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Abstract | “Effective Alternatives: How V for Vendetta Provides a Relatable, 
Presentist Examination of Propaganda” takes the time to look at the subgenres of 
alternate histories and dystopic futures as tools to analyze the effects of propaganda 
and counterpropaganda. Using both the graphic novel by Alan Moore and subsequent 
film adaptation of V for Vendetta as a case study, the essay articulates that the genres 
of alternate history and dystopia are inherently “presentist”, providing criticism of the 
era the works were made. Moore wrote his acclaimed graphic novel at the height of 
Margaret Thatcher’s tenure as Prime Minister of Great Britain and used it as a 
warning for the potential devastating affects her policies could have. The 2005 film 
adaptation, directed by James McTeigue, took the same criticisms but placed them in 
a more contemporary setting, amended for a Western world following the September 
11 terrorist attacks in the United States. The essay spends time discussing types of 
propaganda, notably “agitative” and “integrative” propaganda as defined by Garth 
Jowett and Victoria O’Donnell. Ultimately, it makes the claim that works like V for 
Vendetta are both useful and relatable when addressing issues at a multi-generational 
disconnect, such as World War II to now. 
Keywords | Propaganda; Moore; allohistorical; dystopia; vendetta. 
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Resumo | Este ensaio examina os subgéneros de histórias alternativas e futuros 
distópicos como ferramentas para analisar os efeitos da propaganda e da 
contrapropaganda. Partindo tanto da novela gráfica de Alan Moore, quanto da 
adaptação cinematográfica subsequente de V for Vendetta como um caso de estudo, 
este texto defende que os géneros de história alternativa e distopia são inerentemente 
“presentistas”, criticando a era em que as obras foram criadas. Moore escreveu este 
aclamado livro no auge do mandato de Margaret Thatcher como primeira-ministra da 
Grã-Bretanha, usando-o como alerta para os possíveis efeitos devastadores que 
poderiam resultar da sua  acção política. A adaptação para o cinema de 2005, dirigida 
por James McTeigue, abraçou as mesmas críticas, mas colocou-as num cenário mais 
contemporâneo, adaptando-as a um mundo ocidental posterior aos ataques terroristas 
de 11 de Setembro nos Estados Unidos. O ensaio discorre sobre tipos de propaganda, 
nomeadamente do tipo “agitative” e “integrative”, tal como definidas por Garth 
Jowett e Victoria O’Donnell. Em última análise, afirma-se que obras como o filme V 
for Vendetta são tão úteis como relacionáveis quando tratam de questões de 
desconexão entre várias gerações, desde a Segunda Guerra Mundial até hoje. 
Palavras-Chave | Propaganda; Moore; “allohistory”; distopia; vendetta. 
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Effectiveness is heralded as one of the most significant aspects of media, and 

it holds the same weight in narrative storytelling. If a newspaper article, television 

news broadcast, radio broadcast, or any other method of journalism is not successful 

in delivering the message effectively, then what is the point? The same can be said for 

narrative stories, in whatever medium they are consumed: a book generally, though 

not always, needs to have a protagonist the reader can empathize or sympathize with; 

if a television program airs episodes out of order, which has been known to happen, 

then viewers will find it more difficult to follow the narrative; and films, for the most 

part, require at least minimal world-building for the audience to even care about the 

setting. Take for example Orson Welles’ live radio broadcast of The War of the 

Worlds in 1938, in which his method of conveying the story included not only the 

original story written by H. G. Wells, but also intercut the story with live “Breaking 

News” bulletins meant to simulate a presence in reality for the story. Though the scale 

of panic is disputed, it is not denied that Welles’ method of delivery for the story did 



 28 

have an impact on a certain portion of the populace within the United States at the 

time. Unconventional, to say the least, but highly effective. 

 For these same reasons, it is important for both propaganda and censorship to 

be effective when employed on a society; if ineffective, then there is again no point. 

Jacques Ellul lays this out explicitly: “Propaganda is made, first of all, because of a 

will to action, for the purpose of effectively arming policy and giving irresistible 

power to its decisions. Whoever handles this instrument can be concerned solely with 

effectiveness…. Ineffective propaganda is no propaganda” (Ellul x). The most glaring 

example of this is Adolf Hitler in Nazi Germany, and how his charisma and means of 

delivery for his manifesto – not his book, but rather his declarations and general 

rhetoric – completely overtook the people of Germany between World Wars I and II. 

