, through his desire for sex as well as his fears of failing as a parent, acts as the 

threat throughout the game as the monsters and locations represent his confused and 

unstable mental state. No resolution to these anxieties is presented this early in the 

franchise. 



SILENT HILL the FILM (2006) 

"When you're hurt and scared for so long, the fear and pain turn to hate 
and the hate starts to change the world." 
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-Dark Alessa, Silent Hill (2006) 

The first film adaptation of the Silent Hill franchise is appropriately titled Silent 

Hill. The film draws primarily from the first game's narrative with a few details from the 

second game. However, while the first video game followed a male protagonist, Harry, 

the film follows Rose Da Silva as a mother in search of her daughter. For the most part, 

however, the narrative and themes between the first video game and first film are 

strikingly similar: Sharon has been adopted by the Da Silvas but has strange nightmares 

that leave her sleepwalking and screaming for "Silent Hill." Rose takes her daughter to 

the town, which was abandoned many years ago because of an underground coal fire. 

Rose's husband, Christopher, goes in search of the two but is unable to join them in the 

shadowy, haunted version of the town and instead only sees the "reality" of the town: 

abandoned, dark and dreary. Cybil Bennett, a police officer from the nearby town of 

Brahms, also finds herself in the haunted town as a result of chasing Rose into the fog. 

The narrative unfolds with the discovery that Sharon is Alessa reincarnated, who cursed 

the town and The Order for their attempt to sacrificially burn her alive in order to give 

birth to their God. The film maintains the thematic conflict between sexual identity and 

family, and attempts to resolve these differences but is not entirely successful. This 

struggle can best be seen through Laura Mulvey's concept of the male gaze by interpreting 

the cinematography and shot composition surrounding the female protagonist, as well as 

Rose's narrative role as a mother. For Mulvey, "curiosity and the wish to look intermingle 

with a fascination with likeness and recognition: the human face, the human body, the 
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relationship between the human form and its surroundings, the visible presence of the 

person in the world," and within horror the audience wants to look not only at the 

monsters that cause fright, such as Pyramid Head, but also the predominantly female 

protagonists (714). For Silent Hill, the audience is expected to watch and enjoy Rose's 

familiar female form even while she is subjected to the horrors of the town and searching 

for her missing daughter to reinstate herself as a matronly figure. When viewed together, 

these characteristics are at odds with one another, enhancing the thematic tension between 

sexuality and family. 

Rose's role as a parent is in question for much of the film; she spends more time 

chasing her adoptive daughter Sharon than actually with her. The opening sequence 

shows Rose running through the night after Sharon, who was sleepwalking and almost 

throws herself over a cliff. Immediately, the film's primary narrative is introduced to the 

audience: a woman chasing after her daughter while her husband struggles to keep 

up. Together, they save the girl, but it is only for moments before the title screen appears 

and separates this nuclear family that exists together for just roughly thirty seconds in the 

film. The next shot is a medium close-up of Rose in very high key natural lighting, 

outside. The audience learns she is taking Sharon to the town she screamed about in her 

nightmares. Rose is portrayed as a caring mother as she interacts with Sharon and the two 

sit on the side of the road together. This proximity is juxtaposed with the father, who 

remains alone indoors at their house. Yet he is no less caring towards his family as he 

attempts to call Rose and later desperately chases after them when he discovers Rose's 

dangerous plan to take their daughter to the town of Silent Hill, West Virginia. From this 

moment, the audience never sees the familial unit successfully come together but it is not 
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an indictment of the father's lack of concern for his family. Rather, this separation serves 

to distance the female protagonist from her parental obligations so we as the audience can 

begin to see her, and devour her, as a sexual being. 

Before this can happen, however, the estrangement between husband and wife 

must be established. Following a car crash, Rose passes out and wakes to find Sharon 

missing. Rose searches but cannot find her; instead she encounters the hazy, quiet, and 

abandoned town and witnesses the transformation to The Otherworld where she observes 

a body suspended from a fence by barbed wire, is chased and attacked by a group of 

humanoid children with glowing red eyes, and passes out before reawakening in the hazy 

town once more. This sequence centers Rose within the mise-en-scene and experience of 

the horror genre, but the audience is pushed to look more at Rose's surroundings than at 

Rose at this point. Once she is found and arrested by Policewoman Cybil Bennett the 

audience is invited to sexualize Rose. A close-up shot shows the handcuffs placed around 

Rose's wrists, clinching her role as a sexual object. This new restriction on Rose's 

movements and abilities not only leads to associations of bondage and sexual repression, 

but also make her a victim of our increased gaze. 

