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I ntroduction

Set in 1997 and 1998, V for Vendetta depicts a dystopian aker@ality in
which England is under the control of the authoritarian and Iyrutepressive
Norsefire, a fascist party that came to power in thentguin the aftermath of a
devastating nuclear war that destroyed most of the rels¢ @¥aorld. The story focuses
on V, an anarchist and a terrorist who is only ever seearimge a mask most
typically that of well-known English revolutionary Guy Faagk and his fight against
the oppressive regime, with the ultimate goal of bringingrehy to the United
Kingdom. Eschewing a typical good-versus-evil plot, thelgicapovel instead delves
into topics of identity, integrity, and the imbalance o#veo in society. Throughout,
it seeks to confront the reader with difficult questions alwhdt it means to exist
within a hierarchical power structure, and if it is posstiolelo without one, rather

than to feed them answers.

V for Vendetta is a graphic novel written by Alan Moore,Eamglish writer
known for his subversive and politically charged works, and itistl by David
Lloyd, and English artist best known for his work on V for Vendetta.l&\the comic
is set in the late 1990s, the first issues were publishee iBritish anthology comic
Warrior beginning in 1982 and concluding in 1985, when it was cancelled alting w
the comic. This cancellation came before the story coultbb®leted. In 1988, DC
Comics purchased the rights to the title, publishing the origumadrom Warrior, and
finally running the entire story to completion, ultimately psiing the tenth and final

use in 1989. The events of the comlzeginning to be published, as they were, several



years before the time in which they were-setere not intended as an alternative
history, but rather as a forewarning of what the future migbk like, and a
forewarning that Moore and Lloyd believed to be quite plausibleengthe rising
unrest and tension in what was contemporarily an incrggsitestabilized and

fragmented Britain.

At the time of the comic’s initial production, Margaret Thatcher’s
Conservative Party had been in power in the United Kingflmnseveral years,
having been elected in 1979 amidst a climate of economic andisocial unrest. A
party of, predictably, hardline conservative social and economic policies, Thatcher’s
government sought to address the prevalent issues of unemploymentieepening
recession through tactics of privatisation, the looseninggsllconstraints around
business in Britain, and the gutting of socialized support prograrpaeticularly in
the impoverished North. However, their uncompromising and diftetal approach
led to worsening economic and social crises throughout theedUrdingdom,
particularly in the North. Governmental efforts to ratisees, undermine unions, and
privatise and deregulate business in the United Kingdom contlilboten unstable
economy and widespread worker dissatisfaction. The governmernthenstsulting
strikes and social unrest with absolutely no tolerance, aockasingly violent
repression. This in turn spurred the militarisation of the pofmrces across the
country, all of whom were given free rein on how they choske#td with the growing

and occasionally violent unrest.

At the same time, the country, grown embittered and isolatéldebeconomic
crisis and still reeling from the aftermath of the collos its formerly widespread

and powerful empire, was swept by a wave of xenophobias Wais perfectly



exemplified by Enoch Powell’s Rivers of Blood speech, in which he claimed that he
was told during a conversation with a constituent that, ““In this country in 15 or 20
years' time the black man will hati&e whip hand over the white man[,]””” and later

stated,

We must be mad, literally mad, as a nation to be pengittine
annual inflow of some 50,000 dependants, who are for the most part
the material of the future growth of the immigrant-descednde
population. It is like watching a nation busily engaged in heayping

its own funeral pyre. (Powell)

This speech parroted and exacerbated growing racist sentimentshabout t
inevitability of the white population of Britain being overwhelmed attimately
destroyed by non-white foreigners. It particularly emphasizedlgeethat a British-
born child of immigrants could never truly be a Briton, due to theialar ethnic
background, and that the immigrant, particularly the coloured imntigneould

never seek to, let alone be able to, integrate with Britisietyoc

This fear of the “other” was not focused only on foreigners, however, as the
ongoing AIDS crisis—then believed to be a disease that targeted only homosexuals
and drug users, and thus seen by some to represent a divis@rpeni for their
“sins”-- emboldened the intolerant and homophobic climate that prevaiteddh of
Britain. Though homosexual acts had been decriminalised in 1967 (S¥kelaces
Act 1967 ¢.60), reporting on the topic in the newspapers grew imgdabysterical,
with AIDS treated as the “wages of sin,” and those who obtained AIDS through means
such as gay intercourse or drug use were treated as guithomaly corrupt, as
opposed to those who were “innocent victims,” having contracted AIDS due to, for

example, contaminated blood transfusion (Thompson 71). By 1988, witibig



crisis reaching its zenith, the Tory government was backitdroducing legislation
that was directly homophobic, marked by the passage ofo8e28 of the Local

Government Act 1988, banning any local authority from,

intentionally promot[ing] homosexuality or publish[ing] magetri

with the intention of promoting homosexuality" or "promot[ing] the
teaching in any maintained school of the acceptability of
homosexuality as a pretended family relationship (Local

Government Act 1988)

In this way, the homosexual underclass was further aliénfiten mainstream
society, and it seemed that even the government @pgfoved of treating this
minority group ofits own citizens as a potentially dangerous threat to the “normal”

citizens of Britain. This fact no doubt emboldened homophobdscantributed to

attacks on gay people throughout Britain.

As a result of these tumultuous social crises, race antl hate crimes were
on the rise. As if this galvanization of public opinion agawistble and sexual
minority groups were not enough, all of these upheavals andl gmmics were
occurring against the increasingly bloody backdrop of Tloedles, the Irish guerrilla
war for independence from Britain which had long since moved beyond Ireland’s
borders and onto English soil (Aughey 7). This period was rdalkea steady
campaign of bombings, attacks, and murders in England anddatawaed out by the
revolutionaries (Taylor 265). These violent and unyielding tactiigslayed a large
role in further exacerbating the violent and oppressive responsehahiegbolice and

the government to instances of unrest.



It was within this political and social context that V for Vendetts created,
and which it sought to highlight and to warn its readers aboetblgak, cruel reality
and heightened social and economic instability of Thatcher’s Britain worried Moore
and Lloyd, who looked on with alarm at the governtieincreasingly authoritarian
responses to crises, as shown in the introduction to Vfor Vendeitizvn 1988 by

Moore.

It’s 1988 now. Margareth Thatcher is entering her third term of office

and talking confidently of an unbroken Conservative leadership well
into the next century. My youngest daughter is seven and the tabloid
press are circulating the idea of concentration campsef@ons with

AIDS. The new riot police wear black visors, as do their horses, and
their vans have rotating video cameras mounted on top. The
government has expressed a desire to eradicate homosexuality, even
as an abstract concept, and one can only speculate as to whic

minority will be the next legislated against. (Moore)

The fear and dismay that resonate through Moore’s words at the time make it
clear that both he and Lloyd did not create V for Vendetta amspesstory or thought
experiment, but rather as a warning of what was to come iitbhation, and the

country, continued along the path it was currently following.

When they started writing in 1981, they took for granted that the Caiser
party would lose the 1983 General Election to the LabouyPahe Conservative
Party managed to retain power in this election for seveadons, primary among
them being their success in the Falkland War, as well as the timid ecormovery

that the country was undergoing around the time of the eleetimhwhich seemed to



indicate that Thatcher’s reforms had been successful at safely navigating Britain
through the worst of the recession. For the purpose of this dissertatiwever, it is
interesting to briefly mention specifically why the Labourtiaid not win, rather
than why the Conservative Party did. One of the primarggslavhere blame for
Labour’s loss has been places is on its (at the time) new leader, Michael Mdloile
he did fare well in the opinion polls in the lead-up te #tection, when the time to
vote came the general public considered him to be too far teftha perception that
fed too directly into the Cold War-era fear of Communisat thas prevalent at the
time. The Labour Party’s manifesto, dubbed “the longest suicide note in history”, did
not assuage fears, with its promise of nuclear disarmamenttiouter being seen as

especially reckless at a time when nuclear tension was high.

While that point of policy was one of the main reasons that thelggepudid
not vote Labour in the real world, it was extremely imaottin the world of V for
Vendetta, where it is mentioned as one of the few prontiisgd_abour kept when
they came into power following the election. (Moore 27) When, in the comic’s
universe, some vaguely hinted-at event involving Russian occupatiéolahd
finally sparked the cold war between the Soviet Union and theet) States turning
hot in 1988, (Moore 27) it is implied that the United Kingdom was taajeted
because it was no longer a threat to either factiomheddbour party had already
eliminated their stock of American missiles. Although Bntaias not the actual target
of nuclear weapons, however, it still suffered the aftereffettsuclear fallout, as

Evey recalls while talking to V,

But Britain didn’t get bombed. Not that it made much difference. All

the bombs and things had done something to the weather. Something



bad.[...] We could see right across London from the bedroom
window. It was nearly all under water. The Thames barrier hesi.bu

The sky was all yellow and black.[...] It turned out that the
countryside was worse than the towns. The weather had destroyed
all the crops, see? And there was no food coming from Europe,

because Europe had gone. Like Africa. (27 Moore)

It is unclear what exactly happened during this time irctimaic, as Evey is
the only character who ever describes these events clearlghandas very young at
the time they were occurring. She describes this period betive2 end of the war
and the beginning of the regime as a time of chaos and tlaps®Ilbf governmental
order or protection, saying that there was “no food[,]” and that “the sewers were
flooded and everybody got sick”. (Moore 28) She says that the original government
had fallen- though it is not specified if it collapsed as a result of the war otaithe
ensuing chaos and that there was a subsequent battle for control of thergdahat
came to a head in 1992, when the Norsefire party finally gedevictorious, thanks
in part to the assistance of the remaining economic and caposatutions. (Moore
28) Its leader, Adam Susan, took control of the country, and proceeded to bring orde
through highly repressive measures, sending political, racidlsexual minorities to
resettlement (i.e. concentration) camps, and greatly redu@ngetisonal liberty and
privacy of the remaining general populace, all in the namestafning order and

safety to Britain.

Power is the heart of the matter when analysing V fordetta. The country
presented in the graphic novel is a fascist, authoritarian anehich the strictly

hierarchical government holds all of the power, and politicaltgpréag and dissent



are policed and brutally stamped out. In this version of Brithim,population has
willingly given up most of their rights in exchange for the pisenof order and an
escape from the chaos of the interregnum. The graphic noveldedat care to detail
the level of complacency in the population only five years on from Norsefire’s seizure

of power. Edward Finch, the chief of the police force colloquiedferred to as the
Nose, does not hide his disdain for the new order, but considersibietier than no
society at all, and makes no efforts to challenge or subvert eversiysisens that he
actively disapproves of. (Moore 30, 210) The members of the publarge bre
shown to simply be living their lives as best they can, ustip@ngly accepting the
repression that has been forced upon them. Even when thgwanethe assurance
that they will no longer be spied upon by the governmengkies a great deal of
prompting and manipulation of events for them to start agtiagtempting to
overthrow the government. When a character does say that they “shouldn’t live like
this” and that he wishes “we were all dead! It’d be better!” he is promptly attacked
and beaten by the rest of the crowd, who unthinkingly reinfiieeegime rather than
guestion or speak out against the system. (Moore129) Later onEvieg, one of the
main characters, repeats that they should not be liviegttiis, the man she is with
responds with a meek “[n]o, kid, we shouldn’t. What are you going to do about it?”
(Moore 130). In this way, Moore emphasizes and critiquesastdng in which the
people of Britain accept even the most oppressive control ovetivies, rather than
attempting to step outside of the comfortable control thaegobas trained them to

believe that they cannot live without.

This focus on power continues from the level of governmesbtiety and

pervades even the daily relationships of the individual chasactédmost every



relationship shown in the story has a distinct power inmz@awith one person in
control and the other subordinate to the first. In contrast to this, V’s plan is to give
power back to the people, to make everyone equal and to emghasbelief that
order does not require subjugation, willing or otherwise. As hagto Evey when
she asks if the chaos of the ongoing riot they are witnessing is anarchy, “Anarchy
means “without leaders”; not “without order.”” (Moore 195) He believes that it is
possible for human society to flourish without leaderkierarchical structures, and
that this society would be orderly not because of the top-diimactures that keep
them in place, but because of the people who create it from tioeap. The aim of
this dissertation, therefore, is to analyse the wayshiciwthe comic portrays power
structures and relationships between key characters, aextémd to which it displays
the relative benefits of the power structures (or lacketbi@rinherent to fascism and

anarchy.

To fully explore the role of power and relationships throughdat Vendetta,
this dissertation will be structured around the recommended methgdiaggbower
relationships put forward by Michel Foucault in his work Bubject and Power, first
published in 1982. In it, Foucault describes five points that muststablished in
order to correctly analyse the way that relationshipeigga power. The first is the
concept of the system of differentiations, that is those difteebetween actors, be
they legislative or legalrdditional, economic, or so forth, which, “permits one to act
upon the actions of others[.]” That is to say, the differences between people, such as
unequal wealth or unequal enforcement of laws, that are sage$or power
imbalance, and which are used to reinforce imbalance. As Foutesdribes it,

“every relationship of power puts into operation differences that are, at the same time,



its conditions and its results” (Foucault 344). To Foucault, then, differentiation in
power is the means by which ogxeercises one’s will over another, and also the ends

to which the power is exercised; by exercising power over anathe reinforces the
existing power structure, and deepens the power imbalatwedye the two actors.
The second point is the types of objectives that are beingeulitsy the actor when
they bring their will to bear upon another person. To whatdmthey direct their
power, why do they seek to command another person or ebpkypical power
relationships, objectives are often profits for oneself, dewappr maintaining
privileges, or gaining and keeping control over people or obgctalue. The third
point is the instrumental modes in use by the actor, that is,amhéte means that are
in use in order to create and reinforce the poweriogighip. There are many means
that may be used to exercise power; among them are viaetioe threat of violence,
the creation and enforcement of rules or legislation, octbation and maintenance
of economic disparity. The fourth point is the forms of insitinalization used by the
actor. What institutions do they use or rely upon as pathef exercise of power,
and which justify their power. This can range from the/\fermal, such as the state
and its legislation, to economic institutions, to thetreddy informal structure of
cultural or subcultural traditions, the hierarchy of the fgmdr even fashion. The
fifth and final point is the degree of rationalization, addressire actual outcomes
of the attempt to wield power. Are the instrumentsise proving effective, and do
they suit the ends they are being directed towards? Dwmésvalue in terms of

producing the desired effect outweigh the cost to the actor?

Using these five points of analysis, it will be possible tity faxplore each

individual character, their place in the hierarchical posteuncture, and the ways in

10



which they enact power, or have power enacted on them, eitharigividual or on
the societal level. This dissertation will explore sevesjomcharacters in V for
Vendetta, each of whom hold a different place in relationshipasystem and to

power creation.

To begin with, this dissertation will focus on the chagaodf V. The
embodiment of anarchism, V is not a “person,” in the sense that he is nothing beyond
the idea that he personifies; he has no identifiable persasl ®nd is never seen
without a mask. He is the impetus for the societal anitigadishift that the society
undergoes throughout the comic. It is through his campaiggrmairism that the rest
of the country is, and several of the other major charaatergpushed to rebel against
the government. Unlike other characters, he begins the stenyghcast off the chains
of hierarchical power, he exists on his own and by his own idedlrefuses to allow
himself to be subject to the whims of those who society teeglabove him. His
relationship to society as a whole, that of political revohary, is exemplified by his
relationship to the character of Evey. By his interactions Bnvtdy, which begin with
cajoling and instructing her in the ways of anarchy, draggingrterhis plots, and
ultimately imprisoning and torturing her, V plays our in miaratthe way in which
anarchy subverts and ultimately overthrows the control hed thierarchical,

authoritarian power structure.

The next chapter focuses on the character of Adam Susaredder of the
Norsefire government. Like V, he is the personification of hislmfgy, in this case
fascism. However, unlike V this ideology has not consumed tos on a
fundamental level; he is portrayed as a fully realiziedracter, with very human traits

and flaws, as well as having a face and an individual idehtithis way he represents
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a fundamental aspect of authoritarianism that is conttasdtarply with anarchism.
While anarchy seeks to have no ruler, no one person whohaiige; authoritarianism
must. By being a person with a face and an identity, Sigsdiametrically opposed
to the faceless, nameless V. Though he begins the story freaniways than most
of the characters, in others he is as trapped by hieramthyts expectations of him
as any of his subjects. Though he exercises great power @&nBiitalso exercises

him.

The following chapter will focus on the character Evey Hammoediriing
the story as a helpless and frightened sixteen-year-old girl whiolhaaccepted the
place that has been dictated for her by the system in whidivebeEvey grows and
matures through her interactions with others to becomenéxt V. Initially, Evey
craves the smothering support of the state, and is willingccept the role of
powerless victim that has been designated for her, assesyieel by her constant
seeking of authority figures to whom to cede control and respbnsitii her life.
However, through her interactions with V she grows to saesocietal strictures tha
she has found comforting are actually chains. Put through the pain of torture at V’s
hands, which is also the temporary pain of revolution and ¢cBaey finally escapes
the hierarchical power system in which she has liveafalier life, and embraces

anarchy and self-determination.

This brings her into sharp contrast with the subject of the okapter,
Rosemary Almond. The abused housewife of a member of the inner party,dpsem
is the quintessential victim of the hierarchical poweratire of authoritarian society,
as she is routinely terrorized and completely dominayeddn cruel and controlling

husband, who might be said to be representative of the systaemn W kills her
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husband, she is unprepared for her newfound freedom fronulbisand her life is
subsequently cast into chaos as she struggles to male afeher new ability to
choose for herself. She finds herself trapped in a downward apisdle continues to
seek a way to exist on her own while still, knowingly rmt, capitulating to the
existing power structures. Like Evey she attempts b®lr@against and ultimately
overthrow the system, in her case by assassinating Adam. $isaaver, she is not
properly prepared for this struggle, and she is consumed byh#us ©f revolution
and unable to weather these changes or to fully emiwerceew independence; her
attempted subversion is less successful and less congieteshe is captured and

most likely executed.

On the other end of the spectrum, the next chapter will focus on thectdrar
of Helen Heyer, the wife of another member of the inner paayabusive and
dominating tyrant who controls her weak-willed husband wasitliron fist, Heyer uses
her connection to power as a way to further her own aomisitand to amass more
power and influence for herself. She is the classic intdgbe corrupt kleptocrat,
manipulating and abusing the hierarchical system in whichasein order to benefit
herself and only herself, with her actions contributing todéiment and suffering
of those around her. Her ultimate loss of power and subsequentadiqvarallels the
downfall of her rigidly structured society: when therens longer a hierarchy to
manipulate, she is powerless; when the system collapses keft to the mercy of &n

rioting populace.

The next chapter focuses on Eric Finch, the previously refedehead of
Norsefire’s investigative wing, referred to as the Nose. Though he shares none of the

convictions or politics of his party, he nonetheless passivepepgtes and enables

13



the governmental powers and controls imposed on his fellaeee#. When he
ultimately goes against the will of the government bytiooimg to pursue V, he
nonetheless does so within the strictures imposed by the goet;namd to further
the government’s ends. Neither completely free nor completely bound by the
hierarchy in which he lives, the government’s collapse finally releases him from the
bonds that he was unable to fully escape while it still ekisie is therefore in many
ways the average person, not fully dedicated to the governménioo passive and
comfortable to subvert it by himself, and requiring violent revolutiobe begun and
largely carried out on his behalf in order for him to finally lay cl&inthe liberty that

awaits him.

Finally, this dissertation will consider the character of lal®age, a lesbian
and actress who was imprisoned in one of the government’s concentration camp due
her sexuality, and who ultimately died there as a rexdulhe experimentation that
was carried out upon her. Before dying she was able to paste 40 V, which was
part of the impetus that set him on his course of anarchyn§iskg a victim of
society, Valerie subverts this role and escapes the Higratsystem not by acting
upon it outwardly, as most subversive characters do,nstead by looking within
herself and rejecting the hold that society has over her. Emgrher difference and

her choices, she declares herself to be, and dies, free.