While it is paramount to study and observe trends like this throughout history – and 

history is, after all, the greatest teacher – this may not be the most proficient means of 

studying these effects. Once an event has happened, it is easy for many people, years 

later, to simply pass it off as a “one-and-done”, or that it will never happen again 

because “we have learned from our mistakes”. I make this claim as an American, and 

based on personal observations of people believing the Holocaust can never happen 

again, while simultaneously ignoring clear evidence of a growing Neo-Nazi/White 

Supremacist faction within the United States as recently as 2017; and I support this 

with a 2018 Washington Post study that lays claim to the idea that many millennials 

are apparently unaware of the full extent of the Holocaust in WWII (Zauzmer). Here I 

will assert that alternate histories and dystopian fictions such as V for Vendetta are an 

effective, more easily-relatable, and highly receptive method of reviewing moments 

and eras of history, while simultaneously warning against similar occurrences in the 

future. 

  In his article “Why Do We Ask ‘What If?’ Reflections on the Function of 

Alternate History,” Gavriel Rosenfeld argues “that writers and scholars have long 

produced ‘allohistorical narratives’ out of fundamentally presentist motives” (90). By 

this, he claims that while the setting of the narrative may occur in the past, future, or 

alternative version thereof, the primary function of alternate histories always 

represents a criticism of the “present”, when the work was penned; he specifically 

makes reference to literature to articulate his point, though the same principles are 

applicable to other mediums as well. Rosenfeld acknowledges that, outside of 

anthologies and short-stories primarily focusing on time-travel, alternate histories did 



 29 

not come into prominence, nor gain popularity, until the 1960s with the rise of 

postmodernism (92). He makes this parallel by observing the primary function of 

postmodernism as that of self-critique, almost ironic self-deprecation, allowing for 

alternate histories to make a claim for presentism and thus evaluate political and 

societal trends around the world. 

 An example of this criticism of the present is the graphic novel V for Vendetta, 

written by Alan Moore and illustrated by David Lloyd, and its 2005 film adaptation. 

Often, though not always, alternate histories use the past as a reflection of the present, 

as is the case in Amazon’s streaming adaptation of The Man in the High Castle (2015-

). V for Vendetta differentiates itself by using the present as a warning for the future; 

since it is set in a totalitarian near-dystopic Great Britain. Moore began his initial run 

of V for Vendetta in 1982, still at the height of Margaret Thatcher’s tenure as Prime 

Minister, and used this as a warning to all Britons: if the nation were to continue 

down the path set by Thatcher, they would undoubtedly become so jaded and passive, 

as to ultimately lose the cognizance to realize they had already lost individual 

freedoms. This is mirrored by the cinematic iteration of the film, directed by James 

McTeigue, who chose to modernize the setting; the graphic novel was written in the 

1980s but is set in 1997, while the film was released in 2005 but is set in 2019. This 

alteration allows for the examination of trends Moore scrutinized in the 1980s, but 

also more contemporary issues set in a post-9/11 world. By approaching these themes 

and subject matter this way, V for Vendetta capitalizes on people’s inherent 

knowledge and understanding of their own present and offers a stark contrast to 

dramatically emphasize the point to be made.  

 Because V for Vendetta presents itself as a critique of both the present and a 

cautioning of the potential future, it retains the ability to more broadly encapsulate 

and address the subtleties of propaganda and its effects over time. To do this, V for 

Vendetta uses a combination of melodrama and hyper-theatricality to demonstrate 

propaganda and counterpropaganda in its totalitarian future. In his book Propaganda: 

The Formation of Men’s Attitudes, Jacques Ellul states “In propaganda we find 

techniques of psychological influence combined with techniques of organization and 

the envelopment of people with the intention of sparking action” (xiii), and 

additionally that “Propaganda is a manipulation of psychological symbols having 

goals of which the listener is not conscious” (xi). Ellul elaborates that it is common 

for a social or economic elite to be in positions of power over propaganda (xvii). 
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Christina Stojanova simplifies this definition as, “the deliberate, systematic attempt to 

shape perceptions, manipulate cognitions, and direct behaviour to achieve a response 

that furthers the desired intent of the propagandist”. While all of this is observable in 

V for Vendetta, Garth Jowett and Victoria O’Donnell provide a breakdown of 

propaganda to better enable the ability to identify its multiple forms: agitative 

propaganda and integrative propaganda. 