The sexual nature of this gaze at Rose is confirmed when the audience meets 

Christopher, her husband, back in the real world. He attempted to follow his family but 

remains locked out of Silent Hill and away from the feminine world; as such, he cannot 

protect her from the monsters or their threat of sexuality or the audience's gaze. We are 

now allowed to look, because Rose is completely alone and devoid of any familial ties: 

her adoptive daughter and husband are nowhere to be found, relegating her (especially in 

handcuffs) to helpless feminine candy to be devoured. Even though audience members 
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may be female, the "pleasure of viewing has traditionally been constructed for masculine 

spectators," and it is through such a framework of watching Rose's excess emotions and 

excess experiences (through the extremes of terror in Silent Hill), that the audience learns 

to watch Rose (Williams 162). We continue to watch as Rose flees from monsters and 

toward the audience (another form of monster) as she contorts her body to place her cuffed 

arms in front of her, and as she discovers more bodies bound in barbed wire. Rose's 

prolonged gaze at the corpses mirrors the audience's gaze at her. As Rose grows to 

understand the threat that faces her, the audience undermines the familial bond Rose seeks 

by making her into a figure of sexual consumption. As a result of film form, viewers have 

effectively become the menace endangering the protagonist. 

Rose's Silent Hill is only possible because of her unique situation as an unnatural, 

adoptive mother. She is not Sharon's biological mother and as a result it is acceptable for 

the audience to fetishize her, especially once she is removed from close proximity with her 

daughter. Her search for Sharon may allow her to still be read as partially maternal, but 

the absence created by the searching is more poignant especially when paired with the 

film's motivation to make the audience sexualize Rose. Dahlia, on the other hand, is 

Alessa' s biological mother and the audience sees very little of her: she is heavily cloaked, 

filthy, and feels like a part of the dilapidated town itself. The audience is not allowed to 

sexualize her because according to the logic of the film she is, unlike Rose, a biological 

maternal figure. Despite Dahlia's lack of husband (it was established that Alessa was born 

out of wedlock) and the mistakes Dahlia makes as a mother, her daughter does not punish 

her and instead protects her. Although the maternal role of each woman brings them 



together, their juxtaposition serves to highlight the significance of the biological 

relationship between mother and daughter. 

34 

Due to Rose's unnatural relationship with Sharon and her distance from her 

husband, the audience is ultimately persuaded to gaze sexually upon Rose as a victim for 

our viewing pleasure. Additionally, without her family, her desire to reformulate her 

family, along with her extravagant emotional display (mostly fear, but often horror, 

sadness and anger as well), can position Silent Hill in the realm of melodrama. Linda 

Williams discusses the excessive nature of both the melodrama and horror genres and 

notes "It would not be unreasonable, in fact, to consider all three [horror, melodrama and 

pornography] under the extended rubric of melodrama, considered as a filmic mode of 

stylistic and emotional excess" (161 ). Such excess can be seen throughout Silent Hill, 

from Rose's intense emotions over her lost daughter and the threats that face her, as well 

as the intricacy of the tormented town, including the ash drifting from the sky, the 

overwhelming sadness that pervades Sharon's/ Alessa' s character and the continuous fog, 

all in addition to the physical excesses such as the monsters, violence and death. And yet, 

the audience does not have associations with melodrama within the game franchise 

because of the predominantly male protagonists in the series: we do not want him to be 

emotional, and we do not want him to be sexualized because he is the player, unlike Rose, 

who is only a protagonist and watched. The audience has no immediate association with 

her actions. The interactive nature of games allows the player to more fully experience the 

narrative and ambience and ultimately terror of Harry's Silent Hill. It is specifically his 

lack of sexualization and emotion that allows the player to fear. The player is able to align 

his or her own dread with the protagonist specifically because of the character's lack of 



excessive emotional display in the games. The transmedial nature of these works 

establishes the necessity of gender modification between the two. 
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While the Silent Hill film is based primarily off the first game, it draws heavily 

from the hyper-sexualized, humanoid monsters present in Silent Hill 2 (2001 ). Some of 

the most iconic monsters are from this game, including the Lying Figures who look as 

though they are wearing straitjackets; the short-skirted, veiled Bubble Head Nurses; the 

double-torsoed Mannequins, and Pyramid Head. Much like James Sunderland in Silent 

Hill 2, the Lying Figure is the first monster for Rose and Cybil to meet in the town. It 

slowly strides towards them from the nearby landfill, with its sides bulging as if arms are 

trying to poke through. With this imagery, the monster resembles a person tied up in 

bondage. Additionally, the Bubble Head Nurses found in Alchemilla Hospital in Silent 

Hill 2 are the clear influence for the Nurses in the film. Both wear short, tight dresses that 

used to be white, their faces are covered with bandages, and they hold knives. However, 

the most frightening aspect of these nurses is how they move: instead of fluid, natural 

movements, they take on an eerie presence with staggered, jilted and unnatural 

movements. These monsters both appear first in Silent Hill 2 before their transformation 

into the movie monsters in the first film and are common enemies in the game. 