Each of these seven characters experience and intethcpowier in very
different ways. Throughout the graphic novel, several of thersese growing and
changing as a result of the influence others have over thatmsathe system and
their own spheres and abilities of influence are alteredouldh a consideration of

each of these characters, this dissertation will seekderstand the ways in which

14



power is created and used in a hierarchical sociesty, how iffeghtae trajectory of

a character’s life and the ways it impacts upon their relationships to others and to the
society in which they live. By bringing to bear Michel Foucault’s theories about power
relationships, this dissertation will reflect upon the powaginics at play throughout

V for Vendetta.
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Graphic Novel asa Form

While the “graphic novel” itself is a relatively recent innovation in the field of
literature- the term was first proposed in 1964 by fan historian RicKafld in his
essayThe Future of “Comics” (Kukkonen 19)- graphic storytelling had been the
principal means through which it was possible to commusiwih a largely illiterate
population for centuries before the term’s creation. This goes back even to ancient
times, when cave paintings and later works of art such asdrigzenphal columns,
and tapestries were used to communicate historical evahideas (Dillon 244-270).
llluminated manuscripts and illustrated bibles have alsmbe use for centuries,
marking one of the earliest combinations of text and imalgasdid not have to
remain in one location and could be transported to readers. (Dyrness 3ugiduwb
the 17" and 18' centuries, works that could be classed as comics, tipsiagle
panels with text under the art, were often created to comomergligion, politics or
current events, as instructionals, and also as part of argydvadition of satirical
works using images with text (Smith and Duncan, 2009). It wasn’t until the Industrial
Age was well underway that pictorial storytelling beganbe used purely for
entertainment by the average reader. This was due to air@tioh of the ready
availability of the technology necessary to mass produceethworks, as well as
general advancements in technology granting the working clagsleisure time that
could be used by consuming works of literature, including corfesiodicals, and
especially humour periodicals, were created in this period ef tinany of them with
the aim to satirize the then contemporary society; Benjamin Franklin’s Poor Richard’s

Amanack, which was printed between 1732 and 1758, and which featameg m
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political cartoons, is probably one of the best known early ebempf this

burgeoning field. (Tychinski)

It was not until 1842, however, that the first of what migbt called a
traditional comic was published, when Rodolphe Toffler producedAdiientures of
Obadiah Oldbuck, a serial relating the story of a young mdrhengirlfriend. From
there the medium underwent a period of continuous evolution until the gtidnhiof
The Yellow Kid by Richard Outcault. This newspaper strip, clvhiecounted the
adventures of the eponymous Yellow Kid, was the first to achiedespread fame,
so much so that its very presence in a publication was known tasecsales, which
resulted in two rival newspapers, the Truth and the Nerk World, competing in
order to host its stories. (Tychinski) While comic stripstowred to be famous and
popular with readers, especially among soldiers, it took W83 for the first
independent comic book to be created. M.C. Gaines is acknowledgédving
published the first comic book, New Funnies, an anthology collectiodady
newspaper strips. This was followed shortly thereafter byfithe independently
published comic book story that was composed entirely of mew;reprinted

material, Humor Publication’s Detective Dan.

Action Comics #1, published in 1938 by the company then known as National
Allied Publications, Inc., saw the introduction of Superman fiteesuperhero, and
this is generally regarded as the beginning of the Golden Age ofc(®ooks, a
period which continued until 1950, and which is so-called becatifiee surge in
importance for this relatively novel literary form in thablishing world, and for the
high number of famous characters that were invented duringehisd of time. The

end of this age is widely acknowledged to be due in large p#netpublication of
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the essay Seduction of the Innocent by psychiatrist Frederich&veertThis essay
stirred up concern and moral panic over the potential teffext violence in comic
books could have on the psyche of the public, particularly on the young childeen w
often consumed them most. The ensuing public outrage and balddas the advent
of the Comics Code Authority, a regulatory body that waated by the publishers
in order to avoid government censorship, allowing the consgani self-police their
own comics with a series of extremely restrictive sutkat heavily censored the
content of the stories, the so-called Comics Code. WitGoutics Code adherence,
it was impossible for creators to publish under the aespaf any of the major
companies. As a result of the implementation of the Code and &g &@iots on what
could be published, authors were forced to write more outlandish or bisfoplats
to compensate for the sudden lack of violence; this goofiness amibussess came
to typify this era of comics, which came to be known as therSAge. Because of
this rapid change in subject matter and shift in tone tonergésilliness, comics
became known as being a medium “for children”, a label that they still carry to this

day. (Tychinski)

To escape the censorious reach of the Comics Code, many crefusesl te
produce work for traditional publishing houses, and turned insteselftpublishing
as a new venue through which to present their true antistions. (Rothschild XIII)
The comics that were published in this way were referred to as “underground comics,”
and represented a significant phase in the overall developshém graphic novel,
helping to establish many of the traditions and styles, boterms of the art and
writing, that are in use to this day. In The Graphic Noveltrdroduction, Jan Beatens

and Hugo Frey explain that “underground comics invented formats and contents for
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future graphic novels” (Beatens 59), while Sean Carleton argues in Drawn to Change:
Comics and Critical Consciousnehst the “mainstream resurgence in the late 1970s”
was huilt on the “relative success of the underground movement[.]” (Carleton 155)
Without this period in comic book history, it is unlikely thhé modern comic book

landscape would look as it does now.

As noted, the Seventies saw a massive resurgence intreamscomics of
“longer and [...] more serious engagements with historical and contemporary political
issues.” (Carleton 156) This marked the beginning of the Bronze Age of Comics, and,
starting from this point, comics underwent a marked dangim terms of both tone
and acceptable plot lines and character arcs, with mathors choosing to confront
serious political and social issues, such as drug addictioisnrapoverty, and
corruption. It is therefore perhaps not surprising that, is thimate of growing
seriousness, the term “graphic novel” began to gain traction with a small group of
artists during this period, as it did not carry with it thevppesly mentioned stigmatic
connotation that was attached to the word “comics”. These advocate artists included
creators such as Richard Corben, Jim Steranko, and Geaggd, who, in 1976,
put the term “graphic novel” in the introduction, on the cover, or as a subtitle on their
respective works; (Beatens 61) in 1974, Jack Katz described riegs 3he First
Kingdomas “the first graphic novel”; (Katz) and in 1978, Will Eisner used the term
as a subtitle to his A Contract with God, erroneously believingdifrts be the first
creator to use it. By the early 1980s it was an accepted itettime comic book
community, but was not known outside of this circle. It was not until Art Spiegelman’s
Maus(published as a collected work for the first time in 1986) that the term “graphic

novel” made its way from the niche comic community into the popular lexicon, as his
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combined biographical/autobiographical retelling of his father’s historical account of
civil life as a Jew in Poland before and during the Second d\Wfdr, and of the
horrors of Auschwitz, caught the attention of comic fans and the general liks.

(Carleton 157)

The term “graphic novel” is not without its detractors, however, one of the
most prominent among them being Alan Moore himself. In anviei@rwith Barry
Kavanagh to the website Blathée explained that in his opinion “[i]t’s a marketing
term” that “just came to mean “expensive comic book™” and that it has its “roots in
the need to dissemble and justify [reading and enjoying comic books],” and thus
“exude[s] a sense of desperation, a gnawing hunger to be accepted.” (Kavanagh) In
the Sandman Companion, Neil Gaiman, another well-respected comiabtiak,
responded to the claim that he writes graphic novels rdtaercomic books by saying
that he “felt like someone who’d been informed that she wasn’t actually a hooker; that
in fact shewas a lady of the evening.”(Bender 6) Finally, Giles Coren, a writer for
The Times, said the use of the term is a way to give comic books @mpaatension,
as “to call them graphic novels is to presume that the novel in in some way ‘higher’
than the karmicbwurk (comic book), and that only by being thoughsag af novel
can it be understood as an art form.” (Coren) While these objections are valid and
convincing, and it does seem that the line between “graphic novel” and “comic book”
is, for all intents and purposes, a distinction without aedbffice, still for the sake of
clarity this dissertation will refer to V for Vendett& a “graphic novel.” This
nomenclature will be used with the understanding, howe\arthk term can be, and
indeed is tde, read interchangeably with the term “comic book,” and that the only

real difference between the two is their size and stypgasfentation, with the former
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having the length of a novel and being presented as one unified wihdkethe latter
is more akin to a short story, and is typically presented as manyasepiments, as

a chain of ongoing, serialized stories.

Much like a traditional novel, the graphic novel has a distioon and
language of storytelling that borrows and builds upon the stestifrseveral other
sources, but is unique to itself. In Comic Books and Graphic Novéteir Generic
Context, Andrés Romero Jbédar posits that this literary f@nmspired by both
traditional and modern forms of visual art, explaining that the “codecs that govern
narrative enunciation in graphic novels borrow from oldeodeis of visual
storytelling that date into classical antiquity” and from conventions like “certain
techniques from cinema.” (Jodar 117) Moreover, in Teaching Historical Agency,
Clark J. Spencer builds upon this idea of the graphic novelitesary text, writing

that;

The graphic novel is an extended comic book that treats nonfictismeell
as fictional plots and themes with the depth and subtlety that wechaa

to expect of traditional novels and extended nonfictional texts. (Spencer)

In other words, the flexibility of this literary form allvs the authors to face and
explore a wide array of themes and genres. This is a comeeat benefit to the nature
of the graphic novel that is reiterated by Eleonora Brandig. archeologia del
graphic novelwherein she highlights the medium’s “duttilita” and its “plasticita
metamorfica[.]” (Brandigi 21) By combining the best aspects of literature and visual
art, poetry and cinema, the graphic novel is able to exmoncepts and to lay out
new ways of interpreting and interacting with ideas thaubd otherwise be

impossible. It is by bringing the visual and the literary together that either’s true
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flexibility and depth can be explored, and the graphic novel allonthe inspection
and exploration of an entirely unique method of storytelling, ardtbat is able to

create exciting new stories.

In the end, however, the most useful way to define the graphic sovet to
focus on its flexibility, or on the way it can be used as a \efic genres that range
from speculative fiction to autobiography with seemingly no carngins, but on the
way in which it tells its story. The means through whicboes so are what Will
Eisner, the creator of the graphic novel A Contract with @efines as “sequential
art[,]” (Rothschild, XIII) namely a cohesive sequence of images with a textual

element, unlike the novel, that uses almost exclusively text.
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Very little is known about the man who calls himself V. All treakinown for
certain is that he was probably raised in England, and wasntgipaesent when the
bombs fell and the war began. After the war he was identifieddogefire as a social
undesirable his “crime,” whether it was his race, his religion, his sexuality, his
politics, or any other element of himself, is as unknown asnhime- and was
incarcerated at the Larkhill Resettlement Camp, one ofdheentration camps run
by the government as part of their campaign against mingrayps and dissidents.
There, he was the subject of medical experimentation, whicineet his body and
intellect while also rendering him insane. Driven by a pempose, he managed to
orchestrate the destruction of the camp and escape itllitrgwe London where he
began his terroristic plot to bring down the government anetton the people of
England to a state of anarchy. Cunning and manipulative, he maoagedermine
the political and social structure of Britain over the ceun$ a year, successfully
overthrowing the government. He dies in the midst of théhd#aoes the old world

order, passing his mantle on to his protégé Evey.

Before proceeding to discuss V's position in the power sireictt is worth
considering his visual representation in the graphic novelstémost never shown
without his mask, and, when he is, his face is covered bywsisagMoore 9, 83). It
follows that he is incapable of displaying any facial exgims other than the one
pictured on the mask he is wearing in that moment. As atwayrcumvent this

problem, David Lloyd uses shadows and different perspectiveroey what
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emotion V is feeling in any given panel. For example, on pagéédanel focuses
in closely on his face, making the smile of his mask alrdisstppear while he talks
of how culture has been eradicated, and of how instead of mogidhere is only

"his master's voice. Every hour on the hour[,]" emphasizingger and disgust at
the situation. On page 29, on the other hand, his smile is cleabig\as he comforts

Evey, displaying a softer side to the immovable mask.

His usual costume the mask that he wears and the style of clothing he is
almost always depicted-inis a homage to Guy Fawkes, an English Catholic who was
one of the members of the plot to bomb the British Parliamepart of an attempt to

assassinate the king. This is confirmed in a message from Daydlto Alan Moore;

| was thinking, why don't we portray him as a resurrected Guy
Fawkes, complete with one of those papier mache masks, pea ca
and conical hat? He'd look really bizarre and it woulde gsuy
Fawkes the image he's deserved all these years. We shouldn't burn
the chap every Nov. 5th but celebrate his attempt to blothep

Parliament! (Moore 272)

A similar sentiment is shown in V's speech to the cquntthe Prologue to Book 3,
The Land of Do-as-You-Please, in which he describes Guydsaga great citizen"
who "made a most significant contribution to our common culflr@yjoore 187)
that is, he attempted to subvert a government he did ne¢ agth by using his own
means, which is an example of liberty in action, evanhvifas an attempt to instate
absolute monarchy in the United Kingdom. This chosen way of gnegdnmself
highlights V’s revolutionary spirit, and his desire to destroy what is in order to make

way for a new way of governing. While he typically wearsy@&Gawkes' face, he
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switches masks depending on the occasion. This is seexafople, when he dresses
as Mr. Punch, an extremely popular and well-known char&ot@rtraditional British
theatre culture, to meet with Lewis Prothero. This niey seen as V simply
interpreting another role and playing a different sort of ati@r, in this case taking
on not the role of revolutionary but that of the comical and violent stiteytas part
of his interactions with Prothero, which largely involve meting Prothero of the
story of their shared history. This considered use of his appeararsterigelling is
evidenced by his explanation to Evey, while partially quotingi&h Shakespeare,
that, "all the world's a stage. And everything else is valldeviMoore 31) For V,
then, his appearance is an element of the performative naftuhe way that he

interacts with and enforces his will over others.

Moving on to consider the rigid power dynamics of Norsefire’s Britain, V
might be said to be a powerless character, in the waditsense of the hierarchical
structure, as he holds no formal position of power, and has note dfaditional
benefits of such a position to support him or his goals. Certaistiya few years before
the beginning of the graphic novel he was amongst the most disemfred of its
citizens, being an interned prisoner at a concentration camp, subjebtitoal@sing
and dangerous medical experimentation, as well as a ¢stabf liberty and bodily
autonomy. However, throughout the story he is one of the poeserful characters,
in that he is the one who appears most able to bring his wiaodn others. Unlike
the other characters in the story, V stands outside ef hilerarchical system
throughout his time in the graphic novel, refusing to submit tw to allow it to
control him. He is able to do this by slipping the bonds of persondwaddaking on

an identity not as a person, but as an idea. Throughout tHegragyel he emphasizes
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this concept, that he is not a person, that there is in truthamobehind the mask.
Indeed, he goes to great lengths to erase his self, sysigligatliminating every
person who knew or might know who he was before he was V, exmggdhg last
remaining record, thaf Delia Surridge’s journal, to ensure that he could never be
identified. As he explains to Finch during their confrontati@ajhere’s no flesh or
blood within this cloak to kill. There’s only an ided,]” (Moore 236) that is, he is
beyond personhood, and in this way he has transcended the power igystach he
once lived. He uses this facelessness to differentiate liinose others, to set himself
apart from them, and also to create in effect a sort afuracof identity. By being
this mask, this idea, he makes himself an entity of almrdstite possibilities.
Because he has no identifiable characteristics, he bmarassigned whatever
characteristics a person should choose to attribute to hincotdd be anybody or

anything, can be all things to all people. As Evey says in the aftermhihadath,

[...]you were so bigV, and what if you’re just nobody? ...Or even
if you’re someoneyou’ll be smaller ‘cause of all the people that

you could have been bukren z... (Moore 250)

This identity-free identity is one of his most potent mearestdblishing his place as
unique, distinct, “other,” and, most importantly of all, as being outside of the system
and not beholden to it or its requirements. By remainiegntask, V maintains this
enigmatic power, this mystique that causes others to seafisomething greater
than they are, something that is able to act upon théimacand their wills with an

almost overwhelming force, because it is not only a person.

Indeed, while he does not allow the system to control hianyhway, he is

more than content to use the system to manipulate otB&sding outside of the
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system, perhaps as a result of his altered sanity, seems tgraated him an ability
to see the strings on which the others dance, as it werey potl them as he pleases.
He manipulates the traditional status quo to force otleeext, aware of how their
natures and the power imbalances between them will thk® to act upon and
against one another if he only removes a pillar or twohefrtrigid hierarchical
structure. This is seen in the way his machinations sedertHeyer and Peter Creedy
on their course of attempting to grab as much power for tHeessas possible, which
further destabilized the government and was one of the &efrilsutors in what
ultimately resulted in its ruination. His facelessness furthremtgrhim a great deal of
power in society. Perhaps the clearest example is hgeasymbol of Guy Fawkes,
a deeply resonant cultural signifier of revolution, of the dewir@verthrow the
system. He uses traditional iconography such as this, as wellcfscsiig targeting
symbolic buildings and structures in his campaign of destrycti@cause he
understands the power that these symbols and these ideasitfan the psyches of
the people and the cultural landscape in which they live, angdtver they would
therefore have to spread his message. He relies upon hisaskillkis knowledge
partially inherent and partially expertly honed, and in either caselevel above any
of his opponents or any of the common people of Englanddevelop and maintain
this level of power over others, this ability to grab and hbé&r attention, to force

them to listen to him and to reexamine their lives and their choices.

V’s relationship with others, however, is not designed or intended to control
them, and he does not use what power he does have in@e@rench or reinforce
his own power. He does not want to maintain his privilege® @ccumulate more

benefits for himself, nor does he even truly want to put himseduthority, as he
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seeks a society which needs no leader, indeed, one in whiimbelf cannot even
live. Instead, he uses what power he has, power that hasdrgely ladopted and
stolen from the system or from traditional sources of power, hdareie the idea that
there is no need for a hierarchical system, that there iseeal for the power
imbalance, that all of those who think themselves beneath linbuids instead see
themselves as equal, both to himself and to everyoneretseeiety, and so be free.
This destruction of the hierarchical power structure does sudbs@other goal, that
of seeking revenge on his tormentors, an end to which he worksgiseie the early
segments of the graphic novel, however his primary efforts agetdd at freedom
for the people. This objective, the goal of letting the peop&e their own choices
and do as they wish, is best exemplified in the way that he does nittdeaats that
ultimately destroy the government, nor does he personallguexeAdam Susan.
Instead, he sets the people free to make the choii#,tag he sets Rosemary Almond
free to make the choice to assassinate Susan. V’s incitement of the people

encapsulated the idea that,

Liberty, by its very nature, cannot be given. An individual cannot be
freed by another, but must break his or her own chains through their
own effort. Self-activity is the means by which the creativity,
initiative, imagination and critical thought of those subjected to
authority can be developed. It is the means by which society can be

changed. (Anarchist FAQ)

V is all too aware that simply destroying the system on his own, withqodupng or
involving the people in this decision or action, and then becoming its aeberlevill

only create the same problems. It will result in the same dependémati¢ise people
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have always had on leaders to make their choices for thenmodimadg will change
and nothing will improve. He wields his power then to only oneatlye, and only
one purpose: liberty, the freedom of every person to choosledimselves. By letting
the people decide what they wish to do with the systewhich they live, V makes
it clear that his only aim with his power is to destrbg system as it exists, and to

give his power away.

V carries out and enforces his objective in three mapys throughout the
graphic novel, these being violence, speech, and systems of surveillanepsRienh
most obvious of his intruments is his use of arms and thettbfeams. V wields
terroristic violence, and the threat of such violence, througtiegraphic novel,
indeed, his first appearance is a violent attack on several meailibespolice force,
and he follows this almost immediately by destroying the Eeus Parliament.
(Moore 11-14) Violence is a well-known method of catalyzing revolutowl
galvanizing others to rebel that is typical of anarchissiit is an aspect of their
doctrine of the “propaganda of the deed,” a way of expressing anarchistic ideals and
encouraging others to adopt them (Merriman, 63). Like the as#sabii the past, V
wields violence both as a means of destroying symbols of the sysig@s a way of
drawing the attention of the peopleknows that, “the anarchist revolution is about
destroying structures, not people” (Anarchist FAQ), and so he actually kills relatively
few people, typically murdering only those who he must, or those who he views as
too corrupted to be able to change. He relies upon, and destroys, traditional ideas

and images because he knows that by destroying them he campsbple that the
old ways, the old symbols, do not have to hold forever, and that thie paopendure

without the structures, and symbolically the systems, theg baen raised to believe
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must exist. His use of violence is entirely instrumentatj@@out in order to establish
the power relationship between himself and society that hdsrieeorder to set the

people free.