 Jowett and O’Donnell define agitative propaganda as “attempting to rouse an 

audience to certain ends and usually resulting in significant change” (8). More simply, 

agitative propaganda is the most visible form that generally catches the attention of a 

populace. This form can best be observed during flashbacks in V for Vendetta, that 

examine life before and during the rise of the totalitarian state, a time the film and 

graphic novel cynically refer to as The Reclamation. Ludmiła Gruszewska Blaim lays 

out a three-act structure for the rise of Norsefire, the neo-fascist party that controls the 

government in V for Vendetta. In her breakdown of the first act, she describes the 

party leader as Hitler-like, and that his plan for seizing power comes “through the 

politics of fear” (Blaim 81). V, the story’s central anti-hero, is a survivor of The 

Reclamation; having been imprisoned and experimented on by Norsefire, he now 

seeks the destruction of the party and every individual involved in his torture. V 

supports Blaim as he recounts the conclusion to The Reclamation: “… the end result, 

the true genius of the plan was the fear. Fear became the ultimate tool of this 

government, and through it, our politician was ultimately appointed to the newly 

created position of High Chancellor. The rest, as they say, is history” (V for Vendetta 

1:35:14). Blaim cites David Altheide to expand on this concept: 

 

Citizen beliefs often are constructed and then manipulated by those who 
seek to benefit. Fear does not just happen; it is socially constructed and 
managed by political actors to promote their own goals. The goal of such 
manipulators might be money, but more often than not it is political power 
and symbolic dominance: getting one’s view of the world accepted opens 
the door to many other programs and activities to implement this view. 
(Blaim 81) 
 

In the film adaptation this idea is demonstrated through a memory that visually retells 

the events of The Reclamation, whilst accompanied by a voice-over narration 

courtesy of V. The party leader, High Chancellor Adam Sutler (née Adam Susan in 

the graphic novel) – portrayed by the late John Hurt – is shown at rallies, military 
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parades proceeding in front of him, “preaching from the pulpit”, framed by immense 

banners that display the party logo emblazoned on the front: a bold and fiery red 

crucifix-like symbol plastered on the darkest of black backdrops. His exaggerated 

motions and shrill delivery of speeches are redolent of Hitler’s own, set on the 

backdrop of a military parade, flanked by flags and banners depicting Third Reich 

symbols. 

 This representation of Sutler reflects him as a visual symbol of power. Placed 

on a raised pulpit, he speaks from above everyone else, invoking a God-like quality to 

him, that he and his words are more than human. The banners and flags that flank him 

evoke an emotional resonance, that he speaks directly for the party, and that the 

message is larger than he. This is further emphasized later in the film, every other 

time Sutler is shown it is through a massive television screen, directing his inner 

circle. He is re-emphasizing his own power to the people who already support him 

fully, creating a feeling that he is larger-than-life. 

 Blaim’s Hitler-like comparison of High Chancellor Adam Sutler is alluded to 

and supported by Rosenfeld who, in his chronicling of trends within the genre of 

alternate histories, observes a renewed interest in Nazi-related themes and settings 

during the 1980s. He notes that in the United States – but also observed in Great 

Britain – with the apparent fall of communism and end of the Cold War, the focus of 

allohistorical narratives became highly self-congratulatory, shifting away from the 

duplicitous Soviet Union in favor of the notorious Nazis (Rosenfeld 95). Beginning its 

initial run in 1982, however, V for Vendetta was released during a transition time, not 

embracing the “self-congratulation” attitude of the 1980s, but rather reminiscent of 

the ‘self-critique’ identifiable from the 1970s. Rosenfeld describes this era: 

 

Thanks to the traumas of the Vietnam war, the upheavals of the Civil 
Rights movements, the scandal of Watergate, the onset of economic 
recession, and the escalation of cold war tensions between the U.S. and the 
Soviet Union, a sense of national decline produced a pessimistic mood that 
transformed the function of the alternate histories from one of 
triumphalistic self-congratulation to self-critique. (95) 
 

While Rosenfeld’s argument focuses primarily on the United States – he makes the 

claim the genre of alternate history was either born or popularized in the United 

States, simply due to the nation’s involvement in “events that have left their mark on 
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the world of today and that continue to resonate in the present” (94) – these same 

trends function in consort with 1970s and 80s Great Britain.  