Unlike the other monsters pulled from Silent Hill 2, Pyramid Head is a specialized 

boss monster that appears several times during both the game and film. While 

predominantly human and masculine in build, Pyramid Head's head is comprised entirely 

of a giant, dirty, metal pyramid shape. He wears a loincloth-like sheet across his mid

section, but still reveals a muscular upper-body and arms. In the game, Pyramid Head 

often chases James and Maria, eventually killing Maria and acting as one of the game's 
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final bosses. The film, however, takes a different perspective: although Rose, Cybil and 

the people remaining in the haunted town are terrified of the threat that Pyramid Head 

poses to them, the being has become Alessa' s protector. Instead of representing James' 

repressed sexuality and power fantasy, Pyramid Head is morphed into a father- like figure, 

protecting an innocent but tortured little girl. This reading offers an amalgamated form of 

the father, as a being that is both sexually frustrated as well as protective. This theme is 

explored more in the second film, Silent Hill: Revelation (2012). 



SILENT HILL 3 the VIDEO GAME (2003) 

"I don't know what kind of hell is waiting for me there, but I've got no other choice. 
I don't care about God or Paradise ... If that's what she believes in then fine. 
But she won't get away with what she did. When I find her, I'll kill her myself." 
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-Heather 
"Revenge doesn't solve anything." 

-Douglas 
"Maybe not, but that's what I'm going to do." 

-Heather 
-Silent Hill 3 (2003) 

Silent Hill 3 reconnects directly with the first game, but follows Heather Mason as 

opposed to Harry Mason. The third game retroactively provides a canonical ending for 

the first game, one in which Harry leaves Silent Hill with a baby girl. 18 Heather is a 

blonde, attractively slim teenager who has no knowledge of her or her father's past in 

Silent Hill. The game opens with Heather having a nightmare that shows her in the town, 

but she wakes up moments before death. As the story progresses, she discovers that a 

private detective by the name of Douglas Cartland has been hired to find her. Upon 

discovering her father Harry has been murdered, Heather travels to Silent Hill to avenge 

him. With Douglas' assistance, Heather makes it to the town to discover her past as 

Cheryl and Alessa, as well as the intended mother of god. Along the way, Heather meets 

two primary members of The Order, Claudia (who killed Harry) and Vincent. While 

Silent Hill 3 is a direct sequel to the first game, it does implement new mechanical 

attributes, such as unlockable costumes following the initial play-through. In her original 

costume, Heather wears an orange, sleeveless turtleneck beneath a puffy white vest and 

green skirt, but this can be changed by beating the game in various ways such as within a 

certain time limit, or at different difficulty levels. Some unlockable costumes place 

18 There are two endings in the original Silent Hill that result in Harry taking a child with him upon defeating 
the final boss. The "Good+" ending has Harry and Cybil leaving together with Heather as a baby, while the 
"Good" ending results in only Harry and the baby escaping the town. 
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Heather in jeans and a midriff t-shirt that shows her stomach, and is much more revealing 

than her bulky initial costume. 

Additionally, Silent Hill 3 creates a slightly different view of the Silent Hill 

franchise. Kirkland applies Carol J. Clover's concept of the "final girl" trope from horror 

films, and applies this to Heather. Although she is a teenager, she has no family to protect 

her, she must traverse the town and its threats alone, and even her father is dead before the 

game is half over (Kirkland "Masculinity" 169). Silent Hill 3 focuses on the individual: 

Heather and her desires as a single entity as opposed to what others want for her. The 

villains of Silent Hill 3 come together to push her towards their desires for her, regardless 

of her decisions and options. Unlike the previous two games, SH3 is not driven entirely 

by the relationship between sexuality and family, but rather by personal agency and 

identity as opposed to societal expectations, which in this case are to reproduce and act 

subservient. This can be seen through Heather's experiences in the town and with non

playable characters such as Vincent and Claudia, as well as through the increased action

based mechanics found within the game. 

