Falling Down (1992)
Director. Joel Schumacher writer. Ebbe Roe Smith Cinephotographer. Andrzej Bartkowiak

Stars . Michael Douglas (Foster), Robert Duvall (Pendergast), Frederic Forrest (Nazi), Barbara Hershey (Beth), Rachel Ticotin (Sandra), Tuesday Weld (Mrs. Pendergast), Michael Paul Chan (Mr. Lee)
Story Elements
The narrative possibilities, issues and / or ideas established in the opening sequence: Know the opening sequences well

Falling Down -The film opens with an extreme dose up of Fosters face- the camera tracks back to reveal the main character stuck in traffic- The lead character, D-FENS, a divorced, unemployed worker for a U.S. defense contractor, sits uneasily in his 1977 Chevette, gridlocked on the Santa Monica freeway. The air-conditioning doesn't work and the window cranks are stripped. Tense, sweating and quavering, D-FENS (he is known by the name on his vanity license plate) is a classic industrial strength white-Anglo male, circa 1965. He has a bad crew cut and glasses. He wears a too-tight, short-sleeve white dress shirt, adorned with a black- and-white polyester tie and supplemented by a plastic pocket- protector. D-FENS and his Chevette form a contiguous symbol of the economic decline of a white-male Anglicized U.S. industrial apparatus. Together, they are simultaneously going nowhere (gridlocked on the freeway) and have nowhere to go (to work). Psychically imploding, D-FENS lurches out of his inert, steamy car into the open air. When asked, by another stalled motorist, in the opening lines of the movie. Hey, where do you think you're going?”  D-FENS replies, "I'm going home."
The film commences in silence with the title credits "Falling Down". The film's title suggests to the audience that the story will focus on the issues or themes of a character s psychological or emotional breakdown
The opening reveals the central character to the audience and suggests he is in a state of conflict- his actions in leaving his car on the freeway suggests he is highly anxious and stressed. His abandonment of his car perhaps has greater significance. Imagery of license plates, mobile phone users, school children, billboards and bumper stickers project issues about American culture that may also be examined in the film. The opening presents a highly stylised and dramatic introduction to the condition of the central character amidst the chaos of urban American society. This establishes the audience’s expectations that this character is in conflict, which will be examined throughout the films narrative