 David Lloyd, artist of the V for Vendetta graphic novel, explains “The whole 

philosophy behind the story was partly stimulated because … this was during the 

Margaret Thatcher era. It was an ultra-conservative government, which was imposing 

quite heavy political rules on everyone” (“Freedom! Forever!: Making V for 

Vendetta”). This is further supported by Paul Levitz, former DC Comics President, 

who described the British comic writers of the time as “very politicized” (“Freedom! 

Forever!: Making V for Vendetta”). These elements of critique are rampant 

throughout the graphic novel, as Alan Moore drew every possible comparison 

between Margaret Thatcher and Adolf Hitler while he crafted the character of High 

Chancellor Susan. This grounded his critique and his grievances in the 1980s, 

vocalizing everything Moore felt was wrong with the society of the time. 

 Eric J. Evans aids in this comparison of Thatcher and Hitler. He broadly 

summarizes Thatcherism to include: “individual rights; private enterprise within a 

free market; firm, perhaps authoritarian, leadership; low levels of personal taxation; 

union- and vested-interest-bashing; [and] simple patriotism” (Evans 3). Matthew 

Grimley supports these claims, but additionally makes special mention of the policies 

and laws Thatcher attempted to enact on the basis of “morality”. Grimley specifically 

identifies Section 28 of the 1988 Local Government Act and certain clauses of the 

1988 Education Reform Act. In conjunction, these acts required the teaching of 

Christianity in schools, as well as the outright ban of promoting homosexuality in 

schools (Grimley 79). These sentiments are replicated and dramatized at the 

beginning of the filmic version of V for Vendetta, when television host, and prominent 

party member, Lewis Prothero proclaims: “No one escapes Judgement. You think 

He’s not up there? … I was there, I saw it all. Immigrants, Muslims, homosexuals, 

terrorists. Disease-ridden degenerates. They had to go. Strength through unity. Unity 

through faith. I’m a God-fearing Englishman and I’m goddamn proud of it” (V for 

Vendetta 3:36)! The detest and resentment verbalized towards homosexuality is 

apparent from his delivery of the words; every syllable is emphasized, more-so than 

that of the other undesirables mentioned, to give explicit prejudice of the disgust 

Prothero reserves for “non-traditional” romantic relationships. 

 This comparison is further cemented during a flashback – laid-out like a 

conspiracy theory – told by V to a pair of police detectives. In his standard 
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theatricality, V does this while in disguise and in front of a national memorial meant 

to commemorate the lives of those lost in a terrorist attack. “Our story begins … with 

a young, up-and-coming politician. He’s a deeply religious man and a member of the 

Conservative party. He’s completely single-minded and has no regard for the political 

process” (V for Vendetta 1:32:57). Grimley provides the connection to Thatcher who, 

“felt that it was precisely because Britain was becoming more secular that it was 

necessary for the government to keep religious values alive” (87). Additionally, this 

disregard for the political process is shared, as numerous accounts describe Thatcher 

as lacking the subtle capabilities to address international diplomacy. Moore uses this 

as a presentist assessment, highly critical of Thatcher’s active policies as a slippery-

slope towards Nazism. He also utilizes these visuals and comparisons to drive home 

the representation of agitative propaganda as vehemently virulent, while functioning 

to emphasize one specific ideology: non-Christian degenerates and immigrants are 

ruining London. McTeigue mirrors this in his modern reinterpretation, repurposing 

Moore’s criticisms to include a variety of issues relevant to the world post-9/11, 

specifically that of Islamophobia demonstrated around the globe. 

 Among V for Vendetta’s fictionalized manifestations of the Nazi party, those 

shown as a part of Sutler’s inner circle, is the prior-discussed Lewis Prothero, also 

known as “The Voice of Fate”. A prominent party member, and most public 

propagandist for Norsefire, Prothero loosely equates to Joseph Goebbels, the Reich’s 

Minister of Propaganda. A well-spoken man who harbors deep-seated prejudices, 

Prothero addresses the nation of Britain nightly, spouting hateful, disdainful rhetoric 

that makes well-known the stances of the party. He is the party’s mouthpiece. This is 

highlighted throughout the film, while additionally connecting Prothero to V’s grand 

conspiracy. 

 Prothero’s tirades, though exaggerated and fervent, represent what Jowett and 

O’Donnell refer to as integrative propaganda, “attempting to render an audience 

passive, accepting, and nonchallenging (Szanto, 1978)” (Jowett and O’Donnell 8). 