While Silent Hill 3 is very similar to other games of the franchise by following 

Heather as she wanders through the town, this game begins to draw in many more action

elements, especially in comparison to the previous two games. Comparatively, there are 

many more monsters roaming the streets, hovering in dark corners and chasing Heather 

through corridors. As with the previous games, the monsters act oppressively towards the 

protagonist, hunting her down. Heather can attempt to defend herself with both long

range and short-range weapons, but most of the game (much like the first movie) involves 

Heather running from monsters. While players can choose how to play the game, for 



example, choosing to flee from the monsters or searching them out and attacking them 

first, based on the available ammunition, health kits and other resources as well as the 

sheer amount of monsters, many average players choose to avoid the unnecessary 

monsters. This creates a different sense of action, based on Heather's capabilities to 

successfully run away because if she's caught by a monster, she's brutally attacked until 

she either escapes or dies, resulting in a Game Over. 
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The boss fight between Heather and Alessa in the Amusement Park, often referred 

to as the Memory of Alessa boss fight, perfectly demonstrates the tense relationship 

between the oppressed and repressed within this game. Heather stands on the carousel, 

surrounded by free-floating horses, with huge wooden tree branches growing from their 

backs. As the carousel spins faster and faster, the player must navigate Heather around the 

horses that do not attack, and she must attack them one by one before the carousel kills 

her. Each horse spurts blood, lets out a loud, screaming neigh and groans to a halt upon 

death. This sequence may represent Heather's repressed anger at having little to no 

childhood because she and her father moved around often, trying to avoid The Order that 

was searching for Heather. After defeating all the horses on the carousel, a cinematic cut

scene begins in which the camera pans around behind Heather, blocking her from view 

with one of the monstrous horses. The camera continues to dolly-in towards Heather until 

stripes of red-orange unnaturally cross the screen; the non-diegetic nature of these stripes 

startles the player in two ways: one, because the brightness is so at odds with the rest of 

the dark nighttime scene; and two, simply because it draws attention to itself by being 

diegetically inexplicable. At a canted angle, the camera cuts to Heather looking shocked 

before cutting away to show a shot of a black and red splotched figure from the waist 
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down. The next shot shows Alessa's/Heather's face, covered in the same splotches grimly 

starting. The camera dollies out to show the surrounding horses as the figure raises a 

distinct, sharp knife. 

Alessa' s appearance on the carousel is significant. Alessa is both a repressed and 

oppressed figure within Heather's life. Heather is Cheryl from the original Silent Hill 

game, both of which are reincarnations of Alessa, a tortured girl who suffered in a botched 

sacrifice and harbors anger against those who attempted to sacrifice her. As a result, 

Heather attempts to repress Alessa' s spirit and anger that is within Heather just as Alessa 

threatens and tries to oppress Heather through Heather's quest for the truth of their shared 

history. This relationship is the key to the boss fight, and upon successfully beating 

Alessa, Heather learns that Alessa was attempting to kill her in order to "bestow a more 

gentle and peaceful death on 'myself" (Silent Hill 3). After this fight, the two have 

effectively become one. Heather now has the truth and is willing to act for herself and 

Alessa' s presence is less overt and threatening towards Heather for the remainder of the 

game. As a result of this fight, the two have effectively assimilated to begin conquering 

the fear of Silent Hill. However, this solution is temporary as the rest of the town, 

including Heather's repressed feelings, continue to cause dangerous situations for Heather. 



LATER GAMES in SILENT HILL 

"DJ Ricks playing the tunes you want to hear, year after year after year. 
We've been together a long time, Silent Hill, and we ain't done with each other yet. 
You see, DJ Ricks got an important news flash for y'all, so perk up them ears ... 
(whispers) 
I know a way out of town." 
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-DJ Ricks, Silent Hill: Downpour (2012) 

One criticism often voiced by the Silent Hill franchise's fans is the prominent role 

action and player-influenced violence plays in later games. While this may be partially 

due to the switch from a Japanese development team to a Western development team,19 I 

argue this is as a result of the additional action sequences created for the first film 

influencing future works within the franchise. While the action sequences for the Silent 

Hill film are not traditional action sequences, they are still centered around Rose's running 

and avoiding the violence against her, as previously stated. The following section will 

focus on the representations of action within these later games as a whole, rather than as 

individual works.20 

Following the movie, the next game released was Silent Hill: Origins, also known 

as Silent Hill: Zero in Japan. This game was released three years after Silent Hill 4: The 

Room (2004), and one year after the film. It follows Travis Grady, a semi-truck driver, as 

he searches to discover what happened to a badly burned young girl he rescued from a 

fire. The narrative reveals that this young girl was Alessa, and throughout the game 