Establishment and development of the characters -Falling Down
It begins in a direct stylistic homage to Fellini's famous 8 1/2  (. famous Frederico Fellini Film). Like Guido the film director, Foster the engineer finds himself stuck in a traffic jam in a "tunnel" —actually, in this instance, below a freeway overpass. The incident represents his current crisis, where he's "stalled" in his career in a nightmare confluence of machines and human insects. While Guido simply escapes his car (and his phobia) by floating away in an astral projection, Foster — forever the victim of American realism — has to abandon his small import and walk away. A Driver: (shouts) Hey where do you think you're going? Foster: I'm going home.
Thus begins his fatal journey across the under-belly of Los Angeles, in fact, Foster has no home to return to, as he's separated from his wife and daughter and - as we come to learn - under a court restraining order to stay away. But, like an Oedipal homing pigeon, Foster heads for the coastal district of Venice. It's his little girl Adele's birthday and nothing will stop him from going "home".
Dressed in a short-sleeved white shirt and tie, wearing dress slacks and packing a briefcase, Foster is the generic white male professional. With his glasses and shirt pocket pens, his demeanor is one of wasp determination and righteous anger. He stops at a seedy comer grocery for a Coke, gets into a confrontation with the oriental proprietor.
When the proprietor comes after him with a baseball bat, Foster disarms him and proceeds to wreck the shop in a funny lesson on price fixing, inflation and banditry. He renegotiates the price of his Coke to fifty cents, and then leaves with his first weapon, a bat that is now a dub.
His second weapon is acquired when he crosses into a Hispanic neighborhood and is accosted by two Chicano punks. They demand his briefcase as a loll", and when he demurs, threaten him with a switchblade knife. Using his briefcase and his bat, he sends them running after a brief skirmish - and pockets the switchblade.
He's moving up on the evolutionary ladder.
He acquires a sports bag full of pistols and automatics when the Chicano gang tries to assassinate him as he's on the phone to his wife. As they roar past, strafing the phone kiosk from their torpedo-back Chevy, they manage to hit innocent pedestrians and shop windows in a grotesque carnage of teenage stupidity and hormonal duplicity. Foster hangs up, picks his way through the bodies, finds the Chevy has wrecked itself against a parked car around the comer. The punks lie sprawled, bloody and broken, automatics on the tarmac.
Now Foster becomes a true vigilante. He shoots one of the punks in the leg before collecting the bag of guns and walking away....
The deterioration of American society is in evidence everywhere. From the decaying buildings and lousy service, to the liars and cheats who panhandle rather than work - everywhere Foster goes, he's confronted by the rot, the anarchy, the spiritual malaise.
"I reserve the right!"
The hole in his shoe is like the hole in his life. When he enters the Surplus Store, he enters an emporium of Evil which is presided over by a version of what he might become - a Nazi. Frederic Forrest is outstanding as the proprietor of this museum of surplus goods and war memorabilia. He's been listening to the radio reports of Foster's rampage, quickly recognizes and welcomes him as a kindred white apostle in the fight against gays, blacks, Jews, the immigrant hordes... and, of course, the police. Foster now peaks in his weapons evolution: "Heat-seeking  disposable... I want you to have it." A portable shoulder missile launcher, loaded, ready to go. Why? '"cause you're like me," says the Nazi. But no, Foster is not like him and Disputes his bigotry. They fight. The Nazi smashes the gift Foster bought as a Birthday present for his daughter (the glass snowball), an act that pushes him over the edge, the final destruction of innocence.
With the determination and nihilism of the truly angry, Foster stabs the Nazi with the switchblade, then shoots him with an automatic. It's self-defense... but it's also an execution. Foster has made that familiar American move into judgment, violence and imperialism. But is he wrong?
He enters wearing a white shirt, exits wearing a black shirt. He enters wearing shoes, exits wearing boots. He enters packing a Tech 9 automatic, exits packing a heat-seeking missile launcher. Now he's a mixed metaphor, a white champion in a black dress, a victim of history, an evolutionary misfit.
When he uses the missile to dear a way through a street works project, the action is a parody of popular action film and television drama, an absurdity waiting to happen in real life. Instructed by a black kid ("saw it on TV"), Foster sets up the launcher. It fires precipitously, the missile travelling   along a trench, eventually blowing up an excavator. Cool. Yeah.
The finale is a clever reworking of the standard cornered criminal routine. The two white men face off as they have so many times in so many westerns and so many cop shows. Duvall faces Douglas; Prendergast faces Foster, two versions of the same past. "I'm the bad guy - how did that happen?" exclaims Foster as he stands with his back to the railing of the pier, the ocean and infinity. It seems so. He goes for his gun... but now he's armed only with his daughter's water pistol. Pendergast (regretfully) shoots him and Foster topples backwards into the water.
It's suicide - the preferred choice of those failed by their institutions and their
families. As Foster floats with his hands outstretched in the water, he drifts alone in these which gently caries him away
The Setting and its function in the narrative

Settings are extremely important story elements: Know key settings and their relationship to the actions taking place.
How does the setting relate to the narrative? In other words why has the filmmaker chosen a particular background or set for a particular scene? Are any of the props significant. What time frame is the film set in. - how is this reflected through settings

Falling Down.
This is a very academic analysis of the importance  of settings in this film. Read through carefully; However also be aware of other settings not mentioned here- e.g.
The Freeway: The Korean Grocery Store: Hispanic Gang Territory: The Fast food outlet: The Park: The urban streetscape: The Golf course: The War surplus Store: Venice Beach - what significance do these settings have in context to the narrative taking place? How do they convey themes and subplots contained in the film?

The spoken word, home, verbal and visual referents of home and various ideas and sites of home crop up dozens of times in the film. D-FENS obsessively moves through the city's territorialized, militarized spaces in a futile bid to reassert his (stereotypically mythical) notion of home as the site of the patriarchal, nuclear family. His quest, even as it escalates into a series of events marked by a violent desperation, cannot fail but to come face-to-face with the reality of his downwardly mobile economic status

The family unit is now anchored by his ex-wife, living with child and dog, in an expensive, if dilapidated house just off Venice Beach. As he treks across LA., D-FENS is a dystopian equivalent of Cervantes' Don Quixote. That is, as he pursues a forcible reinscription of this idea of 'home," D-FENS carries outdated and inappropriate symbolic codes for the cultural and physical spaces of a globalized Los Angeles.
His codes are those concurrent with the Cold War and the ethos of the 1950's. They are nationalist, conformist, linear, naively ethnocentric, racist and monoculture.