They elaborate on this by making claim the goal of integrative propaganda, while not 

as flashy or outspoken as agitative propaganda, is to maintain the goals and positions 

held by the party or propagandist. Blaim describes this effect in V for Vendetta, the 

rendering of an audience nonchallenging, as a delusion of normality. She insists that 

the totalitarian regime is “so deceptively intense that some of the citizens become 

careless” (Blaim 82). Blaim surmises: 



 34 

 

For the life of an average Londoner of 2019 seems relatively normal. Glued 
to their TV-screens, the well-fed inhabitants of the fascist England work in 
nice looking offices, live in cosy, neat houses and rest in friendly pubs over 
their pints of beer. Londoners, who are regularly shown in the chorus-like 
scenes, may look apathetic or slightly depressed but not particularly 
anxious or terrorized…. Only in the background, one can hear a 
threatening, well-modulated male Voice which scolds, urges, and warns 
that the moment is critical. (82) 
 

The Voice being that of Lewis Prothero, whose words do not fall on the deaf, nor do 

they incite panic, but rather continue to reinforce the established reality the people of 

London have grown accustomed to. 

 Blaim explains that after Norsefire won the election, effectively granting High 

Chancellor Sutler unchecked official political control of the country, and after the 

undesirables were removed from England, the regime itself all but disappeared. Gone 

were those who were labeled the source of all previous problems and those who were 

blamed for the apparent despair of the rest of the world; gone with them – mostly – 

were the Fingermen, Moore’s reimagining of the Gestapo, whose job was no longer as 

openly blatant as removing undesirables from society. With that “problem” nullified, 

the need for flashy, extravagant military parades was no more. The party scaled-back 

its ostentatious agitative propaganda, but maintained the constant, ever-present, and 

largely unnoticed integrative propaganda to sing its praises.  

 This more muted approach with which Norsefire conducted its business led to 

complacency in the people of England; any potential dissent is long gone, causing no 

uproar for people to discuss in their everyday lives. Blaim points to a scene at the 

beginning of the film, in which Evey Hammond – the heroine who comes to be 

associated with V – breaks the nationwide curfew to go on a dinner date with her boss 

Gordon Deitrich. This decision by Evey illuminates that she fears the consequences of 

skipping a dinner with her boss more than the curfew, warping the perspective of her 

priorities under the totalitarian state. The dangers of the party no longer feel 

immediate, but instead a relic of the past. It is not until the Fingermen find and 

attempt to rape her, before being saved by V, that Evey realizes the extent of her 

mistake. 

 To further this idea, Blaim takes the time to discuss the larger situation in 

which Deitrich finds himself. Gordon Deitrich is a closeted gay man – portrayed by 
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Stephen Fry, an openly gay man – and the host and star of a late-night comedy talk-

show. At one point in the film, Evey is staying with him to avoid capture by the 

police; after living with V for some time, Evey is considered dangerous and faces an 

arrest warrant for terrorism. Deitrich arrives home to show Evey the episode taped for 

that night, one he is very proud of, “We threw out the censor-approved script and shot 

a new one that I wrote this morning” (V for Vendetta 1:05:19). The new script is a 

spoof variety segment to mock the High Chancellor, jokingly insinuating that beneath 

the Guy Fawkes1 mask V has become associated with, he is in fact the doppelgänger 

of Sutler himself. After the hilarity of the segment, Deitrich is on the phone with 

either the show’s producers or network executives – it is not made explicitly clear in 

the film – to whom he is defending the segment. He claims it is “the most-watched 

show on the air”, and the worst consequence he foresees is a fine (V for Vendetta 

1:07:44). Later that night the Fingermen show up to apprehend Deitrich, “black-

bagging” him. This literally and symbolically makes him disappear, erasing the 

person Deitrich used to be by covering his head with a black bag when arrested. 

When Evey inquires the fate of Deitrich, V explains that if the television segment had 

been the worst of it he might have just been arrested or fined, but when the 

controversial artwork hidden in his basement revealed his homosexuality and “when 

they found a Quran in his house, they had him executed” (V for Vendetta 1:21:54). 

Deitrich’s delusion of normality veiled the truth of the party that his comedic mockery 

of a segment would open the door for search, seizure, and judgment to be brought 

against him. This would suggest that the implementation of integrative propaganda by 

the totalitarian state was successful in maintaining a constant barrage of information, 

lulling the citizens into such complacency, ultimately dooming Deitrich.  