19 The switch from Team Silent at Konami's Tokyo Studio occurred after the release of Silent Hill 4: The 
Room. Silent Hill: Origins was the first game in the franchise to be developed by a non-Japanese game 
company, as an interview with producer William Oertel explains (Reed). This trend continued, with all later 
games in the series being developed by Western companies. 
20 Absent from this discussion thus far are the isomedial adaptations with Silent Hill: Shattered Memories 
(2009) and Silent Hill: HD Collection, which contained upgraded graphics and new voice acting for both 
Silent Hill 2 and Silent Hill 3. While these games, especially Shattered Memories, provide a new 
perspective, their role as isomedial adaptations suggest they have little new to offer to this study of 
transmedial adaptations. 
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Travis interacts with several characters from earlier games. Travis is unique because he 

has control over the transitions between worlds; by interacting with mirrors, he can 

transport himself into and out of The Otherworld. This level of agency creates a sense of 

personal action, because the player has to intentionally search out and interact with the 

mirrors. Travis is also the first Silent Hill protagonist to be able to fight unarmed, with his 

fists, instead of needing weapons. As a result, the player is never left without a method of 

defense against the many monsters, thereby suggesting that players should take such 

physical, active responses to the monsters rather than running away. Additionally, the 

game opens immediately with an action-driven cut-scene, as well as a sequence in which 

the player and Travis must hurry into a burning building to save Alessa as opposed to the 

more traditional, slow-paced introduction to the small town in previous games. 

Immediately following the re-release of Silent Hill: Oirigins for non-handheld 

consoles in 2008 (a method commonly referred to as "porting," which I consider a form of 

isomedial adaptation) the next installment appeared: Silent Hill: Homecoming in 2009 for 

the Sony Play Station 3. This new console included better graphics, frame rate, and 

camera control. Previous games gave the player a very minimal amount of control over 

the camera, whereas Homecoming allows the player complete control. These formal 

elements affected the mechanics of the game and highlighted the speed and action, 

immediately tipping it more towards the action-oriented survival horror genre. The 

protagonist, Alex Shepherd, furthers this relationship. Unlike the previous protagonists 

who were all "regular" folk without special fighting abilities, Alex is a trained Special 

Forces soldier, returning home from overseas, much like the "traditional" masculine 

heroes of the Resident Evil franchise. He discovers both his father and brother are 
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missing; the game's narrative follows his search for his younger brother Joshua. The 

player is allowed to draw upon Alex's training as a soldier by selecting various attack 

types in real-time, such as light, heavy or combined attack patterns; implementing various 

finishing moves to kill attacking monsters; as well as leaving wound marks on the 

monsters. Outside of combat, the player is provided an enormous amount of agency 

through the previously mentioned camera movement as well as options when talking to 

other characters. Instead of being forced to follow the scripted dialogue, players are able 

to choose one of two options when conversing. Although this level of agency does not 

provide actual freedom, it is more than players had previously experienced within the 

series. While some of these changes came about as a result of the console' s power and 

ability, these changes also occurred because of player expectations about gaming as a 

medium, as well as the long development of the survival horror genre. 

New to the franchise with Silent Hill: Homecoming was the inclusion of quick

time events, which provide additional agency to the player. Quick-time events are a 

newer convention to video games, in which a command prompt is given to the player in a 

certain context. In order to succeed, the player must complete the command prompt. In 

many instances, failing to complete the quick-time event may result in death. This is also 

the case for Silent Hill: Homecoming. After being wheeled into a dark and hazy surgical 

room, strapped down on a gurney, Alex struggles against the leather straps. However, 

instead of merely displaying this action in a cut-scene as many older games may have, the 

player must actively engage with the action on screen by rapidly pressing a button to 

escape the restraints. For the Sony PlayStation 3, this would be the "X" button; on PC, it 

is the left mouse click. 
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This is a mechanical element that has no place in other media specifically because 

no other media is interactive in this way. Instead, films are able to show the action as it 

happens and audiences are relegated to watching. However, quick-time events are often 

implemented during fast-paced action sequences, and seem to be intended to interactively 

bring the player into the event, rather than leaving them to witness it non-interactively in a 

cut-scene. Although many modern video games use this mechanic, it brings more action 

into the survival horror genre. This is one element pulled from the increased displays of 

action in the first film. In order to make the games feel more action-oriented, like the 

film, the developers gave players another level of fast-paced, reflex-based interactivity. 

Silent Hill: Downpour (2012) returns to the every-man protagonist with Murphy 

Pendleton, an inmate who becomes trapped in the foggy town after his transport vehicle 

crashes near it. He primarily uses short-range melee weapons as ammunition; firearms are 

rare in this game. A new mechanical aspect of weapons, however, is the fragility of the 

me lee weapons, which was never a part of the game in the past. As the protagonist carries 

the weapon and uses it over a period of time it becomes worn down and will eventually 

break, leaving the player needing to locate a new weapon because they can only carry one 

at a time. This makes the game more difficult. Additionally, the game implements 

weather mechanics: when it rains in the game, it causes not only more monsters to spawn 

but also makes those monsters more difficult to fight. 