Though violence plays a large role in his campaign, it ifff@am the only
method that he uses. V is noted by many other charactdye o magnetic and
charismatic speaker, and he takes several opportunitiegpi@ss his ideals with
individuals and with the population as a whole. In A Vocational peat he speaks
directly to the people, laying out his critiques of the systetncd their complacencym
and urging them to draw upon their individual power and rise gginat their

oppressors, saying,

We’ve had a string of embezzlers, frauds, liars and lunatics making

a string of catastrophic decisions. This is plain fact. But who elected
them? It was you! You who appointed them! You who gave them
the power to make your decisions for you! [...] You could have
stopped them. All you had to say was “no.” [...] You will be granted

two years to show me some improvement in your work. If &t tha
time you are unwilling to make a go of it... you’re fired. (Moore 116-

118)

By connecting with the people in this instance throughalitepeech, he begins to
draw their attention to the fragility and the imbalan¢¢he society that surrounds
them. He performs similarly in future instances, using Hhiscks on people and
institutions as a form of “speech” through which he lays out his ideas. In this way, V

is able to spread his message, to entrench his image nmintds of the people, and

to affect their actions.
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Similarly, he is able to facilitate, through his conversatiwith Evey, her
change from frightened child to a liberated woman, one who id@freely discover
and accept anarchist ideals. Throughout their interactioms$entially plays out, s
though a representation in miniature of his efforts with the greatdicptite method
by which anarchy subverts the system. He begins by draveingto his influence
and introducing her to his ideas and his methods, whichesbets because they are
new and go against everything she had been previously taugbtieyy. Though she
resists him, he slowly breaks her of her limiting belibf®ugh his various displays
of propaganda of the deed, breaking her of the victimizatiorhdsbeen inculcated
in her by the system, and in so doing begins to bring to her atteh#@ strictures that
surround her, and the unfairness of life in a hierarchicaéesysFinally he subjects
her to torture and imprisonment, to the absolute pain of chaoden tarfinally force
her to see the prison that she is living in and to chooseefeelf, either to die or to
cast off her chains. In this instance, he most clearlg hgespeech to carry out his
goal of setting others free. Throughout the graphic novel, heckpend his conduct
with others are very effective methods by which he isaitieect action, developing
and controlling the power relationship between himself anésgas well as himself

and individuals, which is necessary for his plans to succeed.

As noted previously, V is also adept at wielding the sysitself as an
instrument by which to generate the power that he needsetrthrow it. He coopts
and uses the systems of audio and visual surveillancéhéhgbvernment has in place
throughout the country, and uses it to manipulate othasswhen he informs Conrad
Heyer of his wife’s affair-- and to release the people from the threat of being

surveilled- as when he shuts the system down for several days. bl&adks into
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Fate, the supercomputer that lies at the heart of governmentiopgrand uses it to
monitor the government’s response to his efforts, to cause unrest by manipulating food
deliveries and other governmental aid, and to disseminatieldas to the people by
mailing out subversive documents. In this way, he is ableatmephimself in power
over the system by manipulating it, directing it agaitself, and effectively forcing

it to be complicit in its own destruction.

For V, the ultimate goal of all his maneouvring, the goaktas which he his
actions are directed, is anarchy. Throughout the graphic novel he epopt®ntrols
many different institutions and gets them to work for him, regardlesfitiitially
intended use, regardless of whether they actually leggirhig actions. Beginning
with the highest level of government and spiraling througlevery level, from the
police to the propaganda machine, and entering even into théfesal sphere by
using traditional culture and inserting himself into the aurqgopular culture, his
access to and use of the institutions of society aligwim almost unprecedented
power. He manages even to insert himself into individual pergetationships,
creating rifts between characters and destaibilisingnalia and associations as an
aspect of his campaign. However, as a direct corollary oatéschistic ideals, he
believes in no institutions and seeks none to justify or candas actions, as he
abhors all hierarchical structures and all elements of systeras. Though he is
opposed to a fascist state in the graphic novel, he wouldu=ly unhappy with a
democracy, for he rejects any form of leader, any cession addhedual’s rights or
powers to another. In this sense, considering Foucault’s theory about power
relationships, there is neither form nor institution thas&éks to establish in his

relationship with others or with the state, and thoughdmdygwields and manipulates
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them to further his goals, it is in full awareness thatwill use them to destroy
themselves. His goal is formlessness, the death of théufimsti and the freedom
from structure, from hierarchy, from the repressive rulest thh social structure

inevitably produces.

V is perhaps one of the most successful characters whammiés to the
effectiveness of the instruments he uses and institutiengidids in order to drive
those around him, and indeed all of society, towards his u#imeal. His use of
multiple instruments and institutions falls directly line with his objective of
generating chaos in order to push society over the brink, and héleas opple the
government and to effectively prevent a similar government taking hold in the
near future, thus fulfilling his one objective. His actions do hayeat personal cost
to him—he dies in order that his plans may be fulfilled. Howeves, iia cost that
he pays willingly, even gladly, and so this seems to b¥, torational choice in the

furtherance of his goals.
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Adam Susan

Adam Susan is the dictator of the United Kingdom, and thegpyiantagonist
of the graphic novel. The leader of the fascist Norsefire pdmyis a man of
exceedingly strict morals and unbending views about societyhaw it should be
run. A socially inept and deeply disturbed man, he is obsegskid beed to protect
his country, not only from the horrors of war and chaos, lad ftbm the creeping
societal rot that he sees as caused by people who @omfotm to his vision of the
perfect Britain, one that is white, heterosexual, and Chnisfzomineering and
ruthless, he exercises his will over the people with thedfdls supercomputer, Fate,
and through the assistance of his sprawling governmestétLitions. Throughout the
graphic novel he is seen attempting to grapple with theasangly chaotic situation
and rising tensions brought about by V’s anarchistic campaign, ultimately resulting in

his assassination at the hands of one of his former partyperepRosemary Almond.

In Adam Susan’s case, the system of differentiations by which he gains the
ability to act upon the wills and actions of others arequite clear. By the time he
appears in the comic he is well entrenched in poweryvandlittle is shown to the
reader to tell them how he got there. In his own words he describes himself as, ““a man,
like any other man[,]” who “sit[s] here within [his] cage and [he is] but a servant.”
(Moore 37-38) To Susan, then, there is no inherent differengeveér between him
and his subjects that would allow him to have any amount of controtieea. What

does differentiate him from the others is the fact that has access to the
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supercomputer Fate, through which he is able to observe andlctwr daily
happenings in the country. His access to Fate is not Bomgdhat is unique to him
in and of itself, and others could use Fate if they weravatip however it is an access

that is jealously guarded by Susan.

How it was that he gained sole control over Fate, however, nsroaclear,
and Fate itself is something of a mystery throughout the graphid. idweclosest to
an explanation that is given as to why he has possession oflRdie gathered from
a few small pieces of information that are scatterealiin the text. The first fragment
comes from Evey in her retelling of the events that led te&fwe taking control of
the country; she recalls that they, “got together with some of the big corporations that
had survived[]] (Moore 28), potentially leading to the conclusion that the
supercomputer was created by those corporations, and theryitieem to the party
as a means of support to aid in their conquest. The secordgbieéormation comes
from Helen Heyer in the chapter Vectors, when, talkingud Susan, she mentions
that he used to be “chief constable[;]” (Moore 225) in other words, he was never part
of a corporation, but most likely instead always a member of Norsefireh means
he does not control Fate because he created it, but becauas peven it. This still
does not explain why he was chosen to access it abowhss in the group. The
one assumption that can be made is that he was granted pughege because he
was the leader of the political group. This, however leads tocalar argument,
namely that Susan has access to Fate because hegadbe bnd he is the leader of

Norsefire because he has access to Fate.

To understand Susan’s position and the power that he holds, we must then look

beyond Fate. Before Fate was in the equation, it is necebsahethad to be a leader
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of some kind, and the only reason that it is possible fotbihave been one is because
the rest of the group allowed him to be. This falls in line withctirecept of authority
given by V in the chapter A Vocational Viewpoint, where, whe addresses the
nation, he tells them that it is they “who gave them the power to make your decisions

for you!” (Moore 117) that is to say, the leaders are in power because they were put
in power, because others chose to put them there. In Foucault’s words, “[t]he term

299

“power” designates relationships between “partners”’ (Foucault 337) for he considers
it impossible to speak of power relationships when the sulbgescno other choice but
to follow an order. Power over another comes when powerlisgly ceded by the

ruled, and only when a choice to go against the authorityssilple and yet the will

of the authority is followed anyway, not when there is no choice: othar aords;

Power is exercised only over free subjects, and only insofar as they are
“free.” By this we mean individual or collective subjects who are faced

with a field of possibilities in which several kinds of conduct, sdvera
ways of reacting and modes of behavior are available. Where the
determining factors are exhaustive, there is no relationship of power:
slavery is not a power relationship when a man is in chains, only when

he has some possible mobility, even a chance of escape. (Foucault 342)

The system of differentiations that applies to Susan, therefolesisslam Susan is
the leader. He has been designated and accepted as suelpeypjle, and by their
relationships with him and by their willingness to submitth@ designation, he
becomes powerful. That is all that differentiates hiont his subjects, and that is

what grants him his power.

The second point that must be established to analyse his paaténs over

the country is the type of objectives that he pursues, shahe ends to which he
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directs his power. These can be found outlined most cleathe chapter Versions,
wherein he speaks at length about how he intends to “lead the country that [he] love[s]
out of the wilderness of the twentietmeoay[,]”” and how he believes in “the destiny
of the Nordic race.” (Moore 37) He describes the state of the country after the war
using the words “desolation” and “ashes,” and emphasizes the dire straits in which
they find themselves; his primary aim is, in his words, onéhefmost basic and
simple goals, that of the survival of his people. To Susamlty way through which
this survival may be brought about is through the imposition of order, uimgeziad

unyielding.

This leads then to the form of institutionalization, namelhat system he is
using to exercise and justify his power over the country @nditizens. In his case,
he is clear in describing they system that he follows assfaséirom his monologue

in Version;

I believe in fascism. [...] The Romans invented fascism. A bundle of
bound twigs was its symbol. One twig could be broken. A bundle would
prevail. Fascism... strength in unity. I believe in strength. I believe in
unity. And if that strength, that unity of purpose, demands a uniformity

of thought, word and deed then so be it. (Moore 37)

In this specific case, the fascist regime is founded orulieof the supercomputer
Fate, with the various branches of government being parts of its ‘body’. The main

parts are the Nose, Eyes, Ears, Mouth, and Finger, with #léof answering directly
to Adam Susan, who controls Fate itself. The Nose dedtsimiestigations, and is
the police force of the state. The Eyes and the Earsotamispectively, the extensive

network of surveillance cameras and hidden (or not so hiddenpphiones that are
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used to monitor and spy on the population, even inside theimhames. The Mouth
oversees the state propaganda machine, with the Voice of-Fatehourly news
bulletin— playing a large role in their propaganda efforts. Finallg,Ringer is more
akin to secret paramilitary police, who enforce the ruleslang of the state with

violence.

The leader, therefore, exercises his control through sumved|gropaganda,
and threats of arms, with those who disobey his ruleggbsemt to concentration
camps. This amount of repressive power over the populaticatialized in his

monologue, where he says;

I will not hear talk of freedom. | will not hear talk ofdividual
liberty. They are luxuries. | do not believe in luxuries. The war
put paid to luxury. The war put paid to freedom. The only
freedom left to my people is the freedom to starve. The freedom
to die, the freedom to live in a world of chaos. Should dvall

them that freedom? | think not. | think not. (Moore 38)

In other words, the necessity to overcome the despeitatgien into which the
country was plunged following the nuclear fallout supersededigiht of the people
to freedom and liberty. This is the first of the means by whiclarsasforces his will,

an aspect of the fascism that is his form of institutiaaston.

However, Susan’s power is not only a wholly negative, repressive thing. While
many aspects of his power are harmful for his peoplecartdinly his rule as a whole
is negative overall, there are aspects to it that thelpadgarly find comforting or
positive, as they still allow themselves to be ruled. éddevhile their society is
intensely controlling and the people must live in fear af th@vernment, it still offers
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them some benefits. For example, and perhaps most obvious, & tifeen some
sense of stability and structure, something which numerousatbes, particularly
Finch, reflect on as being particularly valuable after the congiembil and upset of
the previous years. Susan, like many repressive leaders, ®easasibe quite heavily
to the doctrine of bread and circuses to appease the meAsgs&sin control of the
food supply for the entire country, and it is through him thaitare fed. Further,
through the Mouth, Susan disseminates all manner of frivoloest@iniment, such as
Storm Saxon, to keep the people entertained and docile.sdealidws, or at least
does not stomp out, the sexually charged nightclubs like th&a€iKeller, furthe
means of entertaining the masses. In these ways he #eepsiblic comfortable,
docile, and ultimately complacent. After all, what doesawerage citizen, who has
no particular traits that the government might seek to targetlmmaa&e, care about
the threat of the Fingermen, so long as they will be fethrepas the trains will run
on time? What reason do they have to rebel, to retractuth®rity to rule them that
they granted to Susan, and to Norsefire, so long ago? Thagrfdlhe with further

theorizing by Foucault, who said;

“[...] it seems to me now that the notion of repression is quite
inadequate for capturing what is precisely the productspect

of power. [...] If power were never anything but repressive, if it

never did anything but to say no, do you really think one would
be brought to obey it? What makes power hold good, what makes
it accepted, is simply the fact that it doesn’t only weigh on us as

a force that says no; it also traverses and produces things, it
induces pleasure, forms knowledge, produces discourse. It needs

to be considered as a productive network that runs through the
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whole social body, much more than as a negative instance whose

function is repression.” (Foucault 120)

While Susan’s government is ultimately repressive, and undoubtedly violent, it also
creates; it creates stability, jobs, food, entertainment. i$hige second of the means
by which Susan’s will is enforced on the people, the second expression of his

particular form of institutionalization.

Considering this theory of relationship dynamics as power, inymeays
Susan is one of the most trapped of all the characters in the graphidoeoagise he
is completely subject to the will of the people. Aftdlk it is only by the collective
will of the governed that he is in the position that he is, foptwple have agreed to
cede their power to him. He is in an exceptionally tenuosiipo, for if the governed
should refuse to accept his authority, then his authority no longss elkideed, as V
systematically subverts his people and they grow to aquresind reject his control
over them, his control over the country, Fate, of even himself, wanestcally. It
is only by being accepted as leader that Adam Susan iscabkercise any amount
of control, or to pursue any goals. Without the acceptance gfaWxerned, even his

most powerful weapon, Fate, is meaningless.

The supercomputer Fate is central to the structure amgktp@tion of the
Norsefire government, it is necessary to describe Adam Susan’s relationship with it.
As a machine, it wodl be impossible to declare it a “free subject” as Foucault
intended it, for it cannot choose how to act, and thus cannot choosepb eceject
Susan’s authority; in this sense, Fate is a slave to Susan, and cannot truly be
considered as existing withthe power structure of Norsefire’s society. Logically

speaking, the supercomputer is nothing other than a means by Susah controls
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the country, the way in which his will is carried out amdthforced. However, Susan
does not consider Fate to be merely an object or an exten$ihis power over
society; instead he refers to it his “bride”, describing it as if it were a person, and

further characterizing it as an omnipotent, omniscient being, t&sgit thusly;

She has no eyes to flirt or promise, but she sees all. Sees and
understands with a wisdom that is godlike in its scale. | stand at
the gates of her intellect and | am blinded by the ligithin

How stupid | must seem to her. How childlike and
uncomprehending. Her soul is clean, untainted by the snares and
ambiguities of emotion. She does not hate. She does not yearn.
She is untouched by joy or sorrow. | worship her though | am
not worthy. | cherish the purity of her disdain. She does not
respect me. She does not fear me. She does not love me. They
think she is hard and cold, those who do not know her. They
think she is lifeless and without passion. They do not know her.
She has not touched them. She touches me, and | am touched by
God, by destiny. The whole of existence courses through her. |

worship her. | am her slave. (Moore 38)

Fate is, for Susan, a superior being with godlike abilitt¥gards whom he feels a
slavish devotion, and whom he works tirelessly to please, thbagealizes it will
never love him back. He describes himself as its servadtjtaas his love. This
humanization of Fate is perpetuated by V, who describes thénevhgs hacked into
the supercomputer as if it were an act of romance, telling Evey, “you see, [Susan]
possessed at home a wife that he adored. He’ll rue his promiscuity, the rogue who

stolemy only love, when he’s informed how many years it is since first [ bedded his.”
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(Moore 201) Furthermore, after Adam Susan has discovered V’s hacking, he assigns
the computer some of the blame, as if it were a cheatingsspthinking, “she
betrayed me.” (Moore 232) Taking into account the fact that he strongly believes Fate
to be a sentient being that is capable of making choices, thisrswvill proceed to
treat it as such in order to examine the implication of the posiationship between

it and the leader.

Before it is possible to proceed with an analysis ohsatationship, however,
it is necessary to examine what Fate stands for in Susan’s mind. When he thinks back
to his past in Vindicatigrhe says that he “talked to God, while colleagues laughed,
but | was vindicated: God was real, embodied in a formltbatuld love” (Moore
232) This would lead to the assumption that he believes the certpube God;
however, in Versionshe says that it “touches [him], and I am touched by God,”
(Moore 38) implying that they are two different beings, and thad &cts through
Fate. The next most likely assumption, therefore, is thatnamed Fate because, in
his mind, it in fact symbolizes fate- that is to say, diyievidence, that driving,
unknowable force that permeates and controls all lives, dritigrg to their inevitable
final destination. As power and control over the entireamai$ what he desires, it
would make sense for him to wish for complete control ¢vercourse of every life
and event to be something that he can easily gain access to with theffadmitton.
This theory seems to be further confirmed when V tells Evey that “soon, everyone
shall drink” from the metaphorical well of knowledge that is Fate. While he means
that everyone will soon be free to access its knowledgewibrth noting that, as an
anarchist, his ultimate aim is for people to overthrowrtgevernment and to take

back control over their own lives; it is, therefore, quite fittingHon to take fate, the
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control of their lives and their futures, away from the grasthefleader and put it

instead into the hands of the people.

Now that it has been established that Fate exemplif@sdence itself, it is
necessary to determine which one between it and Adam Susanaisthority in this
power relation. A cursory glance at the chapter Versiomdd seem to imply a simple
answer to this question: Susan continuously refers to himself as “her slave,” and states
over and over that he worships it. (Moore 38) This would suggest tteatvidale not
sentient or able to choose for itself in any meaningfuy,ws in control of their
relationship, a status quo that seems categorically imMgessiowever, in that same
chapter, when he says that “she” has touched him, it is in fact he who presses the
button to turn Fate on. (Moore 38) It is also he who authorizeshRo access the
computer, (Moore 63) and, in general, he is the one who uses wag ® control
the country. In every instance, the only actor in theation is Susan; Fate is always
passively manipulated. No matter how much he insists todgh&ary or how loudly
he proclaims his devotion to her vicissitudes, it is Susanisvine figure of authority.
It is to make it easier for him to control fate, the fateéhe nation and of its people,
that it has been given the form of the computer as it i£tsbin the graphic novel;
and it is in order to pursue his objectives, namely that o$tingval of the country

and of its people, that it is used.

Susan controls Fate, and he wants to control fate, but he coucdesirgs in
terms of worship because, as his constant references to Gtkeatidine proves, he
needs to have something greater than himself, something tisaable ito point back
to as the ultimate moral arbiter, something upon whichdredepend to justify his

every action and thought. He needs this plausible deniabitityhimself, this sense
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that his power is only an extension of the power granted to himrbgthng greater,
something that knows and will act toward the best ends (or, at least, whatseasi
the best ends). He is enamoured of the idea that Fate has bless¢idrigs aad that
he is able to do what he does because Fate allowswviteWdo, he is still ultimately
the one in power over this greater being. After all, it isn’t Fate that places these ideas

in his head, or Fate that tells him what to do with its powés.dhly him.

Susan’s efforts to control both Fate and fate are ultimately subvertedekewy
and his empire is smashed to ruins around him. For ab emite talks about Fate
being in control, it is clear that Susan wants Fate to submit totbilove him, as he
puts it, and to be in his control. He wields Fate as his twoughout the graphic
novel, but is never able to gain what he truly desires, the too+hahibty to submit,
to submit ones will or ones self to another. This is what Susan’s desire for Fate’s love
speaks of, his need to possess it utterly, and so contduvitever he never controls
Fate fully, and ultimately it is taken from him by V, whacks into it and manipulates
it for his own ends, destroying Susan’s government and ultimately his mind. If we
return to the theories of Foucault we may say thateafréite is in effect a slave, in the
end it was able in some way (through V’s machinations) to escape, to resist and refuse
Susan’s commands. In this way Fate becomes a sort of free subject, and rejects the
rule of fascism, thus reinforcing the idea of the hierarchpcater structure as a
relationship, and one that is composed and reinforced by theeshoiade by the

governed. Without Fate’s passive consent to be governed, Susan had nothing.