 While the consequences are easily observed in the behavior and downfall of 

Deitrich, the film also takes the time to establish the media is state controlled. After V 

rescues Evey from the Fingermen attempting to rape her at the beginning of the film, 

the pair go to a rooftop overlooking the city. They witness, again through V’s 

trademark theatricality, the Old Bailey statue of Lady Justice explode in grand 

fashion, accompanied by fireworks and a recording of Tchaikovsky’s 1812 Overture, 
																																																								
1 Guy Fawkes was one of the known conspirators of the Gunpowder Plot of 1605, a failed attempt to 
assassinate King James I by blowing up the House of Lords on November the Fifth. Though the attack 
was planned by Robert Catesby, Guy Fawkes has become the most notorious of the conspirators due to 
his discovery with the explosives. Fawkes was put in charge of the explosives due to his previous 
military experience. Throughout the film, V dons a stylized mask in his image: stark white, a curled 
smile, and iconic black moustache and soul patch. 
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which V conducts through pantomime. The target, Lady Justice, traditionally 

symbolizes justice and the fairness of law. To V, however, it represents the failure of 

the English government that has bastardized and corrupted the entire legal system, 

removing all individual liberties; it also marks V’s personal feelings toward the so-

called “symbol of justice”, that failed him personally.  

 The news broadcast the next morning makes mention of the explosion of the 

Old Bailey, but showcases what Jowett and O’Donnell describe as black propaganda, 

that which is “credited to a false source, and it spreads lies, fabrications, and 

deceptions” (9). The broadcast states that the Old Bailey had been commissioned to 

be demolished for some time, and the demolition crew decided to “give the old girl a 

grand, albeit improvised send-off” (V for Vendetta 13:30). When the chief executive 

of the BTN – the film’s iteration of the BBC – is questioned about whether or not 

people would believe the spin on the Old Bailey demolition, he responds, “Well, why 

not? This is the BTN. Our job is to report the news, not fabricate it. That’s the 

government’s job” (V for Vendetta 13:17). The irony of this explanation is that this 

chief executive, Roger Dascombe, is also the official head of the propaganda for 

Norsefire. The scene immediately prior to the news broadcast shows High Chancellor 

Sutler discussing the explosion with his inner circle, including Dascombe. When 

asked what the media’s approach to the explosion would be, Dascombe conveys, 

“We’re calling it an ‘emergency demolition’. We have spin coverage on the network 

and throughout the InterLink, and several experts have been lined up to testify against 

the Bailey’s structural integrity” (V for Vendetta 11:32). This supports the black 

propaganda lie, falsely crediting the “grand” demolition to an actual crew. It also ties 

back to what Ellul articulated, that propaganda is often controlled and manipulated by 

a social or economic elite. 

 Both the graphic novel and the film provide broad depictions of propaganda, 

and its overall effectiveness being portrayed through a dystopic alternate history. 

They also examine various uses of counterpropaganda within this dystopian future. 

Jowett and O’Donnell articulate that, as is the case in V for Vendetta, “Where the 

media is completely controlled, counterpropaganda can be found underground” (227). 

The argument can be made that the media in London 2019 is not completely 

controlled, otherwise Deitrich would not have been able to air his controversial 

variety show segment to begin with; but precisely because the consequences were so 

severe, resulting in his death, it can be determined that the media is fully controlled, 
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and Deitrich’s “outburst” was merely an anomaly. The comedy show itself was a 

control mechanism, allowing Deitrich and the audience to believe he was being 

divergent. In reality, outside of the one episode, the series as a whole was deemed 

acceptable to the boundaries laid out by the media bubble. Jowett and O’Donnell 

further their definition: 

 

Underground counterpropaganda may take as many media forms as the 
propaganda itself. There are obvious forms of underground propaganda, 
such as handbills and graffiti, but other important forms of 
counterpropaganda are theater, literature, television, films, and poetry. 
(227) 
 

In this regard, Deitrich’s manipulation of his own platform to be used against the state 

and the party is an example of counterpropaganda, simply with negative 

consequences. Other instances highlighting many of these techniques are shown 

throughout the film, met with varying degrees of success.  