The most recent full-length game, Silent Hill: Book of Memories (2012) 

implements many of these action elements into a unique spin-off game. Commonly 

referred to as a member of the "dungeon crawler" genre within the gaming community,21 

21 A "dungeon crawler" game is a subset of the action genre, in which players travel through a maze-like 
arena and fight enemies while searching for treasure, often of monetary value. The games are primarily 
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Book of Memories does not follow a specific protagonist but instead lets the players 

develop their own avatar. The game has very little narrative and instead focuses on 

action-driven gameplay to gain experience points in order to continue fighting monsters 

and literally level-up.22 Tom Hulett, a developer on the game, stated in a promotional 

video, "Book of Memories is a big departure for the series, focusing on cooperative 

multiplayer action rather than traditional psychological horror" (North). Rather than 

maintaining the traditional Silent Hill form of lone protagonist being chased by monsters, 

Book of Memories gives players the immediate agency to chase down monsters 

themselves. Players can play online with their friends and level up through fighting 

monsters, find and use increasingly more powerful weapons, and are constantly urged to 

go deeper into the game's labyrinth for more challenges. These components of the game, 

as well as its popularity ,23 highlight the action elements that have become inherent to 

Silent Hill as well as other survival horror games. 

Together, these later additions to the Silent Hill franchise are mostly thematically 

consistent; they involve a single protagonist searching for a family member through the 

horrific town while also relying increasingly on the growing action in the genre. The 

games have implemented more and more obvious action elements, such as fast-paced 

sequences, more ammunition and fighting, as well as utilizing quick-time events and 

focused around fighting and increasing one's worth, either through currency or items that strengthen their 
character, such as weapons with higher statistical power. These games often have little plot or character 
development, but are centered on gameplay. 
22 Successful table-top roleplaying game Path.finder offers the following description of experience points 
and leveling up: "As a character overcomes challenges, defeats monsters, and completes quests, he gains 
experience points. These points accumulate over time, and when they reach or surpass a specific value, the 
character gains a level" (12). While not all video games utilize experience points, they are determined by 
the player's ability and are granted by completing certain tasks, such as defeating enemies or completing 
pre-determined narrative events. Gaining experience points results in "leveling up," referring to a numerical 
equivalent of the character's abilities. Higher levels typically result in stronger, more capable characters. 
23 SH: Book of Memories was the fourth top-selling game for July, 2013, according to IGN; see 
http://www.ign.com/articles/2013/08/08/july-20 l 3s-best-selling-psn-games. 
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cinematic cut-scenes. These added elements help resolve the tension between sexuality 

and the family through the reflexive adaptation process previously established. Action 

genre film critic Yvonne Tasker has noted that in action films the heroine is often 

relegated to accept her role as a "vulnerable figure," which unites her with the male 

protagonist who must avenge on her behalf (21 ). This often seems to unite them either 

romantically or in a family relationship. Other scholars Kate Waites and Mark Gallagher 

have noted a trend in modem action films towards the melodramatic and a shift to focus 

on the familial unit. Waites discusses the relationship between female heroes and their 

male counterparts. According to her, the powerful action heroines are often driven to 

align themselves with traditional societal expectations of femininity, such as creating a 

family, even though the family was not originally associated with male action heroes. 

Gallagher notes that "the mainstream action film reconfigures violence as visual spectacle 

and as vivid cinematic images designed to generate pleasurable sensation in audiences" 

(200), but the visuals presented in the horror genre are often grim. Gallagher uses the idea 

of spectacle to relate the action genre to melodrama, and therefore to domesticity and the 

family (209-213). In these instances, the woman's role and the family is saved as a result 

of violence, spectacle and action. As the Silent Hill franchise moved into film during 

2006, film elements carried over during the adaptation process. The action genre 

conventions that appeared in the film, such as the focus on violence to reunite the family, 

carried into the later games, whether intentional or not, in an attempt to help resolve the 

continuing tension between the family and individual sexuality. The most recent film 

from 2012 also followed this pattern, but drew from the later games with heightened 

violence and a focus on action to create a more action-packed film, thus allowing for the 
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reunion of Heather's family as well as the establishment of a new heterosexual couple as a 

familial unit. 
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SILENT HILL: REVELATION the FILM (2012) 

"You created this nightmare." 
-Heather 

"Everyone has a different nightmare in Silent Hill; I am theirs." 
-Alessa 

-Silent Hill: Revelation (2012) 