Falling Down is a subtler meditation on a series of complex issues than most reviewers and audiences have realized. In part, this is due to a critical choice made in the mode of narration. For while D-FENS is a subject with a cognitive and stylistic map out of time, it is in a series of lateral movements through urban space, rather than narrative time, that the major motifs of the movie emerge.

That is, while the Him explores fertile tensions between the logics of sovereignty and exchange, or the relations between imperial nostalgia and the construction of expendable populations, or the disjuncture’s between (he older heroic mythos of the Western and that of the armed-to-the-teeth, cyborgian 'New War" hero, or assesses the shifting balance between nationalist notions of collective defense and contemporary notions of privatized security, it does so primarily through traversing through heterogeneous spaces in Los Angeles
It is only at the end of the film, when D-FENS reaches his destination, the Santa Monica pier, when habitable space ends, that the meaning and consequences of his actions become partially recognizable to him.
So it is movement through spatiality that shapes a series of thematic revelations, not temporality And it is the concrete spatiality, the social geography of Los Angeles that is as much the figure as it is Vie ground, as much the subject as it is the backdrop of the/s film. Because the city and its rhythms, its accelerations and delays, its points of confluence and divergence are all so vividly depicted in Falling Down (hat the film is something of a social mapping. It is a stylized representation, not a simulated artifice. Arguably, one of Falling Down's key insights is that the production and reproduction of urban spaces reflects and refracts strands of economic and socio- relations emerging at century's end.  D-FENS unwittingly traverses heterogeneous urban spaces mat are continually readable and re-readable as ideological and political portraits.

What social and political characteristics can be read and re-read in the depiction of the heterogeneous spaces of Los Angeles, circa 1992? One major and much iterated notion is the militarization of Los Angeles. Critic Mike Daw's tempts this reconfiguration of city's streets the birth of "Fortress Los Angeles."

The city bristles with malice. The carefully manicured lawns of the Westside sprout ominous little signs threatening "ARMED RESPONSE!" Wealthier neighborhoods . . . cower behind walls guarded by gun-toting private police and state-of-the-art electronic surveillance systems . . . Some [poor] neighborhoods have in turn been sealed off by the police with barricades and checkpoints...

Welcome to post-liberal Los Angeles, where the defense of luxury has given birth to an arsenal of security systems and an obsession with the policing of social boundaries through architecture.
. The locus of war moves away from nation-states toward the everyday production of a localized, highly saturated and intensively capitalized fear. About his motives for making Falling Down, director Joel Schumacher has said
what I wanted to do was put a face and soul on the Go 'dock news, that story that keeps recurring about the guy who snaps and he's so filled with anger that he blows away his family, co-workers (and strangers) (San Francisco Chronicle, 3/2/93).
Unlike many others, D-FENS functioned as a drone on the lower and/or lower-middle rungs of an administrative power structure. He was docile and efficient. He had a rigid personality that showed flashes of a violent temper. He was equipped with a narrow understanding of himself and his world coupled with an equally limited technical expertise appropriate to his socialization. So narrow and rigid was his understanding of bureaucracy, in fact, that he did not understand how the rules by which power is exercised in bureaucratic settings inevitably change as technologies, commodities, migratory demographics, geography, communication ensembles and political priorities reshuffle the distributive deck of goods, information and services. Like the others who believed claims about the efficacy of the Patriot missile during the Gulf War, D-FENS accepts the carefully crafted public relations narratives of authority white he is (seemingly) cradled in its bosom (Bush, 1991). Once made disposable, once judged "not economically viable" or "obsolete," some subjects may reinvent themselves. Some may begin a slow decline. Others, like D-FENS, simmer and then implode. But by so publically imploding, he becomes grist for propaganda mill. His story is formatted into one of a repetitive string of video moral tales, told between commercials, on the potential and actual dangers of urban life.

The havoc that D-FENS wreaks becomes just another in a series of "madman" tales formatted by the vendors of deterrence strategies, security ensembles, entertainment studios and video cameras. Ifs one more sales pitch for architectural, panoptic and pan spectral devices of risk-management in the context of the film, this is no small irony. That is, much of the violence occurs when D-FENS' initial attempts to peaceably move across privatized, commodified and patrolled spaces are thwarted. (Occupied, secured and defended space, ostensibly intended as a general deterrent, is the proximate cause for violence). The second irony is that D- FENS, as a sign of militarization, as a cooperative drone for "containment strategies" and other govemmentalities of the security state, now finds those techniques applied to his marginalized, surplus body within the domestic space of LA.