Susan’s ultimately futile desire to possess and dominate Fate is emblematic of
a greater symbolic point: the human incapacity to controtthese of fate. For as

hard as he works to capture it and to hold it, Fate esigily through his grasp, eluding
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him. For all the power that he has and all the methodfi¢hages to enforce and wield
it, his efforts are ultimately ineffective, as they are hleato truly capture the
randomness of life. It is not possible for any person, whothey are or however
powerful they are, to control the whole course of all human livesyduman lives,
or even, indeed, their own life. All people are, to somergxtacted upon by outside
forces, and however much they act upon others, those otherstalgmatchem. This
is very clear for Adam Susan, who works hard to dominate dragsd him, but who
is ultimately wholly reliant on those same others to prap bp and to serve him.
This reliance on his belief that he can truly compyetpvern those who he relies
upon, including his reliance on Fate, is what dooms him. The concegiepfike the
computer Fate, is not a being, and not able to choose to submititdedfwill of any
person, and so it cannot exist within a hierarchical pcstercture. It cannot be

governed and it cannot be directed; any attempt to do so will only leaithto ru
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Evey Hammond

Born and raised in London, Evey Hammond was a young dhredtme of the
war. Losing both of her parents during the war and its aftermiagn mother to food
shortages and illness, her father to the secret poli@nvhis politics became too
outspoker Evey was raised by the state from the age of 12 to thefat@ when
she turned to prostitution to support herself. During herditsimpted solicitation she
accidentally propositioned a Fingerman, a member cfe¢heet police, and was nearly
raped and murdered by him and several other Fingermen bémmeas rescued by
the passing V, who took her under his wing. Later, she is abandgnédnd spends
some time living with an older man, Gordon Dietrich, wlaoes for her until he is
murdered, setting in motion the chain of events that send her back too\Mortures
her in much the same way that he was tortured at Larkhalnieffort to free her from
the chains that society has forced her to wear. Initialiyenand foolish, she is
massively influenced by V, and her own growing awarenedseofvtongness of the
society in which they live, and ultimately she accepts V’s views, and steps into his

place when he dies just as his plan is complete.

When the graphic novel begins, Evey is an incredibly weaklesetnpowered
character, a victim of the system and of those in more pokaer herself, but
throughout her journey she grows to become a powerfuactex who exercises her
own will. As the narration at the opening of the stexylains, “her transactions, her
decisions are insignificant. They affect no one... except her.” (Moore 10) Little more

than a child, she has no position of authority from which tapon others; indeed,
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her situation is quite the reverse, her will is actedrupy others. To begin with, she
is controlled utterly by the state, unquestioningly accegpthmt its authority is
omnipresent and cannot be overthrown. Incredibly naive aa&-wdled, when the
graphic novel begins she has no concept of the idea thatighermebel against the
system. When V destroys the Houses of Parliament herdastion is to return to the
juridical system in which she has been raised, saying in horror, “but that... that’s
against the law!” (Moore 14). Evey is further controlled by the economic system,
which forces her to work and yet does not provide her enough to live ohofisea
poorly paid job that was assigned for her by the governnmeintvaich barely supports
her. She is forced to turn to prostitution in order to even scrapsagre subsistence.
This in itself reflects the societal and traditional teyss of misogyny and
disenfranchisement of women present in Norsefire, yet anotstrmsyo which Evey
is forced to submit, which place women in the position of “lesser than,” and enforces

a narrow field of work in which a woman might be successful, or whicimstyeuse

to support herself.

However, it is not merely these systems that controlfbem her relationships
with others Evey is constantly submissive, unwilling hoase for herself or accept
responsibility, and instead insisting on others taking robrdf her life. She has
accepted the role designated for her by the state, tpatarless victim who in some
ways welcomes the weight of repression, as it gives steieind meaning to their
life. When V removes her from the government’s immediate influence she latches
onto him, attempting to use him as a figure of authority te gier life direction, as
he possesses power over her in the sense that he pesdétsences in his

knowledge and competence, as well as being physically napabte, and mentally
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more aware, than she. Early in their association she makayg at making decisions

for herself, saying to V,

I mean, part of me just wants to stay in here forever and never
have to go outside and face what’s going on... but that’s not
right, is it? That’s not taking responsibility for myself, like what

you said. (Moore 43)

Despite this espousal of her belief in the importance of perezs@onsibility,
in truth Evey seems to be seeking merely to have \hé&lwhat to do, emphasized
by the way that she explicitly states at the end ofjtlete that she is merely parroting
his views. This emphasizes the instability of her positenmd her relative

powerlessness in her relationship with V at this point, for,

[a] person is strong only when he stands upon his own truth,
when he speaks and acts from his deepest convictions, Then
whatever the situation he may be in, he always knows what he

must say and do. (Meltzer, 2)

At this point in her life, Evey has no truth upon which to standniernal
strength to draw upon with which she might support her aessor her actions.
Indecd, she does not freely choose what role she takes in V’s plan or to what end she
is used, once again finding herself used as a pawn by someoa@aoueerful than
her, directed to do something that she does not wamdaegrets doing afterwards.
Despite this, even as angry and upset as she is in thaediatmaftermath of Bishop
Lilliman’s murder, she still seeks to submit herself to V, as emphasized by part of her
tirade, where she says, “V, [ didn’t know you were going to kill him! Killing’s wrong.

Isn’'t it?” Even at this moment of outrage, she simply asks to be told that it is not, and
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would presumably accept and internalize his answer tibldeher it was not. Shortly
thereafter V abandons her, and she immediately seekseaeias the comforting
mastery of Gordon Dietrich, a member of the criminal undeldyand a man many
years her senior, who holds power over her in terms of sociataditidnal systems,
and also as a result of the fact that he is in an economimalg stable and powerful
place than she is. She accepts his control over her, andwiee gifferential in their

relationship, because it provides her with the stability &edfreedom from choice

and responsibility that she seeks.

After she is tortured by V, which is not only pain in theral sense but also
the symbolic pain of revolution, Evey undergoes a shift in élationships to others
and to the world that is not unlike the one experienceddyrig his time in Larkhill.
Like V, Evey becomes aware of the prison that she hasliveenin all her life, the
prison of the hierarchical power system, with its extreme @iffeals of power. Also
like V she chooses to reject that system, to move beyand io take full and genuine
control over her life and living in the land of dsyou-please. | is important to note
that, though V helped to push her along her journey, Evey uélynfieely shoes to
take this final step to liberate herself, choosing to enebdeath and die free rather
than to submit to the will of what she believes to be the govent any further,
stating, when she is offered one final chance to capitulate, “[t]hank you... but I’d rather
die behind the chemical sheds.” (Moore 162) This yet again reinforces and reiterates
a central anarchist theory, whiholds that, “[1]iberty by its very nature, cannot be
given. An individual cannot be freed by another, but must break his ommechains
through their own effort.” (Anarchist FAQ) By rejecting her chains in this way, Evey
refuses to cede control of herself to any systems, ahdrirelationships with others

begins to see herself as an equal whose choices are just as valid as any other’s. This
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is best displayed in the way that she handles V’s offer to get revenge on her behalf
against Alistair Harper, the man who murdered Dietrich. Where simeenight have
simply acquiesced to V and allowed him to carry out his planned murgeinstead
refuses him, declining to pluck the rose meant for Harper and instead urging V to, “let

it grow.” (Moore 177).

At the beginning of the graphic novel, Evey pursues only one typeeaxftolsg:
survival. At this point, she is interested only in remaining aliveginaining safe and
fed and preferably taken care of and protected by somesisdywith no concern for
others or for society as a whole. As such, her objectheeg be said to be somewhat
selfish: when she acts upon the wills of others, it is &k $&r personal betterment,
or at least to prevent detriment. As she grows and clahgaeughout the course of
the graphic novel, however, so too do her objectives change. Durirgsariations
with V, and afterwards while living with Dietrich, Evey slyngrows towards an
awareness that she should perhaps be interacting wietg and others in a
meaningful way, ¢flecting to Dietrich, “We shouldn’t have to live like this. Should
we?” (Moore 130) This displays her trend towards a broader objective, social reform.
However, her progress is halted by Dietrich’s murder, and Evey returns to a basic and
selfish objective, seeking revenge against the murderertailislarper. She is
prevented from killing Harper only by the intervention of V. Aftee $tas the bars of
her cage revealed to her, Evey finds herself, like V, tot@edsg outside of the
hierarchical system, and to no longer have traditional objectiabeR she seeks to
carry on V’s plan to overthrow the system and show the citizens of the UK that they
do not have to go on living as they are, that they are equialhey do not need a
system to define or command them. In this sense, tlemlhective is to free the

people and destroy the need for a system of power to exist at all.
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When the graphic novel begins, the instruments that Evey wrelas effort
to gain or maintain power over others are unsoplaitat and largely unsuccessful.
When she first appears, she is attempting to use her sexualitjeintorgain support
for herself, in this first case in the form of money. This is a pattettrshe repeats, or
attempts to repeat, several times, beginning with her intensovith V. Though it is
never explicitly stated, shortly before he puts her out of his hehe asks why he
never seemed to be attracted to her and never soughgjito dsexual relationship
with her. This suggests that she expects on at least sonmdddvave to use her
sexuality as a means of “paying her way” to the safety and security offered by V.
Later, her relationship with Dietrich is similarly sexuahd while she seems to
genuinely love him, it cannot be denied that this is also a methodheviweinscious
or not, of ingratiating herself with him and ensuring thatwill continue to protect

her.

Another method that she uses to convince others to careefofrom the
beginning is a consistent attitude of submissive passivitygddyg along with the
will of others, agreeing with them, and at least on the surfgeusing their views,
she protects herself and furthers her goals by convincing thershiags on their side
and thus they should support her. This is most clearlywébn/, whose views she
parrots during their early association, and whom she seekelpobecause she
believes that being seen as useful will convince him to keepitiehim. As she says
to him when offering to help his plans, “I should try to help you, the way you’re
helping me. I mean, that’s the deal, isn’t it?”” (Moore 43) For Evey, at this point in her
life, the only instrument she has available is hersell her willingness to do what
others tell her, and to subsume her beliefs and personaigied@h order to maintain

her support system.

51



By the end of the graphic novel, Evey has come to acceptrabthee the
instruments in use by V, as she takes up his mantle. ThougVashaitially resistant
to his use of violence, she comes to accept the necessltis girbpaganda of the
deed. To this end, she finishes his plan to demolish DowniagtStith a train loaded
with explosives, showing that she understands that in ordan&wchy to prevail they
must first destroy the system, as it is only from out ofrthdble that they can begin
to rebuild. She also begins to develop speech patterns similar to V’s, showing her
understanding of the importance of persuasive speech inrdyasthers to her side
and convincing them to see the world as she does. In &epiiblic action as V she
makes a public and bombastic speech inciting the péoplse up, finally pushing
the simmering social unrest into full-scale rioting. Ir fieal scene, she is seen
speaking to the police officer Dominic Stone, who she saved fronothegr in much
the same way that V once spoke to her, implying that she intendditatephe way
in which V took her under his wing and helped set her frele @minic as the new

protégeé.

As her first attempts to exert power are clumsy angelg unsophisticated, it
is perhaps no surprise that the actual outcomes of herateiypts to exert power
were minimally effective, and their cost was exponentialgatgr than the potential
benefit to herself. This is seen, for example, in her firengtt at prostitution, an
attempt to better her financial position that nearly resultedrimiaeder. Throughout
her growth and the maturation of her methods, Evey becomes gradoad\shilled
at wielding different instruments to more effective pugssand directing them to
more complex goals. As she grows and changes she does not rikgcessidipower
to less potential harm to herself, given that she was still near to death in V’s fake

prison, but she does so secure in her convictions, towardsdabpegond her own
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immediate gratification, and closer to a symbolic ideal.tlie end she comes to
exemplify the idea that, in adhering to her beliefs and wieldiagrtstruments at her
disposal to aid those beliefs, “whatever the situation [s]he may be in, [s]he always
knows what [s]he must say and do. [Sh]e may fall, but [s]he canngtdlrame upon

[her]self or [her] causes.” (Meltzer 2)

Her physical representation greatly changes throughout thghigraovel,
developing with her as she grows. When, at the beginning, Evegpiessed and
dominated by the economic and political systems that sudrboen she is depicted as
a teenager with a very youthful appearance. Her eyepaatieularly overdrawn,
looking slightly bigger than the rest of her face, as if to unteHer fear and sadness
when she is looking at herself in the mirror before prostitutierself for the first
time, (Moore 10) or her surprise when V saves her from thgeFinen (Moore 12).
In this first section, she has long hair and childlike expoass being even able to
pass as a much younger teen with Lilliman; (Moore 47)@bies| in other words, like
the powerless child she is and feels. Her relationshipgetothie most informal forms
of institutions are extremely weak and broken: she has nityfaemaining, and no
subculture to attach herself to. Her very identity and bB&tionship to herself is
incredibly tenuous, as she has allowed the government to ireutcia¢r the identity
of a victim, taking on the submissive stance of accepting others’ views as her own
with minimal persuading. As V says, “[t]hey made you into a victim, Evey. They
made you a statistic. But that’s not the real you. That’s not who you are inside.”

(Moore 29)

As her relationship with V first, and Gordon afterwards, grevatongside and

at pace with her awareness of the unfairness of therpove@alances inherent in the
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fascist state-Evey's appearances loses some of its youthful looks and beconges mor
adult. That is especially seen in the way her eyes are drawn, aa¢haych smaller
than in the first volume. The most obvious example of this can be founagenl23;
like page 10, the reader gets to see her reflection in tmerptut this time her eyes
are not overdrawn, she is not wearing poorly applied make-up, andatsemuch
more composed as she lies about not thinking of V anymore. Th&dreation is
momentarily reverted on page 137, in which she is sitting ostdies of Gordon's
house, staring at his corpse and thinking back to some moments akhéfgpwhere
she felt especially powerless, like when her mother died, Hesrfatas arrested, and
when V abandoned her outside of the Shadow Gallery. In #ge,pher hair is
dishevelled, her eyes are wide open, and her face ismdaawounder than usual- an
expedient, the last one, usually used to make drawn chardotdesyounger.
Afterwards, during her nightmare, she is drawn as she was wsite was offered to
Lilliman: her hair is worn in braids, and her pink dress witibons is another way to

make her look especially childlike. (Moore 143-147)

She undergoes a radical change in the prison built byhére her hair is
shaven, and she becomes increasingly more emaciated as tenengdée shadows
on her body exaggerate her wrinkles, making her look much;dideclothes cover
her form, making her look androgynous. (Moore 162) This is done to shew
physical and mental suffering she is going through, ashihdosvs exasperate her
facial expressions, making her rage look almost beast-létdransforming her face
into a mask of suffering (Moore 170). However, this also shows Hewdentity,
until now connected to the role of victim, has been slowlpp#d away from her,
culminating in the scene on the rooftop where she standsgdnakder the rain,

awakening a new self. (Moore 173)
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From then on, she grows physically stronger. Her hair iis sttort, the
expression on her face more decisive. She is completalgritrol of herself, and
when she looks at herself in the mirror one last time, she @éasthe unnatural smile

of the Guy Fawkes's mask, symbolizing her becoming the new V. (Moore 250)
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Rosemary Almond

A docile and timid woman, Rosemary was the wife of Rédenond, an inner
party member and leader of the Finger. Constantly abused gdigtbically and
emotionally by her husband, she finds herself on her own whésureexpectedly
killed by V. Adrift, she attaches herself to another partynimer, Roger Dascombe,
whom she dislikes, and who only maintains a relationship ket out of hatred for
her late husband. When he too is killed she is forced toefijoth as a showgirl in a
nightclub. Finding herself to be growing increasingly disillusmwith Norsefire and
its vision of England, she purchases a gun from the blackemand assassinates

Adam Susan.

In her very first appearance there is a marked visual asinitetween her and Helen
Heyer. Rosemary is depicted as being dark haired and \eaodest, dark clothes
that almost blend with the background (the last panel on pagse 45 excellent
example of this), while the latter stands out in her coraplethite outfit. This little
detail is a first hint at the contrasting role they eachhbith&®osemary is the timid

victim of her husband, while Helen is the cruel abuser of her spouse.

This positioning is confirmed at the end of this scene, as Rosemary’s comment
that Helen is “a bit hard” on her husband makes Derek snap into a condescending rant
throughout which he belittlesshbefore finally ordering her to “[j]ust shut up. That’s
all[,]” (Moore 46) establishing him as the torturer in their power dynamic. The system
of differentiation, what allows him to be the authority, is éihait to be principally

economic in nature, asvsidenced when Rosemary says that, “I can’t get a job. No
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experience, you see[,]” and continues on to say that she “was stuck at home” and
Derek “connected [her] to the world[.]” (Moore 104) By marrying him, she has
implicitly accepted the role of the subservient wife whaugp®sed to look after the
house (she outright states that a primary reason why she has nore@erigat she
“had a home to look after...” (Moore 104)), while the husband goes out and earns

money.

The objective of this relationshig not completely clear on Derek’s side, yet his
objectives and his state of mind when it came to tharriage is central to
Rosemary’s experiences and the path that her life takes. Derek seems to terrorize his
wife for the sake of it, which is often the case in abusdationships, as fear is an
excellent method by which to keep control over the otherirfeem control is also
another likely reason for his treatment of her; Deretftien disrespected at work, as
shown for example in the chapter The \Voice, where Rogecdabe, leader of the
Mouth, mocks him for his failure to prevent the bombing of thdigmaent (Moore
17). In the same chapter, Adam Susan shouts at him because sdrtteafailure,
blaming his “incompetence” for the “jarring propaganda defeat” caused by the
terrorist attack, and, as an interesting parallel with Derek’s “[jJust shut up. That’s
all[,]” (Moore 46) to his wife, the leader tells him first “you will be silent” ard then,
after giving him his orders, “[T]hat will be all, Mr. Almond.” (Moore 16) His lack of

control in his job is likely why he is so cruel to Rosemary.

As for Rosemary, her primary objective is survival, both durireg h
relationship with Derek and after his death. She expressescl#asly in her
monologue following Derek’s death and funeral, saying, “[w]e’ve all got to just carry

on. That’s how we survive. That’s our purpose. Our purpose is to survive. Whatever
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that takes.” (Moore 105-106) During their relationship, she clung to him despite his
violence and cruelty, because it offered her a sense of stailil support in the
world. Reflecting upon their relationship and how she felualtim and how she

feels without him, she says,

You’re gone, Derek... and I’'m alone. ... And Derek, where [ am, it’s

cold and dark and it’s frightening. And this world is so dangerous.
You’re naked in the rain. Everything’s been taken away...all the
security and the warmth and the shelter. [...] | thought about you,
Derek. About having sex and the fighting and the drink and lyreal
did love you. You were my lifeline. | was stuck at home. You
connected me to the world, and I’m still clutching at you. Even

though you’re broken and I’m adrift... (Moore 102-104)

For Rosemary, this relationship was painful, but it was whatknew, and she saw it
as a shelter, as protection from the world. Because ofrtiationship, she has no job

and no support network outside of Derek.

The form their power relationship takes is the instiiof the traditional family, with
Derek, the husband, as head of the family, and Rosemary aslihgssive wife.
There are several ways in which Rosemary has powecisgdrover her by her
husband, the first, and most subtle, being the previously mentionedh@caimise.
Rosemary reveals, in the chapter Various Valentines,fare they had gotten
marries she had worked at a bank (Moore 205). While it is likelythe reason that
she stopped working was the beginning of the nuclear wawnetysplausible that she
never went back to work because her husband prevented hatdiogiso, a common
method of control that would have forced her to depend on him financialymbst

obvious way in which she is controlled, however, is the vedoadtional and physical

58



abuse that Derek directs at her regularly. When, in thetehdlence, she begs
Derek to communicate with her, he slaps her, bruising her cheek andnipdter to
the ground (Moore 66). Later on in Venom, he points his gun at her sl is in bed
and pulls the trigger, saying, when it does not go off, “Don’t worry, Rose. I didn’t
load it. Not tonight.” (Moore 71) He also withholds sex from her as a means of
punishing her, and then he blames it on her, saying “it’s nothing to do with me. Maybe
if you took the time to make yourself more attractive... oh, get out of my sight.”

(Moore 66)

As just shown, the instrumental modes by which Rosemacypnsrolled are self-
explanatory. It is not totally clear, however, how effectivessehmeasures are. At the
beginning of the graphic novel, the Almonds seem to have réaahsort of
equilibrium; Derek has an almost complete control over lifis,while Rosemary is
able to survive. While the relationship is definitely abusivey theth seem to have
achieved the objectives they are pursuing through theilepoynamic. With that
said, it is very likely that Derek’s threat is not just psychological torture, but actual
escalation that would have eventually led him to actdallyRosemary, destroying
the power structure created between them. Nonethelesss tbahjecture, as soon

after his threat Derek is killed.