The second film remained consistent with the previous games by implementing the 

action influences, and in fact, pushes the importance of action further in resolving the 

relationship between family and sexuality. Heather Mason, also known as Cheryl, and her 

father have been moving from town to town and changing their names. They have begun 

settling into a new city when members from The Order, the same fanatical group from the 

games and first film but now led by Claudia Wolf, find them and kidnap Harry. Heather 

discovers the truth about her personal history through her father's notebooks. However, 

unlike the video game source material, Heather is no longer primarily alone. Instead, she 

came to the town with Silent Hill native Vincent to save her father, but she soon discovers 

her father's disappearance was a trap to kill the second part of her soul, Alessa, that still 

torments the town. A short sequence at the beginning explains that Rose is still trapped in 

the town, alone. 

Heather's experiences of The Otherworld outside of Silent Hill are unique to her as 

a Silent Hill protagonist. However, unlike many other protagonists in the franchise, The 

Otherworld is not a representation of her repressed psyche and desires, but rather of the 

town's desire for her, and thus of the audience's desire for her as a female protagonist. 

While fleeing from the town's transformation into The Otherworld, Heather runs into an 

old building with paint peeling off the walls and very little lighting. When she hears 

thumping behind her, she discovers another room full of mannequin heads and bodies 
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wrapped in plastic. The room is mostly quiet and slight, ringing metallic sounds echo 

non-diegetically. A medium close-up shot shows the plastic wrapped around a mannequin 

billowing out and sucking back in, implying breathing before the mannequin sharply turns 

to face Heather and blinks. She screams, runs, but turns around when she hears sobbing. 

Heather watches as a young woman lying on a table transforms from flesh into white, 

sterile plastic. Nearby, a second young woman is wrapped in sticky webbing and Heather 

pulls her free, revealing her body to the audience. 

The film cuts to a mess of mannequin parts as they begin to unfurl, revealing a 

spider-like being that holds the mannequin heads for sight and starts to click-clack towards 

Heather and the anonymous girl she saved. In the background, the newly transformed 

mannequin woman lays sterile on the table. They run and the monster pounces on top of 

the fresh, naked mannequin in a medium long shot, placing two of its hands atop both 

breasts and rubbing gently. One head, covered with blood streaks, sits close to the 

camera, but the camera angle clearly reveals the mannequin-spider's arms as they run up 

the mannequin's body. A close-up in a following shot shows one of the monster's heads 

staring almost with loving attraction into the mannequin's face, getting close enough to 

kiss its mouth, while another free arm caresses the side of its head and the camera tilts up, 

presenting a high-angle shot, when the monster suddenly places one hand on its neck in 

strangulation technique, twists and yanks the head clean off. The camera quickly tilts 

down, into a low-angle shot, revealing the monster's primary head, with a crack down the 

middle, held together by two filthy hands, staring into the fresh, clean mannequin head. It 

moves, pushing the head into a close-up with the monster hovering in the near background 

as its eyes and mouth open and a piercing scream takes over the room, before its eyes 
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settle into a relaxed, docile state and the monster continues to chase after the women. 

They find the door but are unable to open it, so they move towards a large air vent. The 

monster sees them and tackles a nearby shelving unit, opens its mouth and starts 

screeching. Screaming, they open the vent and crawl, rushing into it. Suddenly, the other 

woman shrieks and is pulled backwards through the vent, leaving Heather alone and 

shocked. Heather came across two women after they found the town by making a wrong 

tum and getting lost in the hazy fog, marking them as failed possible female protagonists. 

These two unknown women are killed because they are not Heather, and as such are not 

wanted by the town, just as the audience wants to see violence enacted upon them for 

being failed protagonists. However, unlike traditional horror tropes, they are not failures 

because of their sexuality; they are failures simply because they are not Heather. 

Pyramid Head makes an appearance in this film, similar to his appearance in the 

first film. While in the first film, he is loosely referenced as Alessa's protector; he is 

directly referred to as such in this work. The film very quickly establishes its action 

influences through Heather's hallucinations of The Otherworld outside of the small town, 

which are reinforced by her hallucinations within the town. Early in the film, a private 

detective named Douglas Cartland finds Heather and begins to explain her history before a 

large monster with blades for arms attacks them. Heather is standing within a metal 

elevator with Douglas outside of it. The two are yelling at one another, arguing about 

Heather's past with dissonant non-diegetic music playing and diegetic lighting flashing 

when the music stops with a bass-y thump and an enormous, eyeless monster with blades 

for arms drops behind Douglas. In the altercation Douglas' fingers are sliced off and 

Heather momentarily saves his life by pulling him into the elevator with her and locking 
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the door behind him, slamming on the up button and asking him to explain who she is. As 

the two ride through a speeding freight elevator the monster jumps on top of it and cuts 

through the metal framing, all while non-diegetic music and frenetic lighting continues. 