. The irony is that D-FENS embraced this logic of organized insecurity, of "molecular" war, his entire adult life. He lives and dies within its frame, the product, victimizer and victim of a world he helped make uninhabitable. What tags D- FENS as Fascist, in addition to an act of recognition, that "we're the same, you and me. We're the same," uttered by a -skinhead neo-Nazi, is D-FENS' de facto full-battle dress suicide. The suicide becomes comprehensible only when "going home" and death are equivalent destinations, when they are "one and This is the technology of the Fascist state, recapituiated in D-FENS' individuated destiny (Defeuze, 1987), At one point in the film, already in battle dress, D-FENS briefly takes refuge in a spacious private compound (that consists of a mufti-storied house stone staircases, pool, tropical foliage, large yard, etc.). When told by a caretaker that a plastic surgeon was the resident owner, D-FENS says

Plastic surgery bought alt of this? Guess I'm in the wrong racket. Are there correspondence courses in plastic surgery? (pause) I lost my job. Actually, I didn’t lose it, it lost me. I'm overeducated, under skilled (pause) or maybe it's the other way around, I forget. And I'm obsolete. I'm not economically viable.
in the postmodern, D-FENS, Cold-War warrior, is as obsolete as any medieval knight. And he begins to hazily recognize that his status as surplus labors due to a fundamental change in modes of capital production. He was a creature of the state-sponsored social contract (between industry, labor and government, who slumbered through a twenty-five year global capital realignment. Commodity production was exported to the newly industrializing countries (NIC's), where labor was young, plentiful and cheap. Concurrently, expanding segments of the Western democracies upwardly valued the production and circulation of information, communication ensembles and services over the manufacturing of durable goods. D-FENS, a signifier of industrial labor, a producer of "use-value," is discarded in favor of the plastic surgeon, who is the purveyor of "image value." Ultimately, even D-FENS fathoms that "he's in the wrong racket" and bitterly admits that he's no longer "economically viable." (Fleetingly, he inanely considers "retooling" via a correspondence course). Yet, D-FENS' epiphany and ultimate fate serves ultimately as prologue for this generation's "New World Order." For the strategies and discourses of war have not disappeared. They have only multiplied against "unspecified enemies" The fields and terms of engagement have merely mutated, creating new boundaries, contingencies, modes of deterrence, tactics, objects and identities which D-FENS but dimly comprehends. Yes, it is true that the shape of our security-driven world originates from, and owes much to, the technical and political inheritance of the Cold War. But our contemporary socius is largely defined by the refinement of a myriad of panoptic and pan spectral practices and discourses now deployed in the name of total and continuous economic war.

In an ambiguous word where victories and defeats, friends and enemies seem forever mutable and omnipresent; in a word where the extension of the material benefits of "victories" through time is tenuous, images of the Self and Home (home cultural, political, spatial, etc.) are mobile icons and weapons always available for flexible and tactical recoding’s. Ultimately, it is D-FENS's rigid concretism (toward a nexus of predefined symbols of personal, economic and national sovereignty) that produces his inability to fully grasp that Self and Home have become sliding sign/tiers in a time that is increasing constituted as a grid of total economic war. It is his literalist allegiance to the dominant ideology of the zenith of American Empire (1950-1973) that marks him as a "casualty" in a "New World Order." As such, the moral tale of O-FENS's "falling down” is a necessary and useful prologue toward grasping recombinant notions of Self and Home at century's end.

The ways in which storylines comment upon , contrast or interrelate with other storylines in the plot

Break down the central storyline down 
Each of the 2 films have multiple storylines

Falling down - Redundant white male defense worker stalled on the Santa Monica Freeway- divorced- not economically viable- embarks on a journey to attend his daughters birthday

His journey across the underbelly of Los Angles -comments on the globalisation, multiculturalism privatization and. social classes of America
the city and its rhythms, its accelerations and delays, its points of confluence and divergence are all so vividly depicted in Falling Down that the film is something of a social mapping. It is a stylized representation, not a simulated artifice. Arguably, one of Falling Down's key insights is that the production and reproduction of urban spaces reflects and refracts strands of economic and socio cultural relations emerging at century's end,
Prendergast- desk jockey cop on his last day of the job- badgered by his neurotic wife-teased by his colleagues- scorned by his boss- loss of confidence after killing his last victim

Family
The structuring of time.