In Venon) Derek dies by V’s hands, leaving Rosemary without her torturer. This
should logically lead to her freedom, but it insteadtstaer on a self-destructive spiral
that slowly breaks her spirit, a change in her personalityighaflected in the art, as
her facial expressions become more and more flat and easpiyne goes on. Her
objective remains the same, namely survival, but as a subordinat@siue think of

herself without a figure of authority that can grant her what sbkss When she talks
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of her husband’s death, Rosemary tends to refer to him as a protective cover, and of
herself as being now naked. This is shown for example in Vakalentines when
she says, “you [Derek] died and left me bare in front of strangers[,]” or in Veil when
she describes mourning as akin to being “naked in the rain.” (Moore 102) This choice

of words is especially interesting when smwiering how Evey feels following V’s
torture and consequent awakening. She tells him that slhe deated and, most
importantly, cold to which he responds by saying “[t]he door of the cage is open,
Evey. All that you feel is the wind from outside.” (Moore 171) Soon after she stands
naked in the rain, a final act that is symbolic of sealing a@stormation. Similarly,
Eric Finch refers to V’s actions as him taking the metaphorical lid off of people’s
feelings about the war, (Moore 252) and when he accepts hiseieie does so by

standing naked in the nature, embracing the world outside the cageietly.

At this point in her life, Rosemary has been given the charstepoout of the
prison that surrounds her and become free. By Kkilling Derekad/opened the door
to her cage, intentionally or not. However, while Evey and hriembrace this
hypothetical outside world, Rosemary finds it bleak and feigimg. As she says in

her monologue in \eil,

[...] when you’re a widow, the world looks different. You step
through a curtain and you’re in a place where people treat you
differently. A bleak place. [...] And Derek, where [ am, it’s cold
and it’s dark and it’s frightening. And this world is so dangerous.
You’re naked in the rain. Everything’s been taken away... all
the security and the warmth and the shelter... and you’ll try any
refuge. [...] All the world you understood has gone and
everywhere looks sinister and different. You’re fumbling in the
dark... and then you make contact. [...] ...and it might not be

pleasant, and you might be repulsed and draw back from it, no,
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not that, anything butar... but, really, where else can you go?
What other choices do you have? Except carrying on, down into

the dark. Alone. Completely and utterly alone. (Moore 101-103)

Rosemary has been cast by V into a world where she is the ahbtyriguon herself,
one in which she is not chained to anyone else. However, thisrasfrightens her,
for she has not chosen to escape these chains. She isousexd gosition in the
hierarchy, and the learned helplessness that is tygfisaine survivors of abuse keeps
her in her role of victim even without an abuser. This freedom itiéites her enough
that, soon after her husband’s funeral, she submits herself to someone else in exchange

for that structure she is used to, even though, as showrilirshéehates it and “[h]e
revolts [her]. He makes [her] feel dirty.” Nonetheless, this new authority is there, and
that is good enough for her, as she “can’t face going into the dark. Not on my own.”

(Moore 106)

Voltairine de Cleyre argued that never expect men to give us liberty. No,
Women, we are not worth it, until we take it.” (249) With this she meant that freedom
cannot be given, but rather must be earned, and until it is earned idieseoved. In
Rosemary’s case, she refuses freedom and self-dependence in exchange for
protection, and when her life crumbles around her she asks herself “who has done this
to me?” (Moore 205), using her position as a victim to shift the blame onto someone
else. It is this refusal to accept her own role in ledf-@destruction that leads her to
assassinate Adam Susan, who she identifies as the only authtrignaugh power
to be her scapegoat. Her rejection of autonomy and personal sésfityns clearly

articulated in her final thoughts leading up to the assassination;

Yes, despite my fear, because it’s insignificant, like everything
about me. [...] Yes because our [hers and Derek’s] lives were

wasted on your visions, and they were all we had. Yes, because
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I can’t bear what you’ve done to us. Yesbecause history’s
moving my legs and nothing, nothing can stop me. Yes, because
your kind led us to hell, and now you say our only hope is sterner
leaders. [...] Yes, because | had a life, a world, a marriage, and |

valued them but you didn’t. (Moore 234)

In this monologue she is giving every reason why she is goimgdassinate the
leader. Throughout this, she still describes herself as samgetii a puppet, as
someone who is not in control of herself. She is not going to shoot Sdiaan of her
own accord; instead, it is history that is moving her legd,ia fact she is afraid of
what she is going to do. However, she is insignificant, which méah&ér feelings
on the matter are to be brushed aside. Most importandyhelieves that Adam Susan
is to blame for everything that has happened to her, which is yet an@j¢o make
herself a victim. In Video, V outright states that thenbé cannot be given only to the
authority, because it can only exist as long as someone gives thpowiieto make
their decisions for them. (Moore 117) Rosemary’s act of rebellion, in other words, is
nothing other than the final demonstration of her desperate ancepdéher role as

a victim.
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Helen Heyer

A manipulative and domineering member of the inner party dyeviof her
marriage to the leader of the Eye, Helen Heyer is exdlfiden any position of real
power by her gender, duett@ party’s prevailing attitude of misogyny. Exceptionally
ambitious, cunning, and ruthless, she exploits and controls thosedatwer,
particularly her husband Conrad, in order to gain and maintainrfoweerself. Her
manoeuvring is partially responsible for the collapse hef government, as she
actively works to displace certain party members witls¢hoho are loyal to her, and
wages a campaign to destabilize Susan’s rule when she sees that he is losing his grip.
Despite her extensive and carefully plotted plans,ishdtimately displaced from
power by the fall of the government, and left destitutéhan streets of a burning,

ruined London.

In one of his dialogues with Evey expounding on the natutbeotocietal
structures in which they live, V describes the only interpersetationships that it is
possible for any person to have in an authoritarian (and thierachical) society

thusly;

Authority allows two roles: the torturer and the tortyréalists
people into joyless mannequins that fear and hate, whitareul
plunges into the abyss. Authority deforms the rearing of their

children, makes a cockfight of their love... (Moore 199)

In other words, a hierarchical society requires thatethera leader and a

follower, a controller and the one whom they control, and bgdivih such a society
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human beings, and thereby their relationships, inevitably also cotdaims pattern
of interrelation. It may be said, then, that all relagioips are inherently abusive, as
such relationships are defined by the need of one partremipletely control the
other,1 in contrast to a healthy relationship which finds Ipattiners on an equal

footing.2

It is certainly not a coincidence that this conversatiotha graphic novel
immediately follows after a private scene between HeleyeHand her husband
Conrad, a member of the Norsefire government. A seeminglyaitei scene in the
bathroom, it features Helen ordering her husband to toerebfi after she takes a
bath, a casual assertion of her dominance over him, andifigr @ command him
to act in a demeaning way. Throughout their interaction sheextremely
condescending towards him, constantly belitting him and Hgaements, saying,
for example, “I suppose I shall have to do everything, as usual” and describing him as
a “quite a successful young man” whose personal and professional successes are

“entirely due to [her] efforts”. (Moore 199)

This scene provides just one example of the constant barrageotibeah
abuse that Helen puts her husband through in every one iof inkeractions
throughout the graphic novel. In her first appearance she intetnep husband mid-
sentence by exhorting him to not “be such a bloody bore[,]” then humiliates him in
front of his friends and colleagues by reducing his job as hesareéillance for the
government-a department colloquially referred to as the Eywe “professional
peeping tom,” calling him “England’s highest-paid voyeur.” She adds further insult
to injury by saying that he wants to go hotoé&'watch what the neighbours do after

Sunday lunch, rather than do anything ourselves, of course[,]” further humiliating him
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as punishment for his extremely timid attempts to integeck stop the conversation
before she can insult him any further. (Moore 45-46) Though she imipdie€onrad
is disinterested in anything other than voyeurism, and tthatlack of interest is
fuelling their nonexistent sex life, it soon becomes clear thstittually Helen who
withholds sex as a means of controlling and punishing her husbandshesees fit.
This is shown in the chapter Vectors, during which Conraemgts to initiate
intercourse. Helen rejects him quickly and cruelly, pushing him away Hind t&im
that she might be willing to have sex with him in the future, whereherhes leader
of the country. In this way Helen displays her williega to manipulate everything
she has at her disposal in order to completely dominet husband and control him

to her own ends, a typical expression of abuse in intimategpaeiationships.

Indeed, Helen displays a clear pattern of using sex ad aftmanipulation
and control throughout the graphic novel. She withholds it from Conradingfiié€to
him as a promised reward should he do what she wants, &s, aml also uses it as
another weapon in here arsenal of weapons to belittle andadehe, and thus
further reinforce the complete emotional control she has overitigrhinted that she
is purposefully coquettish and flirtatious with other merront of him specifically
to humiliate him. This is seen in The Vision, when shesflivith Derek Almond in
front of Conrad and Almond’s wife, Rosemary, treating him as a dashing man of
danger whose life and work are “dreadfully exciting” and asking Rosemary if she is
“glad [she’s] got such a ruthless, implacable brute for a husband,” before turning
around and insulting her own husband in the same breath. §M&JrShe displays
this same mercenary attitude in her approach to sexualiber interactions with

Alistair Harper, a Scottish gangster who works for theetguolice. She initiates a
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sexual relationship with Harper, largely as a way to add a fueiier of control over

him in what had previously been a purely financial relationship.

Her use of sex is distinct from the only other sexualimgahip depicted on
panel in the graphic novel, that of the relationship betweey Bad Gordon. While
their relationship presents obvious and problematic powerdambes in its own way-
-particularly their age difference, which appears to betanhal, and the fact that she
literally relies on him in order to survivetheir sexual relationship is a mutual choice
and an expression of affection and love, with neither atteminise it to establish
control over the other. Helen’s use of sex as means of control is instead very similar
to the sexual relationship between Derek and Rosemary Alntlemdither abusive
intimate relationship in the graphic novel. Rosemary notes glurime of their
interactions that Derek has been withholding sex from helyjea@ aspect of his
controlling and abusive nature. This eliminates the possibilay Moore may be
castigating Helen’s sexual relationships merely because she does not conform to
traditional sexual mores, asefak’s similar behaviour is seen as almost identical to
(and just as reprehensible as) Helen’s own. For Moore, then, it is not sexuality itself,
nor a dominant female sexuality, that is problematidesud, it is the use of sex as a
tool, and in particular its use in order to reinforce the powdalance inherent in

hierarchical society.

Throughout the graphic novel, Helen is almost completely focused
dominating others using emotional or sexual abuse. Wheneveppbkars on-panel
she is making great effort to subtly undermine or exploitrett@her own end. This
is seen, for example, in The Vision, in which she complisieamnd emphasizes

Derek’s manliness in order to further highlight her husband’s perceived weakness.
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She also deftly uses the opportunity to casually insigeR@ary, asking her a question
without actually caring to let her respond, quickly and effedly establishing herself
as the dominant party in their social interaction. (Moore 46) Anakample of this
can be seen in her first meeting with Alistair Harper, wheeegsbets him by saying,
“[i]n future, you’ll be punctual. T don’t like waiting[,]” (Moore 204) firmly
establishing herself as the one in command, and effecpleatyng him in the position

of subordinate.

Indeed, the relationship that Helen has with every otheopevi¢h whom she
interacts in the graphic novel is exclusively and ruthjesslitarian. Every single
person she talks to is a pawn, every single interaction a mesos&sort of an end,
which range from simply insulting her husband, to taking cbofirthe entire country.
Her utilitarianism is a theme that runs strongly throughttvermajor relationships in
the comic, the relationship she has with Conrad, and thehenkas with Harper. In
the former, it is obvious from almost their first scene #ta& has married him, and
remains with him, because he is extremely easy for hesrtwvad, and because he is
well placed to take command of the country should someli@pgen to Adam Susan,
which would in turn allow her to govern the country frdme shadows. She outright
states that her ambitions are the reason that Conrad haadtkehe currently holds at
the head of the Eye, implying that the machinations seen in the grapblcaneyust
a small part of a grander scheme that has spanned yearss 3&én in a conversation

she has with Alistair in which she says

You’ve no idea how hard it’s been, manoeuvering [sic] him into

a position where he can take charge. Of course, I’ll be making all
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the red decisions... backed up by your muscle, obviously.

(Moore 228)

This quote not only perfectly encapsulates how she regardsibband, but
also the way she sees Harper fitting into her plotting, namely as her “muscle.” At this
point in the graphic novel Harper had been hired by Creedy in ordetpadplenish
the forces of the Finger, the secret police force who eaoh lvorking overtime in
order to combat the chaos and disorder into which thetgohad been plunged in
the wake of V’s efforts at destabilization. Harper accepted a bribe from Helen to
betray Creedy, along with her promise to make him the hedwdfihger when she
takes control of the government through her husband. Her udarpér in this way
is yet another advancement of her grand plot to rule the counttysahown that in
the event of the Leader’s death the leader of the paramilitary force of the country will
take control until such time as a permanent replacement is found. Harper’s place in
her plotting, and her unsentimental use of him as a tool to furtnemim ends rather
than as a person, is firmly revealed after his deatheahéimds of her husband. As
Conrad lies dying she shouts at him, saying, “Christ, I had it planned. I had it all
planned!” (Moore 256), revealing that even at the moment of her discovery of his
death she harbours no sadness or regret for the loss od+fv@nspirator and lover,
but only anger at finding that his place in the plan has bef suddenly and

unexpectedly vacant.

In a similar way to AdanSusan, Helen Heyer’s downfall comes as a result of
the actions of someone she had considered subordinate andiz@mesth her notice
or attention, spurred by the destabilizing influence of V. Cagan V takes on the

symbolic position of the entropy of life, in this case revealing to &btinat his wife
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is cheating on him with another man. Unlike Susan, howevelissia betrayed by
her victim; instead, she is undone by his faithfulness and loyalty to her. Conrad’s
subsequent actions are, in his owerds, an attempt to show her that he is the “best
man[,]” and another desperate effort to please her. Though her control over him is
total, and though her position as leader in their dyad ishmeatened, she is still
unable to achieve her objectives, and she ends the graph& booken and

powerless.

Through her character and her relationships, Moore addressel
demonstrates two key themes. The first is the naturallityabf people to control
every aspect of life, and particularly to control other peaguhe that any such attempt
at total control will eventually cause even the most paweshd domineering
authority to ultimately crumble. The second, displayed vHhelen refuses to help the
mortally wounded Conrad, leaving him to bleed to death offidbe as punishment
for his failure, is that being a faithful follower is no guassnf survival, as in a
hierarchical society the one who is at the bottom of ttheédrais at the complete mercy

of those above them at the top.

There is a final lesson to learn from Helen, and one that is uectaahto her
relationship with her husband, but rather explores her place in the grgstinsAt
the very end of the graphic novel, when the country has falkencomplete and
violent chaos, its government unseated and control disperskd people, Helen is
encountered by Eric Finch in a group of men, where she is implieddffdoeg sex
in exchange for food.4 When she notices Finch she immgdatempts to latch onto
him, telling him that, “[t]ogether, we can salvage something. This mob aren’t much,

but given time we could build a small army. We could restore order.” (Moore 265)
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However, he refuses to join with her, and abandons her lz@réfpowerless and at
the hands of the rioting populace, effectively strippingdi¢ihe only means of control

she has ever known. In this way Moore demonstrates the ultimatéhatuthority

is nothing without followers.
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Eric Finch

A policeman working for the Nose, the investigative winghef party, Eric
Finch is a principled man who has allowed his principles to be subsuntesl hged
for stability and safety after the war. Sharing none of Norsefire’s politics or
convictions, he nonetheless carries out its will as part ofobisAssigned to hunt
down V, Finch grows increasingly obsessed, and commensutatkigged, by his
target. Returning to London after a drug-fuelled vision quest attthefghe Larkhill
Resettlement Camp, he is the only member of the party tceld€atie shoots and
kills V, all according to V’s plan. In the aftermath of the government collapse, he

departs London in a daze.

Similarly to Evey, Finch goes through a profound developroéhis character that
fundamentally changes his role in society and his perdmigfs about power and
government. He begins the story as head of the Nose, placingithim the system
as one of the most powerful characters in the graphic noves. gtanted such power
by Adam Susan, in spite of Susan’s knowledge of Finch’s negative opinion of the
regime, as seen in page 30 when Finch explicitly tells Susan that he does not “go much
for this ‘new order’ business. It’s just my job, to help Britain out of this mess[,]” and
the leader responds by saying “that you are still alive is a mark of my respect for you
and your craft[:]” that is to say, that his investigative skills are strong enough that
Susan is willing to overlook his nonexistant support for the neder and for the
government, which typically demands total and complete ebedifrom its subjects.

Finch himself accepts his role in the government not becaudsarpmor because he
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is forced too, but because he believes that the repressieensiyswhich they lives

preferable to the alternative, as outlined by his considerations thtpter Vestiges.

These must be the ovens. Ovens for people. People ovens... [...]
If I’d known this was happening, would I still have joined the
party? Probably. No better alternativé8e couldn’t let the
chaos after the war continue. Asiciety’s better than that.We
needed order... or at least, | did. Losing [his wife and son] like

that. Everything was disintegrating and I just wanted... to...

(Moore 211)

As shown in this paragraph, he believes that the unmitigdizak in the aftermath of
the nuclear fallout had to be stopped at any cost, and that exfacrigid and

oppressive system over both the country and his own aethe only way to do so.
In other words, even a highly repressive and hierarchioadep structure such as
Fascism is better than a systemless state, becagsguiranteed to bring order and

control, regardless of the costs.

The form of institutionalization he uses to achieve his objectiveder and peace is
the Nose, which is, as previously noted, the investigative witigeatate police force.
As England in V for Vendetta is basically a police stéatéollows that he has at his
disposal an immense amount of instrumental modes thragth he can exercise
his power. The first and most obvious tool at his dispostieispolice force itself,

which is comprised of countless detectives (usually in thegoackd, as seen for
example in page 23), forensic scientists (mostly hinted at, thongbage 63 the
reader is introduced to a medical examiner), and Dominic Stamantelligent

younger agent who is his second in command. Other than officelgesources
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available to the police force, his role also allows honuse the services of both the
Eyes and Ears, which affords him almost total surveillancthefpopulation. An
example of this can be seen in the chapter Virtue Victoriouahich he is able to
reconstruct Bishop Lilliman’s last moments thanks to a recording given to him by
Brian Etheridge, leader of the Ears (Moore 59-62). The finaktidok disposal during
the story is Fate itself, which grants access to akitde records and information
available to the whole of the government and its agencies in Norsefire’s England.
However, this particular instrumental mode is not usuallhia disposal; as he
explains to the medical examiner, “the leader’s authorized an extension link for me”
because of the exceptional circumstances of V’s actions (Moore 63). Nonetheless, the
fact he can be granted this privilege puts him ahead of most obplodgpion, adding

to his power over others.

The question is, then, is the enormous amount of power hegsesssufficient
to achieve what he wants? At a first glance, the answeald appear to be yes. The
fact that the leader respects his investigative asliio much naturally leads to the
conclusion that Finch is, in fact, very capable in whatdesgdand since his job is to
maintain order and investigate crime, it should follow thanb@ages that brilliantly.
However, the graphic novel shows a different story. His nahbjective is to
understand and capture V; he fails. He is supposed to interragéter® after he has
been released following a session of mental torture condugted Binch only
manages to get the clue about "room number five" out of hichpaly by accident.
(Moore 42) He is not the one who comes up with the idea that kticagne from the
Roman number V, which is the piece of evidence that, imwis words, "cracked"

the case. (Moore 69) He sets off to save Delia Surridge, thefl&s victims, and
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fails to prevent her death. His position as a high lewghority in the government,
and all the power that comes with it is, by and largeplabsly useless when he

attempts to apply it.

The turning point of his entire character comes in the chaygstiges, in
which he decides to visit what is left of Larkhill Resatient Camp and take the
hallucinogen LSD while there in an effort to try and understandrige, because,
as he says of V, "he was drugged too, locked away to dieh@andached some
understanding." (Moore 215) Before this chapter, Finch has alwapsdbaen as a
composed, clean-shaven man, always wearing a clearastitie under his trench
coat and often seen smoking a pipe. (Moore 58) By the beginning of Vestigds, whic
follows all of his above listed failures and the gradual warge of the social and
political situation in England, he is growing stubble and agpewre dishevelled,
showing in this way his slow loss of control. (Moore 211) This gradhahge
abruptly accelerates once he takes LSD and his journesifediscovery begins, as
one of the first things that happen is that his clothes tumargtereotypical black-
and-white prisoner's uniform. (Moore 212) This happens as hedrieave the camp
and the exit moves far away from him, effectively trapping mrthe camp. While
this occurs he thinks, "I'm trapped in a job tbeturbs me, but | can'tell anyone.
I'm soalone..." (Moore 212) As previously stated, his job is his positomead of
the Nose, implying that he feels trapped in his role as dwatyt i.e. a torturer.
Further evidence of this is shown when he starts hallucinaibayt all of the
minorities that have been killed by the regime he has aided, argtwlkraths he was

therefore complicit in.
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Oh Jesus, I've missed you. I've missed your voices and your
walk, your food, your clothes, your dyed pink hair. [...] Say

you saw beyond my uniform. Please say you knew | cared.
... [the hallucinations start to leave] Wait... wait! Where are
you going? Please... please don't leave me. We treated you
so badly, all the hateful things we printed, did and said... but
please. Please don't despise us. We were stupid. We were
kids. We didn't know. Come back. Oh please come back. |

love you. (Moore 213)

He pleads with them to assure him that, even though he veasf dineir oppressors,
they knew he cared, begs them to stay with him and to figiwm for what he has
done as a party member; in other words, he desperatelthask$o absolve him from
the overwhelming guilt he feels as a result of the positidmofas. The scene moves
on, and he next finds himself thrown in jail. His internal monologue corstiribew
did | get here, to this stinking place: my job, my life; oonscience; my prison..."
(Moore 215) Again, he refers to his job as something that holds hitiveapn
imposition on his choices and his conscience, something stiflinfptbas him to act
against his own better judgement. Even though he is one tdrtheers, he resents
his role. However, in his desperation, he finally understands haarhé&ee himself

from it.