The elevator stops suddenly and the monster is nowhere to be found. Heather pulls 

Douglas up as he winces in pain. The lights flicker as Heather steps out of the elevator, in 

a medium shot to look at Douglas. As the camera cuts to show Douglas, the older 

gentleman gasps as the monster reaches down and impales him, dragging him up through 

the elevator while Heather looks on, screaming in shock. At this point, Heather is not 

actually in the foggy, haunted town; she is instead in the regular world, outside of Silent 

Hill. From the sudden blood bursting from Douglas' fingertips to the fast-paced editing, 

to the frenetic music, this scene has many action elements. Similar to the games, this 

action scene works to unite the family. By killing Douglas, a surrogate father figure, the 

film allows Heather to continue her search into the town to find her father. While Heather 

manages to escape physically unscathed, this scene highlights the action elements as well 

as the potential for violence against the female protagonist in an action-horror movie. 

While Silent Hill 3 has largely established Heather as a family-oriented character, 

Silent Hill: Revelation raises other desires by pairing her with a teenaged Vincent. While 

the game kills Harry, Heather's father, the movie leaves him alive, but kidnapped. 

Because Harry has been kidnapped, Heather goes into Silent Hill with Vincent, a young 

man who is lflter revealed as a citizen of the town. By killing Douglas, the film allows 

Heather to travel into the town with Vincent as a love interest. Through the film's plot, 

the two are consistently paired: as new students in a high school, as two with connections 

to Silent Hill, as "love birds" in the final scene, but perhaps most importantly as love 
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interests by Heather's father, Harry. His acceptance of their implied relationship at the 

end not only marks his acceptance of Vincent, but also cements their pairing as the 

heterosexual couple, who can go on to create their own family. Therefore, despite 

Heather's dual desires, she is able to reconcile them within the film to both save her father 

from death and form a romantic relationship with Vincent that, it is implied, will continue 

into the real world, outside of Silent Hill. The final shots of the film suggest a prequel, via 

Travis Grady escaping the town in his semi-truck in the manner of Silent Hill: Origins, as 

well as a sequel, by depicting a correctional facility motorcade transporting inmates into 

the town, which harkens back to 2012's Silent Hill: Downpour. Together, these 

references to the previous games not only solidify the relationship between the two media 

but also cement the franchise's continuation into the film medium. 
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LEAVING the TOWN 

"We're the ones who decide if we can live with what we've done." 
-J.P. Sater, Silent Hill: Downpour 

By including more action elements, not only through dynamic cut-scenes but also 

through increased focus on weaponry and fighting, the games have pushed players to re-

evaluate their orientation with the games. While the dichotomy between sexuality and 

family is not entirely resolved by incorporating elements of the action genre through 

transmedial adaptation, this is one form of development that the survival horror video 

game genre has taken. Although the entire Silent Hill franchise has made great strives to 

resolve this dichotomous relationship, there are many other classic and modem games 

within the survival horror video game genre that highlight other themes for both genre and 

franchise development, such as Resident Evil. As both the films and video games suggest, 

the continuation of the franchise is not only likely but also wildly anticipated. And yet, 

with audiences patiently waiting for Silent Hills and struggling through the mysteries of 

P. T., continuing the franchise leads to several questions. Although P. T. appears to remove 

itself from the action-driven elements that have proliferated through the progression of the 

survival horror genre, it is entirely possible that the amalgamation of popular media forms 

will result in implementing further action influences. Rather than focusing on the 

thematic relationship between sexuality and the family, the horror franchise has slowly 

moved towards personal survival with the shift towards intense first-person perspectives, 

as seen in P. T. This, coupled with the lack of weaponry, could offer a true revitalization 

of the survival horror franchise. As developing technology, such as virtual reality, 

becomes increasingly perfected for regular use, the genre's current trajectory could 

become antiquated as survival horror games become centered on the player's experiences. 



54 

Supposing the reflexive adaptation process continues as more transmedial adaptations of 

video games are created, what perhaps may be most interesting is observing how this 

fledging media form affects the long established film form. As the film medium sees 

increasingly more adaptations of video games, the development of the survival horror 

video game genre could potentially lead to a new sub genre of horror film with unique 

conventions to present a more individualized representation of fighting for survival. This 

on-going dynamic of transmedial adaptation gives us much to look forward to. 
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