Causes and their effects are basic to narrative, but they take place in time. As we watch a film, we construct story time on the basis of what the plot presents. For example the plot may present events out of chronological order, where the viewer must build up chronological or ordered sequences to established events preceding what is taking place in the narrative. Alternatively the plot may present only certain periods of time : the viewer thus infers some story duration has been skipped over. Still another possibility is to have the plot present the same story event many times as when the character repeatedly recalls a traumatic incident. This means that in constructing the films story out of its plot the viewer tries to put events in chronological order and to assign them some duration and frequency

Temporal Order - relates to the order of story events presented in the film. From the plot order the audience infers the story order-

E.g. Foster - leaves his car on the freeway - makes a call to a women who has a child/ doesn’t speak, therefore women hangs up. The audience infers (even though events are presented out of chorological order) that Foster has been separated, incurring long before his situation on the freeway and his disturbance links with events that have already taken place. Much of the order of the film then takes place during the course of the day- however there are some sequences where he recounts flashbacks -revealing his relationship with his wife and child.- through video footage

Temporal Duration - The plot of Falling Down take places over the course of one day, but both stories stretch back far before that, since information about their past is revealed in the course of the plot
in general, a film's overall plot duration consists of highlighting certain stretches of story duration. This could involve selecting a short and relatively cohesive time span as is used in Duel and or by presenting significant stretches of time from a period of many years- Falling Down - through the use of Video footage of Fosters family life: and Prendergast’s photo of his deceased daughter

A third duration involved in narrative film is screen duration. The relationship among story duration, plot duration and screen duration are complex , where a filmmaker can manipulate screen duration independently of the overall story duration and plot duration. Example Falling Down has an overall story duration of 5 years, a plot duration of 6 hours and a screen duration of 2 hours.
Screen duration can select from plot duration- form the plot duration in Falling Down of 6 hours, scenes are selective and purposeful to manner in which the filmmaker defines their importance. Some scenes highlighting actions can be structured through time to have emotional impact, suspense and drama -
Time can be manipulated to extend time - beyond real time- or condense time
The production element of Editing is important in how a film maker structures time in a
film
Temporal Frequency. A films plot may change story frequency in several ways. If a story contains a habitual action that happens several times the plot will present one or a few occasions and let these sum up the rest 

Sometimes a single story event may appear several times in the plot treatment. If the audience sees an event early in the film and then there is a flashback to that event later on , we see that same event twice. Some films use multiple narrators, each of whom describes the same event: The plot may also provide the audience with more information, so that we understand the event in a new context when it reappears.
The various ways that a film's plot may manipulate story order; duration and frequency illustrate how the spectator must actively participate in making sense of the narrative film. The plot provides cues about chronological sequence, the time span of the actions , and the number of times an event occurs, and it is up to the spectator to make inferences and form expectations.
Often the audience must motivate manipulations of time by the all-important principle of cause and effect. For instance a flashback will often be justified as caused by some incident that triggers a characters recalling some events in the past. The plot may skip over years of story duration if they contain nothing important to the chains of cause and effect. The repititions of actions may also be motivated by the plots need to communicate certain key causes to the audience.
Falling Down’s plot is unified and comprehensible by the use selective events within a strict time frame-over the course of one day.
David Mann is travelling across country to make an appointment with a client Foster is travelling across town to make his daughters birthday Prendergast is on the final day of his job as a policeman
The audience is introduced to the central characters in the morning: The narrative establishes the conflict - the character must continue their journey - scenes are structured in a hierarchical form where the drama intensifies until the climatic scene in late afternoon- where each character must confront his protagonist. Upon the resolution of the conflict through the use of time manipulation and production elements the film doses-leaving the audience to reflect on the outcome of the main characters.

Both characters must resolve their conflict over the course of the films plot- one day both films recall events that have occurred before.

Falling Down uses conventions such as the radio, telephone, the Burger Chain breakfast/lunch Menu, Narrator, Characters-"I’m no longer economically viable*.