I look at this mad pattern, but where are the answers? Who
imprisoned me here? Who keeps me here? Who can release
me? Who's controlling and constraining my life, except...

me? (Moore 215)
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Once Finch understands that the only one who is keeping Hims hole is himself,
the prison explodes around him, setting him free. In the followinglpde sheds his
prisoner’s uniform, standing naked as if to symbolize his rebirth as a new man,

unchained and outside of society's structure. (Moore 216)

In the chapter Vindication, he finally manages to find and killfidally
completing one of his objectives now that he has finatbpesd the prison in which
he had been living as a result of his work. He does ntitiddecause it is his duty,
however, but rather because he had promised himself he would, whibip i then
refuses to reveal where the Shadow Gallery is to iDism(Moore 240) He recognizes
that the regime is crumbling and refuses to stay therer@appens. As he says in his
last conversation with his secondeommand, "I'm following my own orders now[.]"
(Moore 252) Having finally seen the bars of his prison and moved beyandFiech

is able to stand upon his own convictions.

While the graphic novel ends with him free of the shacklaheystem he
felt imprisoned by, his future remains uncertain. On page 252ysetkat the state
"kept the lid on [people’s] bitterness for years, but we mavelped them deal with
it. Maybe he didn't either, but he certainly took the lid off[,]" and iooiets by saying
that the same thing happened to him in Larkhill. His bitterness, thigoemlovounds
caused by the loss of his family, have not been healed byhiseaing; they have
just been unshackled from the repressive bounds of sociétgthéf that is good or
not is not clear, just as it is not clear how he is goinfgr® as he walks away from

London on an empty street towards The North.
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Valerie

An actress from Nottingham, Valerie Page was an ouidediefore the war
began, and in its aftermath she was among the social “undesirables” who were arrested
and sent to the Larkhill Resettlement Camp. There, shéehaased next to the man
who would become V, and was subject to the same medipatimentation as he
was. Slowly dying as a result of her treatment, she gdssebiography, written on
toilet paper, to V. In it she explained her unwillingnesbead or to lose herself to

the government. She died soon thereatfter.

While her face appears in a couple of panels, such asxdaonpe, in some
posters in a room V has dedicated to her (Moore 175) and mest¢aken from one
of her movies that he is watching in The Vortex, (Moore 85) indwen chapter,
Valerie, she is only shown from behind. In the one section thatigakepth into her
story and her mind, all the reader is allowed to see of her is her blorahtiain one
panel on page 156, her hand as she talks about her first girlfrienghetiell in love
with because "[h]er wrists were beautiful.” The choice toathow her face in the
chapter that delves into her character may be partlyusecgvey, who is the one
reading her letter, has no idea what she looks like, and feaat some of the time
does not even believes Valerie is real. However, another exiplaicaimes from the
ending paragraph of the letter itself, in which Valerieteg; "I don't know who you
are, or whether you're a man or a woman. [ may never see you [...] but I love you."

(Moore 160) Her love for the reader is not tied to the spepiicson, to their
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appearance or to their character, but rather to the sifaptethat they are fellow
human beings. By making the reader fall in love with Valergpde not knowing her
face, Moore and Lloyd intend to inspire that feeling of brotherhiatshould be part

of an ideal society.

As an openly homosexual woman in the late 1980s and early 19%90s in
United Kingdom, Valerie was in an incredibly precariousifian in terms of the
traditional hierarchical structure in which she lived, and ftbm outside looking in
she appears to be perhaps one of the least powerful charactergegoitrthe series.
Within Foucault’s system of differentiations she is substantially disadvantaged due to
the strong traditional societal disapproval for her sexualityd as doubly
disadvantaged by her sex, whose subordinate position in sochetgngy reinforced
by Narsefire’s misogynistic doctrines. In her relationship with others, and with society
broadly, Valerie is almost always the objectively Weraof the two parties, and her
subordinate position is reinforced constantly throughout heMifeen she comes out
to her parents as a young woman in 1976 she is disowned enahtbwt of her home;
when Norsefire comes to power in 1992 her partner is kidnapmedoatured, and
Valerie herself is interned in a concentration camp and seldjéc horrific treatment.
Here the power of the state to control her is absolutebdatity autonomy is taken
from her, and she is eventually killed, all aspects of the state’s superordinate position
over her, a reinforcement and manifestation of the extremitytheir power

differential.

Despite all of this, however, despite her apparent powedsssand despite
finding herself in unimaginably bleak conditions, Valerie a@ms unbowed. Her

entire life is a tapestry of quiet resistance to thaistquo, of refusal to allow others
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to have power over her fundamental sense of self, over her awh Before the rise
of Norsefire, it is the heteronormativity of society thaeatpts to control her. When
her parents tried to punish her for who she was, and s@eHhaar into a socially
acceptable puppet, she refused to accept this impositiorhentondamental self,
and she left home rather than bend to their wishes. Pgrégindreams, she finds
work as an actress, and becomes romantically involved amitither woman, living
the life that she wants to live. After Norsefire’s rise to power the fascist state seeks to
create strength through unity, and unity only through the destnuof anything
perceived as “other.” Per Lewis Prothero in Vaudeville, who explains;we had to do
what wedid. All the darkies, the nancy boys and the beatniks... it was us or them”
(Moore 33), it is clear that Valerie’s very otherness was perceived as threatening, as

a societal ill that needed to be stamped out. Rather#pudiate that part of herself
she embraces it, and goes to her death remaining theedelf, maintaining that sliver
of self, that awareness that, so long as she believssli be free, she will never

be powerless. As she herself explains in her autobiography,

| shall die here. Exg inch of me shall perish... except one. An inch. It’s
small and it’s fragile and it’s the only thing in the world that’s worth having.
We must never lose it, or sell it, or give it away. We must netdahbem
take it from us. [...] | know every inch of this cell. This cell knaavery

inch of me. Except one. (Moore 160)

Though she is powerless to any observer, though her lifkés from her by those
who stand above her in society, Valerie refuses to be actuddjehe hierarchical
system of power. Throughout her life she acts only upon leesad makes no
attempts to enforce her will on anyone else, pursues no objéctive live her best

life at peace in and with herself.
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Valerie repeatedly steps outside of the system, cohstapecting its goals
and its pressures, and cultivating freedom within herselfd8es not exercise power
in the traditional way, for she has precious little to wieldtighout her life. Instead,
her exercise of power is a conscious refusal to cede hex séiself, her ideals, to
others. Her control of herself remains absolute, that maintenaf her final inch of
self the instrument by which she overthrows the hieraatlsiystem. Anarchist theory

holds that,

To be dominated by another is to be denied the chance to think and act for
oneself, which is the only way to grow and develop one’s individuality.
Domination also stifles innovation and personal responsibility, leading

conformity and mediocrity. (Anarchist FAQ)

With this in mind, one might theorize that, for all her poesshess, for all that she
suffers and all that she loses, Valerie is never truiyidated by the hierarchical
power structure of her society. Her rejection of conformityosodute even to the end,
and her hold on her individuality and personal responsibiliggisally powerful. In

this way Valerie acts against the state, and againgtae who would oppose her,
threatening no force, seeking not to dominate or enforce hemontdl others, but

merely to coexist, to be allowed to govern herself, to chatsd she does and who

she loves.

Valerie’s ability to live as she wishes, to choose for herself, is impinged upon not only
because of the greater repressiveness of society, whose fadiglequally upon all
its subjects, but also because of who she is, as a person. Tmigas no power to
utilize institutions herself, they are brought against Heavily throughout her life.

Before she leaves home she is the subject of heteronormairessmsn, based upon
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tradition and the traditional family structure. When shdivismg on her own and
making her way as an actress in London she finds that pebplashare her identity
as a gay woman are infatuated with this identity, and attéofptce it upon her, to
cause her to conform to their subcultural norms (Moore 156). Afeemtar she is
subject to the strictures of the concentration camp, theepof the state and its
legislation finally used to control its citizen’s personal lives. These assertions of
institutional power over her are attempted not only as a $idet ®f an oppressive
society, but levelled at her specifically because she sbéale, because homosexual
attraction is viewed as not normative, as a trait that must be esingpesti out or, for
a brief period in her life, to subsume her identity. Howeverek@akesists all attempts
to reduce her to her sexuality, and all attempts to breakgirit and her mind. She
resists because of the strength of her sense of selhearavareness of the central
importance of maintaining her integrity. As she describe®irabtobiography while

reflecting on her coming out,

My mother said | broke her heart... but it was my integrity that w
important. Is that so selfisiPsells for so little, but it’s all we have left in
this place. It is the very last inch of us... but within that inch we aee fr

(Moore 156)

For Valerie, the maintenance of her own integrity isway of bringing to bear her
small amount of power within and against the social pressthat surround her. In
this way, by holding fast to her beliefs and her integstye enacts her role in the
power relationships she shares with societal norms, with subsdwalues, and with
the broader social structure. She creates, in effect, &tuirm that exists within

herself, the institution of her self and her identity.

81



One might argue that Valerie’s use of power was the most ineffectual of any
character, as she dies at the hands of the governmentnirapéialone. However,
Valerie’s use of power is self-contained, and exercised only over herself. Considering
this, while her use of power does not allow her to enfosrenhil or to act on any
other person, it enables her to act on and be effective okslhevhich is the only
amount of power that she seeks throughout the graphic novel. lesreyaer use of
power is extremely effective, as it allowed her to live liferfree and as she wanted
to live it. She was able to create a place for hemsgliin herself, and within it, to

cultivate liberty.
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Conclusion

When asked about Vfor Vendetta, Alan Moore explains that his ainlotake
"two extremes of the human political spectrum [Fascism and Asan¢land set
them against each other [...] just to see what works[,]" that is, to compare and
contrast the means and ends of each political system and seeifubiitier, can
win the approval of the masses (The Beat). Though a self-admitted aharchi
himself, who believes that “anarchy is the most natural form of politics for a human
being to actually practice[,]” (Killjoy 42) within the story itself Moore resists the
urge to take a side (The Beat). While the fascistic society that waseshfoy
Norsefire was bleak and unrelentingly cruel, it is undoubtedifepable to the
unmitigated chaos that reigned following the nuclear war betweesicRarsd the
United States; as noble as V’s stated ideals about the pursuit of freedom and equality
for all are, it is left unclear at the conclusion of the graphic nibBzitain is better
off in the wake of the total collapse of its government. In Moorelsisy "the
central question is, is [V] right? Or is he mad? What do you, the mdaade about

this?" (The Beat)

It is not, however, the aim or the purpose of this dissertabi@nswer such
questions. Declaring V or his actions to be “right” implies a tacit declaration of
anarchy as the most correct political theory, an argusmnewhat beyond the scope
of this piece. Instead, this dissertation has sought onlgdesas the role that power

plays in the graphic novel, and to illuminate the power strastand interplay that
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exists in the actions and interactions of several of thermsaaracters. In so doing,
the political theories of Fascism and Anarchism have been rtnitieeir most basic
components, namely to a system in which there is a rigid tmchanging power
structure, and one in which there is no hierarchical power strudtafe a system in

which every relationship has an unbalanced power dynamicone where all people

are equal.

These power dynamics, while complicated even in theoredy simplified
universe of V for Vendetta, can also be reduced to their mast elements by
considering that in a hierarchical structure there arerbles possible: that of the
leader, and that of the subordinate; that is, there is one whoasverpand one upon
whom this power is exercised. As V describes it, “Authority allows two roles: the
torturer and the torturé&d(Moore 1999). This power dynamic is readily apparent
throughout the graphic novel, and every character described andethalithin this
dissertation have, for the most part, an assigned role to play withidytadic power

structure that they fill with varying degrees of willingness and dlacri

Through the characters of Valerie, Evey, and Rosemary, tlee afothe
subordinate, or the tortured, is explored. Each of them is oppresséifferant way
and by different others with whom they have unique relationships. In Valerie’s case,
the control is held by society, which attempts to forcetbidrecome something that
she is not. Evey, on the other hand, is subject to several masgtsofitrolled by an
uncaring society that has made her into a victim, shefabstunder the sway of V,
and after him she seeks again to play the subordinate’s role with Gordon; though these
relationships may not appear outwardly to be that of tartame tortured, they are

still a hierarchical structure in which she is the subordirdb®ugh the person who
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holds power over her is her protector, she has still giveayaher autonomy in
exchange for protection, in exchange for someone to takedbessity of making
choices for herself away from her. Finally, Rosemary’s place in the power structure

is typical of the victimized partner in an abusive relatmsand most importantly
reflective of the learned helplessness that comes from limisgdh a reality, and the
tendency to continue to seek out such maladaptive relatgsneo matter how often
one is hurt. Like Evey she also finds herself subordinate to $etbesis, submitting
herself to their control out of fear and uncertainty. Valerés diee with her will and
her sense of self unbroken, unbent by the forces thahstughape her; Evey escapes
the role that society has thrust upon her, seeking and gdetirown power outside
of the system altogether; Rosemary remains the perfeotigitioned victim, and
when her first abuser is killed and she is set free, tshggles with self-determination

and ultimately submits to other figures of power.

On the other side of the coin, the characters of Adam Susam Heler, and
Eric Finch explore the role of the leader, or the tortukarch of them wields and
maintains power in vastly different contexts and over \bfferent targets. In the
case of Adam Susan, he tells himself that what he does is for the gibedcofintry,
which he believes that he loves. To him, absolute control ovethialys is an
unavoidable outcropping of the necessity to maintain praddoelief that is best
exemplified by his borderline worship of Fate, the computet #ymbolizes
providence in a tangible, logical form. His downfall ultimgteomes as a result of
the supercomputer’s enforced “betrayal,” symbolic of the simple reality of real life: it
is not possible to control fate. In other words, absolute pewe control exercised

over others is unmaintainable in the long term, and the onlylp@ssitcome is, and
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will always be, failure. Helen Heyer’s relationship with power has a similar outcome.
An abusive and manipulative spouse who wields her power ovierheo husband
and the gangster Alastair Harper in an attempt to taketbgegovernment, Heyer is
ultimately undone by her husband’s desperate attempts to please her. All her skill at
manipulation and political manoeuvring, and all of her control ovegrsef counts for
nothing when her husband, and the country, lie bleeding out &dteFinally, Eric
Finch provides a different take on the role of leader; whilee lbhe previous
characters, ostensibly a torturer, Finch despises that aolé makes very few
attempts to perpetuate his role or to exercise his authmréy others. As such, his
story does not result in a catastrophic downfall in Wwhie is pushed out of power,
but a slow descent into the realization that while orderaserable to chaos, order
does not necessitate absolute and unbending control ovepadta of life, nor does
it require a cession of freedom or liberty. Susan is violestiyoved from power, his
rigid and unyielding control over others finally causingnth® snap; Heyer’s power

is similarly lost when those over whom she has contr@ taktters into their own
hands; Finch voluntarily abandons power when he realimshie no longer has to

accept the role that society has given him.

Realization of their role and their place in society ceneesome, but not all,
of the characters in their journeys throughout the graphic ngadgrie lives and dies
free, existing and judging her existence only by her owmdstals, ultimately refusing
to surrender her integrity even in the face of the rolegha knows society seeks to
force on her. Finch slowly becomes aware of the prison that beiagthority is, and
that the only one who has placed him there, and thus the only oneawliee him,

is Finch himself, even if that means abandoning the comfoorder and walking
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towards an uncertain future. Evey’s story catalogues the tumultuous journey from
scared young girl, made the victim of society, to the future V, sutgeonly her own
will and under the power of no person or thing. The remainhagacters, however
remain set in their ways, unable to escape the systdrmpamer structure into which
they have been born and by which they have been mouldddhs, ultimately is

their downfall.

While Vfor Vendetta clearly and thoroughly articulates tlagsvin which the
hierarchical power structures typical of all human soEsenhegatively impact the
people that live within them, it never goes so far as toemth& argument that it is
feasible to ever truly do without them. Indeed, while iensible ends with the victory
of the main characters and the overthrow of the tyrannmatrgment, the graphic
novel concludes on a grim and ultimately uncertain note. As thygleoeiot and the
city burns and crumbles around them, Finch walks alémeugh the desolate,
devastated London streets, travelling along an empty road towardsiknown
destination. There is nothing in this ending that suggests it people are able
to manage themselves or their affairs, nothing to suggesthahave managed to
truly shed the roles of torturer and tortured, or whethey tvill be able to
successfully cast of their chains as V and Evey hddréoghem. In her final
monologue, Evey reflects on the state of the country and dnttives of the people
of England, and says,

The people stand within the ruins of society, a jail intended to outlive
them all. The door is open. They can leave, or fall instead to squabbling
and thence new slaveries. The choice is theirs, as ever it must be. | will

not lead them, but I’ll help them build. Help them create where I’ll not

help them kill. (Moore 260)
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She does not intend to guide the country towards a stasgemty, but just aid the
population as they do so. That is certainly in line withawshist thought, but it
requires the people to have shed not only the roles theylband to follow for
generations, but also the idea that such roles are essential for society’s wellbeing.
Following that, even if everybody has managed to fremelves from the belief that
society can only thrive under an authority, there is stillevidence that the natural
order that should naturally succeed a brief period of chalbsver come. Even just
looking at the characters who did manage to escape the cégeiramposed role
gives no reassurance. V, the one who has destroyed the sgsterh, dies, as did
Valerie in the past. Finch survives, but looks to have no aim othergaes London,
and no real mean to survive other than his owmign Only Evey’s story ends in a
somewhat positive note, though that comes at the expenseasd¢mitgy as anything

other than the new V.

V for Vendetta does not provide answers. As previously statethesg not
because the question it asks is too complex for them, andedsoise neither Alan
Moore nor David Lloyd want to preach their views onto the reader. In the latter’s
introduction to the graphicowel, he outright states that the story is meant for “people
who don’t switch off the News[,]” (Moore, 5) meaning readers who do not ignore the
harsh reality of the world but instead face them withaaalytical mind. With that
said, however, perhaps another reason why it does not providendivkenswer is
because the authors did not have it. When they wrote Vdndéfta, they were
worried about the future of their country, they were dfffair its present, and they

were powerless to stop what was happening. In his introduction, Maysg s
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It’s 1988 now. Margaret Thatcher is entering her third term of
office and talking confidently of an unbroken Conservative
leadership well into the next century. My youngest daughter is
seven and the tabloid press are circulating the idea of
concentration camps for persons with AIDS. The new riot police
wear black visors, as do their horses, and their vans haviegotat
video cameras mounted on top. The government has expressed
a desire to eradicate homosexuality, even as an abstract toncep
and one can only speculate as to which minority will be the next
legislated against. I’m thinking of taking my family and getting

out of this country soon, sometime over the next couple of years.
It’s cold and it’s mean spirited and I don’t like it here anymore.

(Moore 6)

Perhaps, then, this is why the question V for Vendetta asksnibdgmve an

answer; because its England is "cold" and "mean spirited" just like Thatcher’s Britain,

and just like Thatcher's Britain, it always threatens to return.
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LAST NIGHT... THOSE MEN, W
THEY WERE GOINGTO... THEY
SAID THEY'D £/4L ME. AND
NOU RESCLED ME.

YOU RESCUED ME AND

BERLT7FLL AND IT MAKES
ME FEEL SO S5%%& AND...AND...

B2 ?anousm ME TO THIS FAN-W
TASTIC PLACE, AND IT'S 80

.AND | DON'T
EVEN KNOW WHAT 2
YOUR AZME 1S,

A NAME. YOu
CAN CALL ME
/’%//

.A..

P
!-- 4
o

WHAT SHALL |
/1 CALLYOL/?

MY NAME IS S (M AOBODY,

\

L

EVEY .. EVGY = NOBODY 5,056'/;?4

S7TORY TO TELL.