FURTHER USES OF TIME. Production elements can also be used to manipulate time
CAMERA- The Opening of Falling Down- One continuous tracking shot- camera composition is also important here- The scene commences with a slow rhythm, emphasizing the heat, congestion, nothing is moving - as the scene progresses the camera work changes- the timing of shots accelerate to match Fosters anxiety - the rhythm has heightened- the editing is rapid, sounds, radio dialogue and non diegetic music fuse to an urgency- from which Foster abandons his car and walks away. SOUND- The rhythm, pitch, timbre and volume of sound, music and non-diegetic music also impact on time in a film.
EDITING- The duration of shots - long sustained shots, which may be used for emotional impact-anxiety, tension:  - sustain time:
Rapid shots accelerate time: also have an emotional impact- drama, excitement
Crosscut editing is also used to show different settings within the same time frame-
Interrelated events/ often used to create drama.
Narrator
Both characters in each of the two films provide information to the audience-through dialogue and their actions
Point of view or subjective shots are also attached to the technique of Narrating

Openings, Closings and Patterns of Development
Read notes on the opening and how each opening establishes the main character and conflicts evident

Patterns of development
Character motivations
Foster must make it to his daughter’s birthday

Narrative motivation-
Foster navigates through the underbelly of Los Angeles- pushing relentlessly towards his destination, Venice Beach
Prendergast on his last day on the job begins to track Fosters movements -and the hunt commences, Prendergast who has motivation of his own ( his status in the police force: his tormenting neurotic wife) is determined to prevent Foster reaching his wife and daughter
Forward linear narrative movements- The plot of the  film pushes  relentlessly forward so that the audience is locked into a narrative process indicative of the suspense drama genre, inviting the audience to constantly project as to what events will happen next.
Goal Orientated plots- 
Foster is engaged in a journey - to regain the life he has lost-Themes - ordinary man in extraordinary circumstances- 
Time schemes- The film employs a strict time scheme in which the central characters must resolve their conflict Foster must reach his daughter on the day of her birthday

Cause and Effect
Various reasons or causes trigger certain events. A cause and effect sequence help move the narrative along . There must be a reason for one scene to follow the next. Thus for the audience to see the relevance of a current scene a previous scene ( not necessarily the previous scene) must have created a need for it to exist

What motivates the characters?

What events do character motivations cause?

In general, the spectator actively seeks to connect events by means of cause and effect. Given an incident, we tend to hypothesize what may have caused it, or what might it in turn cause.

That is we look for causal motivation

E.g.- The opening of falling down has many planted dues. One such due is evident when Foster looks at the young girt at the back of the bus. His causal motivation, which drives the plot. This is evident soon after when the audience learns that his desire to go home is motivated by his need to see his daughter on her birthday.

Points of View from which the narrative is presented:

From which character s point of view is the film presented. 
In Falling Down it is predominately from Foster
However there are scenes where other characters point of view are dominant..-Prendergast's last day on the job-Fosters Wife

The relationship between the closure of the narrative, developments within the narrative and the opening sequences..

Know the Openings and Closure well- plus the developments within the narrative that link the two
Falling Down commences with an extreme dose up of Fosters strained brow and tracks back to reveal his anxiousness as he is gridlocked on the Santa Monica Freeway
Closure - reveals Fosters eminent demise as he floats peacefully in the sea
GENRE-
The term genre - refers to the category of a film that has familiar or instantly recognisable patterns, techniques or conventions that include one or more of the following : setting, content, themes, plot, motifs, structures, situations, characters or characterisation and stars.
make a list of the elements of the suspense drama genre that are evident in Falling Down 
E.g.- characters appear to be ordinary people placed in extraordinary circumstances- establishment of the characters psychological profile, motivations are established in the opening scenes.

Life itself is threatened where the principal character is unsuspecting or unknowingly

involved in a dangerous or potentially deadly situation

The central  characters is being pursued throughout the film- stalking element
Foster  must resolve his conflict
The use of a strict time scheme in which our characters must resolve their conflict Chase sequences - were our character’s life  is in constant danger Use of fear and anticipation to engage the audience Restricting the audiences knowledge to that of the main character Creating anxiety or curiosity within the audience- who is the truck driver-Isolation from help Limited access to escape

Mounting tension- sequences or scenes build in action drama and suspense until the climax

Add to this list - in terms of elements that are typical of the drama suspense genre