EVERYBODY HAS THEIR

EVEY HAMMOND. | SHOULD
VERY MUCH LIKE TO HEAR
EVEY HAMMOND'S STORY.

EVERYBODY IS SPECIAL.

ELERYBODY. EVERYBODY IS A

‘ MHERO A LOVER AR FOOL, A
V/LLAA/. EVERYBODY.

EVEN

""!'”—'

B-BUT THERE'S NOTHING
TOTELL M ONLY S/X~
TEEN. | HAVENTOONE
ANYTHING.

SIXTEEN.THEN
YOU WERE BORN
INJOB7 7

Y-YES. IN SEPTEMBER. WE
USED TO LIVE ON SHOOTERS
HILL IN SOUTH LONDON. IT WRS

GRAPH IF YOU WANT TO SEE...

NICE THERE. |-!'VE GOT R PHOTD-

)

THIS WAS DLRING
THE KECESS/ON
OF THE EIGHTIES?

JUST ME AND MUM AND DAD.
| DION'T HAVE ANY BROTHERS
OR SISTERS... DAD SAID HE

COULON'T AFFORD ANY MORE




YEAH...| DON'T RE- AND THE WR&, /

MEMBER MUCH RBOUT EVEY. DO you T "OF COURSE | DO, | WAS ONLY SEVEN BUT | RE~

THAT...| KNOW DAD SAID REMEMBER MEMBER WHEN THE NEWS CAME OVER THE RADIO.

THINGS DIDN'T GET MUCH THE WRQ? DAD KEPT TELLING MUM NOT TO WORRY. HE WAS /4

BETTER WHEN LI80UK SCARED TO PEATH... IT WRS ABOUT POLIND

GOT INTO POWER.,,, AND THE FL/SS/PAS, WASN'T IT7 AND PRESIPENT
KENNEDY SAID HE'D USE THE BOMB |F THEY DIDN'T

GET OUT. THAT'S WHAT DAD TOLD ME.

HE SAID THAT THE
ONLY ELECTION PRO-
MISE THAT THEY KEPT
WAS GETTING RID OF

THE RMER/CAN

M/SS/LES THAT WERE

STATIONED OVER HERE.

-
"IT WAS HORRIBLE. NOBODY KNEW IF BRITAIN WOULD
GET BOMBED OR NOT. | REMEMBER MUM SAYING Q58175
NOT THERE ANYMORE ! THAT'S ALL SHE SAID.

"BUT BRITAIN J/O047 GET BOMBED,
NOT THAT IT MADE MUCH O/ <68 -

EACE ALL THE BOMBS AND THINGS
HAD CONE SOMETHING TO THE WS-
THER. SOMETHING B/

"| THOUGHT ABOUT ALL THE LIONS §

AND ELEPHANTS BEING DEAD. IT °

WADE ME CRY. | WAS ONLY SEVEN. ;
LTV TREUYRTE AN PO TS

MUM AND ME INTO THE BACK BED~-
ROOM. HE SAID HE WANTED TO SHOW
US SOMETHING...

S W

'WE COULD SEE RIGHT ACROSS LONCON R 2 I "MUM WOULDN'T GO, JUST A% WELL, | SUPPOSE.
FROM THE BECROOM WINDOW. IT WAS  Ls .3 9 o IT TURNED OUT THAT THE COUNTRYSIDE WRAS WORSE
NEARLY ALL UNDER WATER, THE 7THAMES » § . R THAN THE TOWNS

BRER/ER HAD BLRST. St AU

: *"1"’#’:& . ‘{23{':" o,

A » ;:,....»-,f’,_gﬁ‘)g".: “, i
g } \‘. T et wf g
"5 w R T l’x‘ AN

"THE SKY WAS ALL YELLOW AND BLACK. I'VE i 'THE WEATHER HAD DESTROYED ALL

NEVER SEEN A SKY LIKE IT. DAD SAID LONDON £ g8 THE CROPS, SEE7 AND THERE WAS NO

WAS FINISHED. HE WANTED TO TAKE MUM | Bl FOOD COMING FROM EUROPE, BECALSE -+ -
AND ME TO THE COLINTRY, ! EUROPE HAD GONE. LIKE RFRICA.

s




Yi«1 DIDN'T LIKE TO THINK ABOUT THE NEXT FOLR YEARS,
WE'D GOT TOGETHER WITH SOME NEIGHBOLRS IN R PRO-
TECTION COMMITTEE.IT DIDN'T HELP MUCH...

"THERE WAS NO FOOD. AND THE SEWERS WERE
FLOODED AND EVERYBODY GOT 8ICK. MUM DIED
IN 1991.0AD WOULDN'T LET ME SEE HER,

'THERE WERE #/075, AND PEQPLE WITH GLA'S.
NOBODY KNEW WHAT WAS GOING ON, EVERYONE
WAS WAITING FOR THE GOVERNMENT TO 20
SOMETHING...

"BUT THERE WAsSN'T
ANY BOVERNMENT ANY-
MORE. JUST LOTS OF
LITTLE GANGS. ALL
TRYING TO 724 £ OVER.
AND THEN IN 1992,
SOMEBODY FINALLY

"IT WRS ALL THE FASCIST GROUPS, THE RIGHT- WINGERS,
THEY'D ALL GOT TOGETHER WITH SOME OF THE BI& COR-
e PORATIONS THAT HAD SLIRVIVED, AORSEF/RE’ THEY

.; CALLED THEMSELVES.

~ A

"I REMEMBER WHEN THEY
MRARCHED INTO LONDON,

SYMBOL ON. EVERYONE

WAS CHEERING, / THOUGHT

THEY WERE SCALY.
v

ANER'N

"THEY MADE ME GO AND WORK
IN A FACTORY WITH A LOT OF
OTHER KIDS. WE WERE PUTTING
MATCHES INTO BOXES.

) FOR HIM ONE SEPTEMBER
MORNING IN 1993...

"I LIVED IN R HOBTEL, IT WAS
COLD AND DIRTY AND | JUST
USEP TO CRY ALL THE TIME. |
WANTED MY DARD."

THEY HAD A FLAG WITH THEIR

AN

"THEY S0ON GOT THINGS LUNOSR CONTROL. BUT THEN
THEY STARTED TAKING PECPLE AWRAY... ALL THE SLPCk
. PEOPLE AND THE PRA/STHIN/S...

s

"WHITE PEOPLE, TOO. ALL THE
RAD/CALS AND THE MEN WHO,
. YOU KNOW, LIKED OTHER MEN.
| THE HOMOSEXUALS. | PON'T
§ KNOW WHAT THEY DID WITH THEM
g ALL.
o I E |

.. THAT'S HOW IT WAS FOR
FOUR YEARS.. NOT ENOUGH
FOOD, NOT ENOUGH MONEY.
SOME OF THE OLDER GIRLS
MAPDE MONEY GOING WITH

MEN.

=

r

THAT'S WHAT | WAS
GOING TO DO, LAST
NIGHT. BUT THEY WERE

FINGERMEN. THEY
WERE GOING... THEY
. WERE G-GOING TO...

¥
/

THEY WERE GOING
TO RUH...RUH...RUH...
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DEL’EMBE? RTH (997, FIRST VERSION

Chapler Five

VERSIONS

MY MAME (S ADAN SLSAN. [ LEAD THE COLNTRY THAT | LOVE OUT OF
[ AM THE LEADER. THE WILDERNESS OF THE TWENTIETH
CENTLRY. | BELIEVE IN SLRVIVAL, IN THE
DESTINY OF THE NORDIC RACE. | BELIEVE
IN FASCISM,

op/ vss, { AM A FASCIST, WwHAT OF (TP
FASLISM... A WORD, A WORD WHOSE

BLEATINGS OF THE WEAK AND THE

tAM A4 MAN LIKE TREACHEROLS.

ANY OTHER MAN.

! WILL NOT HEAR TALK OF FREEEDPOM.
{ WILL NOT HERR TALE OF INDIVIDUAL
LIBERTY. THEY ARE LUXURIES.

/1 DO NOT BELIEVE IN LUXLRIES,

THE ROMANS INVENTED FASCISM.

| BELIEVE IN STRENGTH.
A BUNDLE OF 50L/ND TWiGS

! BELIEVE

THE WAR PUT Paio
TO LL/XL/EY

—

THE WAR PHUT RAID
TO FREEDOM.

AND IF THAT STRENGTH, THAT
UNITY OF PURPOSE, DEMANDS
4 UNIFORMITY OF THOLIGHT,

WORD AND DEED THEN 80 8E IT.

7

ONE TWIG COLILD BE BROKEN.
A BLUNDLE WOULD PREVAIL.,
FASLISM... STRENGTH IN LINITY




THE ONLY FREEDOM LEFT TO
MY PEOPLE /S THE FREEDOM
7O STARVE, THE FREEDOM TO
DIE,THE FREEDOM TO LIVE W

A woreLD OF CHAOS. ’

Vi

SHOULD |
ALLow
THEM THAT

FREEDOM?

DO | RESERVE FOR MISELF THE FREEPOM
!/ PENY TO OTHERS ? 1 DO NOT, | 8IT" HERE
WITHIN MY CRAGE AND | AM BUT A
SERVANT. I, WHO AN MASTEE OF

ALL THAT ( SEE.

! SEE DESOLATION. | 8EE RSHES. Lt
[ FRAYVE SO VERY MilH | HAYE SO AQyr
VERY LITTLE, -/

BECALISE | LOVE, |, WHO AM NOT
LOVED IN RETLRN. | HAVE A LOVE
THAT 5 FAR DEERPER THAN THE
EMPTY GRASPS AND CONYLILS/ONS

OF BRINT/H COLPLING.

SHALL | SPEAX OF HER ?

SHE DOES NOT koVE ME.

SHALL | SPEGK OF My BRIDE?

| AM NOT LOVED, | KNOW THAT NOTr
N SOuil. O BODY: | HAVE NEVER
KNOWN THE SOFT WHISPER OF
ENDERRHMENT NEVER KNOWN

THE PERCE THAT LIES BETHEEN

THE THGHS OF WOMAN.

BT | AM RESPELCTED. | AM
FERRED, AND THAT WiLL
SUFFICE,

FROMISE, BUT SHE SEES ALL.
SEES AND LINDERSTANDS
WiTH A WISODOM THAT I8 Gob-
LIKE IN ITS SCALE,

! STAND AT THE GATES OF
HER INTELLEZT AND | AM |
BLINDED BY THE LIGHT
WITHIN, HOW STHPID | MLST
SEEM TO HER. HOW CHILD-
LIKE AND LINCOMPRE HENDING-

SHE HAS NO EYES TO FLIRT Of HER SOLL I8 CLEAN, LINTAINTED 8Y THE

SNARES AND AMBIGLITIES OF EMOTION.
SHE DOES NOT HATE. SHE DOES NOT

YERRN., SHE IS LINTOLICHED 8Y JOY OR

{ CHERISH THE PLRITY OF HER DISDAIN,
SHE DOES NOT RESPECT ME, SHE DOES

SoeRow.

\ | WORSHIP HER.
A\ THOLIGH | AM
A AOT WORT 14y

'Nere
2 ——
'
I
|

NOT FEAR ME,

THEY THINIC SHE]
15 HARD AND
CALO, THOSE
WHO DO NOT
KNOW HERE.
THEY THINK SHE|
/8 LIFELESS
AND WITHOWT
PASSION.

THEY DO NOT
KNOW HER.
8HE HAS NOT
TOLICHED
THEM.

SHE TOLICHES ME, ANP | AM
TOLICHED BY GOD, 8Y DESTINY

THE WHOLE OF EXISTENCE
COLIRSES THROLIGH HER. |
WORSHIRP HER? |AM HER




B
Time JLOVE YO

YOL/ FORE YER, WOLILD
SPEND MY LIFE M THIN YOI,

(| WOLHLD WA(T LIPON YOLIR
EVERY LITTERANCE AND *
NEVER ASK THE MEREST

L SPLINTER OF AFFECTION.

. " =

LOVELY EVENNG,
1S [T NOT?

: AHH..| wAas
FPORGETTING
THAT WE ARE NOT
PROPERLY

FORGIVE ™ INTRODLICED

ME FOR INTRLIDING.,

PERHAPS YO WERE
INTENDING TO TAKE A
STROLL.PERHAPS YoU

WERE MERELY ENJOY-
ING THE VIEW

MADAM
JUSTICE.. THIS

MATTER. | THOLGHT 4

THAT T WAS TIME |

WE HAD A LITTLE ®
CHAT, YO

HELLO,
MADAM
JUSTICE.

5
B
-

£

I
DO NOT HAYE
A NAME. You
CAN CALL ME




THERE. NOW WE KNOW
MW EACH OTHER. ACTUALLY,
{'vE BEEN A FAN OF YOLIRS
FOR QUITE SOME TME,
OH, | KNOW WHAT
YOLIRE THINKING...

PLEASE DON'T
THNK IT WAS MERELY
PHYSICAL. | KNow
YOLI'RE NOT THAT SORT
OF GIRL.NO, | LOYED You
AS A PERSON. AS

AN IDEAL. 4

THAT WAS A
LONG TME AGO. IM:

'THE POOR BOY HAS
A (RUSH ON ME..
AN ADOLESCENT

K =

]
BEG YOLIR ASQDON,
MADAM,. IT ISN?T
LIKE THAT AT ALL.

INFATUATION."

A CHILD

A

'YE
LONG ADMIRED YOU...
ALBE(T ONLY FROM A y
DISTANCE. | USED TO STARE
AT YOU FROM THE STREETS |
BELOW WHEN | WAS

" SAY,
TO MY FATHER.,
"WHO 1S THAT LADY 7" AND
HE'D SAY,'THAT'S MADAM
JUSTICE, "ANP /D> SAY,
“SN'T SHE PRETTY”

YOU HAYE BETRAYED
ME FOR SOME HARLOT,
SOME YAIN AND POLIT
ING HUSSY WITH
PAINTED LIPS AND

A KNOWING SMILE!”

AH-HA! 7947
SLIRPRISED YoU,
DIDN'T IT? YOou

THOUGHMT .1 DIPN'T

ANOW ABOUT TOUR

UITTLE FLING, BUT {
DO. | KNOW EVERY-
THING ¢

. FRANKLY, |
WASN'T SURPRISED
WHEN | FOUND OUT.

YOU ALWAYS &0 HAVE

AN EYE FOR A MAN

IN LNIFORM.,

“LINIFORM? WHY, I'AA SURE
L DON'T KNOW WHAT
YOUI'RE TALKING ABOLIT.
IT WAS ALWAYS Yo, V.

W Lmes
SLLIT? WHORE! V¢
DENY THAT YOoU LET "%
., HIM HAYE HI3 WAY WITH
You, HIM WITH HIS ARM-
= BANDS AND JACK-
] BOOTS! 4

"WHAT? V7 FOR SHaME!

I, MADAM? | BEG
TO o/FFER/ IT
WAS YOUR INFIDELITY
THAT DROYE ME

TO HER ARMS/

[
THOLIGHT AS
MLICH.




VERY WELL. 50 you 54 USOR! CHOKE ! IWH-WHO

STAND REVEALED AT © /S5 SHE, Y? WHAT
LAST. YOU ARE NO 15 HER AsgmsR"
LONGER MY TUSTICE,

You ARE HIS JUSTICE

NOW, YOU HAVE
BEDDED ANOCTHER..

HER
NAME 18 AARRLHY”
AND 6HE HAS TALIGHT ME
MORE AS A MISTRESS

F 650 GOODBYE, DEAR LADY,

| WOLILD BE SADDENED 87
OLIR PARTING EVEN NOW, SAYE
THAT YOU ARE NO LONGER

, THE WOMAN THAT | ONCE
SRR, LOVED

-—®
-~ -
'-" -

1S A FINAL GIPT, °*
| LEAVE IT AT
YOuR FEET,

SHE HAS TAUGHT

ME THAT JUETICE |8
MEANINGLESS WITHOLIT
FREEDOM. SHE (5 HONEST,
SHE MAKES NO PROMISES
AND BREAKS NONE.
‘JM.(NE You, JEZERBEL,

]

il COLLD NEVER LOOK ME
IN THE EYE. NOW |
KNOW.

THE FLAMES OF FREEDOM, HOW
LOYELY. HOW JUST, AHH, MY
PRECIOUS ANARCHY .-

¥ "0 BEAUTY
“TiL Now | NEVER
KNEW THEE,”




o Excerpts from “The Veil,” “Various Valentines” and “Vindication” in V for Vendetta —
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YOU'VE GONE DEREK,
| NEVER LIKED YOU. |
WAS AFRAID OF YOU,

| LOVED YOu.

THEY WERE ALL THERE, AT THE
PUNERAL, THEY DIDNT LIKE
YOU EITHER, DID THEY'? |

WHEN | LEFT HE SHOOK
MY HAND AND TOLD
ME TO RING HIM (F |
A NEEDED ANYTHING,

ROGER DASCOMBE
WA THERE. HE

<\ ASKED HOW | WAS

X COPING WITH THE

HELEN HEYER BARELY SPOKE
T0 ME, SHE LOOKED AFRAID,
AS IF BEREAVEMENT WAS ~s

e

HE WAS VERY FRIENDLY| | SWWED, JuST BRIEFLY,

AS HE SAIP IT

\ .BUT WHEN YOU'RE A WIDOW, THE
A} WORLD LOOKS DIFFERENT. oL/ STEP
R THROLIGH A CLRTAIN AND YOLIRE IN
\ APLACE WHERE PEOPLE TREAT TOU
-2 DIFFERENTLY, A BLEAK PLACE. YOURE
GONE, DEREK...

by
%(A ;
)

ad /)]




=1

i L
AL WAy |

l .. A YouLL TRY
ANY REFUGE,

| YOLIRE NAKED IN THE RAIN, EVERY THING'S
BEEN TAKEN AWAY... ALL THE SECURITY
AND THE WARMTH AND THE SHELTER..

T X
YOU SEE, YOU'RE LOST, ALL THE ; " . AND THEN 10U MAKE RS
WORLD YOU LINDERSTOOD HAS ' tt 4 CONTALT. CONTACT OF = ‘ \
GONE AND EYERYWHERE LOOKS o B B el \
SINISTER AND DIFFERENT. , o I ;
IR

; 7 //"
YOU'RE FUMBLING IN THE DARK...




5N ¥, BUT REALLY, WHERE ELSE CAN

.. AND IT MIGHT NOT BE \ N
PLEASANT, AND YO ~ Sk YOU GO? WHAT OTHER CHOICES

MIGHT BE REPLLSED \ " DO YOU HAYE?
AND DRAW BACK & -

FROMIT, NO, NOT
THAT, ANYTHING
BUT 7%A47,.

7

10

il

------

[ SAID NO, HE SAID TO RING
WM IF | CHANGED MY MIND,

DASCOMBE RANG

EARLIER. HE

. SUGGESTED A
MEAL AND A

- DRINK, TO CHEER ~

FF QAL l




W
gﬂemﬁ e | THOLIGHT ABOUT YLy DEREK, ABOLIT \
DEREK.. AND (CAN'T HAYING SEX AND NOT HAYING SEX
GET A JOB, NO AND THE FIGHTING AND THE mzwx
EXPER(ENCE, You AND | REALLY DID LOVE YO
BEE. | HAD A HOME |
10 LOOK AFTER...

L YOU WERE LFELINE 2, WAS BTLICK AT HOME.
Yo CONMECTED THE WORLD AND
| I'M STILL a.«.mcmue AT YOU, EVEN THOLGH

TOURE BROKEN AND I ADRIFT,,

Sty |

;. THERE'S THE MORTGAGE.
AND THE ELECTRICITY
AND THE PHONE,

i .

AND THE SAME PICTLIRES 'Ll GO BACK INTO THE CORNERS

\ PLAY OYER AND OVER. - OF MEMORY, OF THE PABT, EVEN THE
L : BHADOWY, SORDID CORNERS..

AND M IN THE BACK. - b JUST BECA wg
NG | ROW WATCHING: THEM.-. : WERE THERLésTsHEN =

—

M TRYING TO HANG ON. HANG ON
TO SOMETHING EVEN THOLIGH |
KNOW (T'S GONE. EVEN THOLIGH
| KNOW 1oL NT THERE
ANYMORE.,

* FRIE PAGE
"ATTO
‘AW




ALL | CANDO 18
PACK AWAY ALL
THE THINGS |
REMEMBER, PLUT
THEM N A DRAWER
WiTH ALL OTHER.
LSELESS
SOUVENIRS..,

WE'VE ALL GOT TO JUST CARRY ON. THAT'S
HOW WE SLRVIVE,

AND JUST
CARRY ON.

NOTHING: WILL
CHANGE THAT




. A ' ARE Ye
WHATEVER I E YO READY

| AT

[\ CANT FACE GOING
W § T DARK.

, ]

THOLGH YOLIRE
DEAD NOW.

DECISION, DEREK.
NG HIM AFTER TEA...
. I
AND THE VEL swiING [l B
SHUT BEHIND ME.




N
.« %

DEREK, 4OU WERE usE- I TIRERE R
LESS, THEN 4YOUW DIED, "
THAT'S ALL.

DEREK, WHEN WE MARREC
YOU REMEMBER, I WAS
WORKING AT THE BANK AND
YO WERE IN INSURANCE, WE
WERE GOING TO 8UY A HOUSE
IN SURREHY, PERHAPS HAVE
CHILOREN THAT WAS (N '8T..

i X TN S NS

YOU DIED, AND 1
CAN'T SLEEP AT °
NIGHTS, :

Py I Z
’ .. .
? %

U PIEP ANO LEFT
ME BARE (N FRONT

§, OF sTeANGERS,
Yo i 4
AR

W AND NOW YOW'RE DEAD AND
T WALK HOME ALONE EACH
437 & NIGHT THROUGH RIOT ZONES,
y B ! E PAST LOOTINGS SHOOTINGS,
ANO THEN, IN 92, \ . : NN BURNING BUILDINGS

4OU JOINED THE  —3
PARTY.

MRS. 22N =2 NEXT DOOR
LOANEP US FOOD ALL
THRONGH THE WAR YEARS,
WHEN THEY DRAGGED HER NOW YOU'RE DEAC AND T
AND HER CHILPREN OFF IN CROUCH LIKE AN ANIMAL
SEPRARATE YANS WE AND OFFER MY HIND ~
DIDNIT INTERQVENE. . QUARTERS IN SUB-

S / MISSION TO THE WORLP,

NOW YOU'RE PEAD AND
I CAN'T SLEEP FOR BE-
ING SCARED; FOR CRYING,
HATING . THINKING "WHD F ¥
HAS DONETHIE TOMET" %

W e

Nt

1 CAN'T SLEEP FOR
WANTING JUSTICE;
WANTING ALL THE
WORLP TO KNOW OF
ITS UNFAIRNESS (/\

CAN'T SLEEP FOR
LHE UN BENEATH
MY PILLOW,




A _4 ,
COME ON! WHERE!
THE 7257 HASNTT

WAVE
HARPER !

YES, LESPI7EMY
e, BECAUSE

7S IVS/GNIFTEANT.

B |

\ES, 74 OL/GH THEY Lk
ATk ME, BECAUSE
/72 DONT, Lk
MEANS NOTHING vc.

YES SECUSE A/S7087S &f
MOVING MY LECS PNC
NO7#IMG, VOTHING CRNV
S70P M,

e

IT!S AL
RIGHT, I KNOW
HER, H?H PARTY.
LETT/N HFR
THROHGH LG

LOOK GOOP

HES, SECHUSE YOUR Lf Ve
KNP LEPLS 70 iy MNP
NP O Vo4 549
OUR ONLY KDPE /S

THIS WAY, |
SURE HE'LL
APPRECIATE (Tr:

YEBS: SECHUSE OLa
LIYBS WELE WAST:
on YOUR V/s/ons,
AND THEY WERE ALU4L
W& HAD,

AES, 85U SE
Z CAN'T BEAR
WHR7 YOL/VE
DONE 70 4/S.,

YES, BECAUSE LM
A/:)ﬂ«f/rf,ei oA
EVERVONES 7HNRING
USHE MUST BE IMPORTANT®
VP IH NOT, 8L7Z
WILL BE .,

s
LET ME TALK
| 70 My PEOPLE..,

YES, BECOUSET g -

HRE B AL, 5 Yy
WORLE 4 MARRMGE ™ |
BN T VZLLEP THEK
BUT YOG PIPA T i,

SO NICE
MNEET/NG
SOMEONE, DO
SHAKE HANPS (.

YES, BECALSE WEVE
ME]T B POZEN T/IMES
BEFORE #NO MY CEREK
VED FOR YOU RVD
GOC, Y0u PONT EVEN,
PON'T EVEN KEMEA -
BER MY FACE | =
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AUTHORITY ALLOWS 740
ROLES: THE 7OR7LKRER AND
THE 7ORTILAREL: TWISTS
PEOPLE INTO JOYLESS MANNE-
QUINS THAT £Z59& ANP
ARTE, WHILE CLL //A’ﬁ
PLUNGES INTO THE
ALY SS.

ME A TOWEL.

......

AUTHORITY
PEFORMS THE REARING
OF THEIR CHILDOREN,

MRKES R COLKFIGHT
OF THEIR LOVE /1«

ALL RIGHT, CONRAQD.
THAT'S ENOUGH. GET

HEN DO
THE LEAPER AUTHORIZE
CREEDY TO RELRULT
A GOON SQURL7

LATE THIS AFTER-
NOON, DO HOU WANT
HOUR ROBE,
HELEN !

DOESN'T SUSAN
REALIZE THAT CREEDY'S /1)
ONLY WAITING FOR KIM [
TO CRACK COMPLETELY

BEFORE MOYING IN W(TH / Vi
‘ p

HIS PRINATE ARMY AND
STAGING A CoUP7?

THE LERPER MAY
TJUST BE UNDER
STRAIN (¢

W w—

BHLLS CONRAD,
HIS MIND'S
DISINTESGRATING .« AND

V

/% NUMBER ONE SEAT AND
NOT THAT SELONDARY-
SCHOOL OIK, ¢REEDY,

I SUPPOSE I SHALL
HAVE TO PO EVERY~
THING, AS UsUAL,

YOU KNOW,

YOU'RE QUITE A
SUCCESSFUL YOUNG MAN,
comzao. [F NOUR SUCLESS
sw‘r ENT/RELY DUE
MY EFFORTS I MIGHT

ssz FANCY YOU.

NOWI'VE GOT THINGS
TO ORGANISE IN THE
MORNING, S0 I'M GOING
TO0 BED. I EXPELT

I SHALL BE ASLEER
WHEN YOU COME UP.

SOU WON'T
BE NEECING THE
LIGHT ON IN .
'!. HERE WILL HOou !

ALTHORITY'S COLLAPSE
SENDS CRACKS THROUGH
B8EPROOM, BOARDROOM,
CHURCH AND SCHOOL
ALIKE, ALL IS MISRLILE.

EQUALITYH AND
FREECOM ARE NOT
LUXURIES TO LIGHTLY
CAST ASIDE.WITHOUT THEM,
ORDER (ANNOT LONG ENPURE
BEFORE APPROACHING
DEPTHS BEYONC AMAG/N/NG.




<
- N

N

HULLO, MESSES.
A GOAT YER MUSSAGE.
SORRY AM LATE
AN A" THAT ..,

AYE, YU THE -\<"5=‘:|
MESSES D'THAT
BLOKE RUNNEN
THE &Y &,

’

AND YOU'RE
RUNNING CREEDY'S
CIVILIAN AUXILIARY
FORCE, ¢

i

IN FUTURE,

’ MOU KNOW
0O qOu

HOW MUCH
o IS HE
PA4ING tOU7

YOU'LL BE PUNCTUAL. HE'S PLANNING A
L OON'T LIKE KNOW WHO COAS//’," HE WANTS
WAITING, ‘ 1 AM7 TO BE LEFOER,
F
A WHLL, A KNOW  DON'T PLAY DUMB.THIS WULL, UK, AM GETTIN' YE DONIT vYOU CARRY ON
NOTHIN' 'ABOOT (S A STRAIGHT FORWARCD FIVE HUNNERD AT ’( PESS ABOOT, WORKING FOR CREEDY,
ANY O'THAAT.., BUSINESS DECISION: PRESENT (11 PO YE 7 WHAT'S DRAWING HIS WAGES,
CREEOY WANTS TO BE MA TOABT BUT REPORTING
= LEAPER; I WANT TO ME ...
CONRAL TO BE
- z : LEACER
wi.- e Rkl .
SRR PP !
* . :- =

REALLY 7T'D
HAVE THOUGHT
FOLR HUNORED

MAXIMUM.

“; 1 AND WHEN

G — THE TIME COMES,
Ze 40U REMEMBER WHO
YOURE RER/LLYy
5 WORKING FOR.

I'M PREPARED
' TO OFFER S/X, PLUS
| AN INCREASE UPON <OUR
THUGLE CURRBNT WAGES.

LUKE, AM NC HARPER, PORS T

AGGRAVATIN' THE SAY ANP YO/ LL

POLIS. CREEOY'S SOON BE RUNNING

RUNNEN THE THE FINGER..
FENGER. ..

PON'T woreY
ABOUT CREEDY. HE'S
IN R 4#IZRRLOUS
OCCLPRTION 7+ v

LOOK WHAT
HAPPENED TO HIS
PREPELESSOR.,




"9,1,.98: 2.30 AH,
SCHEDLLED Pxxaz/e
RPPEARINCE &

[PAW ER 7O 5372715
WELIC CRAM &

" FROM Ak, REPORTS, | | cou
OW Aki REPORTS, OF COLRSE, &Y

POOR N oS seé~ T
assoumw gﬁlk/mé’

’%&.‘Z‘EEE&E

- ’
STREWEERRY, 1,

OMF

/A

‘

lll mas P/goggm Horf NG

o\

BET 1 %u 18

PEMGNV SUSFN RLLOW
HIM MORE éfg
FOR HlS PR! TR

\\\ \

HONESTLY, HOW
WOULD S Msous
LIKE CEEFk .
0 RUN

Sl M

RE-OPEN THE

FOOTBRUL KEFGUHE T

PUT T(TS ON nas THREE

— OF THE ia/v—
g (CLEZ wousw

NOT NOW,
CONRAP,

FOR NOW 4Ol CAN
HAVE A NICE CHOCD‘
TE (NSTEAD.

OPEN. OPEN LiP,.

THERE,
AS FOR THE
REST OF THE

BOX i1

i PERHGP,S
WHEN YOUI'RE
LERLER,




o Excerpt from “Vestiges” in V for Vendetta — Eric Finch

114



ZVE NEVER SEEN THE CAMPS
BEFORE, ONLY PHOTO~
GRRPHS. SO TH/S /S THE
TOULET WE FLUSHED FLL
THOSE PEOPLE DOWN ¢+

.
Z

- FOUR TRELETS, T
- WONDER /5 THATS

ENOLUGHZ T
WONDPER /F THRTS
700 MANY 7

OH WELL. A~

ACRNST Uy TONGUE

LRE LITTZE FIECES OF

SOAP, . MY SRULIVS 7757

NG OF 7INFO/rr, 7

18 BUBBLE OF APFPEL -
HENS/ON FORHING LOW

N MY STOMPCH .

Z SWRLLOW,
FEEL/ING RS /<
IM LETTING GO st
OF SOMETHING.

THESE MUST FE
7HE OVENS., OVENS
FOR PEOFPLE,

FPEOFLE OVENS..,

VO NO USE:z STHL CANT
MOKKE /7 SEEM REAL ./~
20 ANOWN 7515 WAS
ARFPEMNG, WOLP Z
STHL ARVE TONED THE
PRRTY 7

e PROBABLY.
NO BE7TER
GLTERN TS,

@)
;’/ : s

! 4
Y/

NOW ZH STRRA2EL/N,
COUNTPOWN 776k /NG
FROM 80 SLO0,

g 4 =
V'S FLOWN BEFOREWHATS
SURPOSED 70 AREN?

=

WHILE /7S
LIGAT,

WE COLLON'T LET THE CHROS
RETER THE WRR COVTINE, B
ANY SOC/ETv S BETTER THAN 1§

o OB RT LERAST, T L/L,
Wl LOSINVG CAT7H AVD
W LITTLE PRLL LIKE
’ THRT, EVERS THING
Yy WAS L/SINV7ESRHTING
AND Z TUST WRN TED 1+

-~

P Al al

" 7-01//
- >

0

T SHOUMONT

-~

. PEVE PONE /7" !



7, /
BUT T WONTED 70 W =
KNOW.\\ 70 ANOW o

WART /78 LikE /7S 74/S PLACE.
EBENG HIM i FL CAN TUST

GET OLTSICE /75
WALLS iN7/L Z

NO FROBLEM,
| THE MV GRTES
| BACK TH/IS WA, ,,

ZCAN'T, ZCAN'T WREK .
THRT PR MY LEGCS .
FEEL LIKE JELLY AND
EVERYTHING S

TERLNMING 11

/J/I
MNMMMNG/ NG ., /
1Y T4

ZM TRAPFPED /N A
JOB 74437 PISTURBS
ME, BUTZ CANT

Z-
e

N L}
AN -l= :-I-l_|_lk.

178 THE DZUG.Z TUST =2

ARVE 7O REMEMEER T%.L ANYONE, T'M
(7S THE ORUE POING SO ALONE .
THIS, BLUT ..

Vg TR
ox. P M,g Ay’ Z0 FORGOTTEN HOW Rk
2 1. P THE COLOR OF 50UR SKIN
\;J‘\( Vi Ly WRS, B THOUSAND SFECIAL

3 N ¢4 BLENDS OF COFFEE. .

N

)
g R

\w ar B i
7.”57‘5 s CEMONSTRRATIONS, PNP THE
MEN, SO GENTLE SO
SOF7LY SPOKEN.,,




O JESUS, ZVE | TVE MISSED YOUR VOILES SAY 0L SAW BEVOND WR(T cos
? N YOLR WALK, 10U s | 2 HNIFORM, Z2505E
& GO | sov vou xvEWw 7 WA/ 7, WHERE
CARED, Z.., RRE 0L GONG 7

MSSEL YOL,

Aulrs eS| o OO SE OOV
Ve GRY PRIOE MPRLAES 3 fﬁ-ﬂf};ﬁ( %

NWIEr)

WE TREATED YOU SO BROLY, ot
ALL THE ARTEFLIL THINGS WE =l
PRINTEL, /P NG SKR/C... BUT -
PLERSE. FLERSE OONT 25 - = =
SP/SE LS, WE WERE STUPIC, WE Th

5 -
/'/V///ov// . o

]

L

III'.,,‘-"
- \

.b,
\




THE BNSHERS

AOW 207 GET
2 THERE WR/TTEN OV

HERE, 70 74/S

STINVEING PLACE: THE FLOOR FOR ME “
MY TOB, MY L/FE; T0 READ, BUT T \
MY CONSCIENCE, 2017 UNDER ~ \
MY PR/ SON .. STAND /7,

AND YES, TS
TUST THE
PRUGS, ZL/7.,

BLT HE WAS PRLGGED
700, LICKED WY TO
/L, RNO HE RERCHED

SOME LUNPERSTANDING.

why covir 17
T LOOK BT 7T#/S
HRL PRITERN,
FLUT WHERE RRE
THE ANSWERS 7

WHO IMPRISONED
ME HERE Z

wH0 KEEPS
C ME HERE?

W W40 9 RELERSE
. ME7 WHOS
CONTROLING #ND
CONSTRANNG MY
LIFE, EXCEPT...

//
A

cernmrsss 5 ih

“




o Excerpt from “Valerie” in V for Vendetta — Valerie
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T was 80RN IN NOTTINGHAM /
AND | WA FIFTEEN

W 1G8Y BND /T RANED A /
LOT | RASSED MY ELEVEN

PLULS AND WENT TO GIRL'S suT MW&EW#; /
CRAMMAR. | WANTED TO IN MES WATSON'S &g

AN RCTRESS,

i

T
\‘. «.l‘ l“' I MET MY FIRST
i CRLARIEND AT

[ |
e LU ARA L

=

R
I ‘o b 0N

/

\, ge &S

"\\\i\ ; f

“‘h, )
7

e

| 5

l'\!H““:ii'.:‘f‘”f“"”"ﬂli"' ‘“MIME,".\IL =
H’ /[['[ "4 WEEK LATER | MOVED
l |

~
-~

ISAT N 8IOLOGY
CLASS, STaRING AT
THE RPICKLEDL RASSIT |
mOETLIS INITS JE.,

L]

LISTENING WHILE { :
M. HRD 84 T W3S SR Lo s | 70 LONDON, ENROLLING §
s T e ol IS +7 >eava cocLzce my |
PASE THAT s Syl RERUN +o7ce sa 1 sroxe
REOPLE QUTGREN: iy s AR

\MEET My PIRENTS. AL

W ADSTT o 2BV
0\ . 2.7 /7 W35 M INTEGRITY 74T
M 08 MPORPINT (S THAT SO
DY SEL77543 /T SELLS FOR SO
LITTLE, BT I7'S Al WE
RV LEET IN THIS PLACE,

AR

A

1T 18 THE VERY 1AST B8
NCH OF L/S..




:RSO um.mbza ths ?éé‘ F . AND | WANTED
;‘rm«RISﬂlgmM
NIYAN THAT N NE spg
LONDON g,
20 1 s, WIS HAPPY iy conpon_ g L
RAYED Dravming (¢ cinpepezcs PN
rmzspmwr.memom,' \\\
N

cFug

D 9

N

SMEANGE AND RISYUING

o e e e
T A AU THAY 5
VOUR., 1T s mﬁ‘ e

NY orR ANE oF e OMIER Cryme

1 MBS STAND-OFFISH AND DIDN' gyfl,
EASKY, ! SAW A (or oF THE Spne
BAT | el 2T OMTORTIRE: Tpere.

1 MET BT WHLE

HORKING O Tw/AT "WE LovED

EACH OTHER

WE LIVED
W TOCETHER, ,
<> AND ON VALENTINES
DRY SHE SENT
ME ROSES AND
0K GO, WE mAaD
SO MuycH

"THOSE WERE THE BEST THREE
| VEGRS OF 1]y A/FE
— e

TAND AFTER THAT
THERE WERE NO MORE

=
WE HAE Lery iy N WX W 10eE TN AT
[ 7 % ) o

WORK IMPROVED, | GOT SMALL
FUM ROLES THEN BIGGER

W "/ /28 | ST9CRED IV THE
| SOLT FLATS IT PULLED IV
N THE ANARDS SL/TNOT

*a{srzut:mzm'.:.;m::;;::ml| |

“NOT Ra ANYBODY




1oIONT
8LAME
Hee,

N 1992 RETER THE TAKE-OVER,
THEY S/PRTED RONLNOING up
THE GRYS. THEY TOOK RUTH
WHILE SHE wRS OuT
LOOKING FOR FOOD

Wy ARE THEY SO
FRIGHTENED OF
82

T T ey SLIRNED HER WITH “aop, /

CIGIROETTE ENDS IND LovED
MEDE HER GIVE THEM HER, /
MY NVE SHE SIGNED LN T

B STATEMENT SIYING ELAME HEP

/D> SELLICED HER,
|

" SHE KLl ED
HERSELR WY HEC
CELL, SHE COULLNT
LIVE WITH BETRAYING
//-’”5' WITH GVNG
ot

THEY CAME FOR ME, THEY TOLD
ME THAT ALl. MY FILMS WO
8E BLRNED,

y -, —

/

= A

" THEY SHAVED OEE MY H9R,
THEY HELD MY HEAD DOWN s
R TOLET 8Os AND Toub I

TOKES PROL/T LESEIANGS.

"THEY BROLIGH T ME HECE AN
GRVE ME DRLIGS, | CAN'T
FEEL MY TONGLIE ANIHORE,
!/ CAN'T SPEQK.

- T T
YT I8 STRANGE THAT o
MY LIFE SHOLILD END B
N Sk A TERRBLE §
PLACE, SL'T FOR :
THREE YESES /4> W
ROSES AND | ARPOLO- B
QISED TO NOBODY! |

"THE OTHER GAY WOVIAN HERE,

RITA, DIED TWO WEEKS A0,

/ /HAG/‘A? g./. DIE QUITE
OON.

U Skl PIE HERE, EVER) INCH
OF ME SHRLL PERISH,,




) ne= MLUST NEVER LOSE 1T
OR JELL IT O®GIVE IT AWAY

(R RIS WONAN. | MAY NEVER SEE
- o Y YOL/. | Wikl NEVER HILIG YOL/

; Xp /- S O& CRY WITH YOI ORGET
ML DLNE WITH YOLY.

== = /”IVE o b woxll
TTE SMAULL AND ITS FRAGILE TAKE IT FROM LIS 8 M,
AND ITSE THE ONLY THING IN Y g P ' ‘ !
THE WORLD THAT'S WORTH 5 DS Uit ; < [ |
HAVING = [ N2 ‘. m! ‘

i
Wl 7 HORPE THAT YOL/ T
k ESCARPE THIS PLACE,

R

"/ HORE THAT THE WORLD
TLIRNS AND THAT THINGS
GET BETTER, AND THAT
ONE DAY PEOPLE HAVE
ROSES AGAIN.

X oW EVERY
M ANCA O THIS CELL

0

|
1
|

THS CELL KNOWS
EVERY INCH qc ME