 The most prominent example of such counterpropaganda manifests in the 

continuation of the BTN news broadcast scene, when Dascombe approves the spin for 

the “emergency demolition” of the Old Bailey. As the scene progresses, V assumes 

control of the BTN broadcast tower in an act of terrorism, utilizing the station’s 

emergency broadcast frequency to play a pre-recorded message of himself ridiculing 

the government and calling to action the disillusioned and careless citizens. The 

backdrop of his recording is official but drab, budgeted to resemble the morning 

announcement video from a high school. V sits center frame, set against a blood-red 

curtain, making use of the same color-scheme branded to represent Norsefire – black 

and red. A small “V TV” floats in the bottom right corner, a malicious mockery of the 

official BTN network. At the end of his address, V implores the people of London to 

join him one year from then, on November the Fifth2, in front of the Houses of 

Parliament, to make the government remember they serve the people, and not the 

other way around. In this way, not only is V spreading his message on a massive 

scale, but he is also utilizing the same means of distribution as the government he so 

hates; repurposing their own broadcast against them. More significantly, because the 

																																																								
2 V plans to blow up the Houses of Parliament on November the Fifth. His selection of this date is in 
homage of the Gunpowder Plot of 1605. The original plot was organized by Robert Catesby as an 
attempt to end the persecution of Roman Catholics under the English government. V uses this as a 
justification to end similar persecution under the totalitarian regime of Norsefire. He believes the 
destruction of this building, as a symbol of law, will awaken the English populace from their passivity. 
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BTN is a state-run media platform, and shown to be the only network the citizens 

watch, they have previously had little reason to doubt the information and news being 

presented to them. This challenge by V hijacks the system to provide an ironic sense 

of validation; if the message is broadcast on official frequencies, it must, to a certain 

degree, be true. 

 Beyond this extended scene in BTN Tower, the film makes mention of other 

forms of counterpropaganda, all of which have been incited by V to some capacity. In 

the opening scenes of the film, when V rescues Evey, he cuts his anarchic “V” symbol 

enclosed in a circle across a street sign that displays the slogan of the party, “Strength 

through unity, unity through faith”. Here, he again uses the party’s own symbol 

against them, superimposing his declaration on top of theirs. Two short scenes in the 

final third of the film show a little girl; she has been shown throughout the film, 

always watching the BTN news broadcasts with her parents. The first instance of the 

girl shows her graffitiing V’s trademark symbol over a similar party slogan sign; she 

is interrupted by Evey before she can finish, leaving the “V” incomplete. The spray-

paint the girl chose to use was red, subverting the same red used by the party. Later in 

the film, V has mailed replicas of his infamous Guy Fawkes mask and iconic black 

cloak and hat to every Londoner3. The people of London have taken to using these for 

numerous purposes, including a short clip that highlights a robbery being conducted 

by a man wearing the mask. The little girl wears her mask and black adornments to 

continue her graffiti work, this time adding an extra poetic quality to the act by doing 

so under the apparent guise, or in veneration of V and his message. She is caught by 

the Fingermen, however, and is shot trying to make her escape, causing an uproar in 

her neighborhood. 

 Though the narrative is conveyed to a heightened degree by V’s 

overdramatization and ostentatious theatricality, V for Vendetta still manages to 

provide a clear and extensive examination of multiple forms of propaganda, 

censorship, and counterpropaganda against state-controlled media. By presenting 

these themes in this way, Alan Moore and David Lloyd, and subsequently James 

McTeigue were able to convey discontent with the moment; they provided a 

presentist critique on governments, news media outlets, and disillusioned citizens. 

																																																								
3 V’s infamous Guy Fawkes mask has since become a 21st century symbol of protest and public 
demonstration. Notably, the “hacktivist” group Anonymous has adopted it as a preferred method of 
hiding the identities of its members. Anonymous is highly anti-establishment, drawing inspiration from 
and a kinship to V. 
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This presentist critique grounded the contentions to an identifiable and almost 

tangible reality, allowing peoples of the 21st century to see and understand these 

concepts in a setting and narrative more immediately adept and applicable to them. 

World War II and the historical figures involved it in, such as Adolf Hitler, appear to 

have attained an almost mythic status in history books. Stories of the war are so grand 

and epic that it almost seems unreal, particularly in 2018. World War II and the 

tragedies of the Holocaust now exists in a three-generation removal from the new 

present, too far to comprehend on a personal level. Through this strategy of alternate 

histories, and dystopian fiction, narratives like V for Vendetta are able to make the 

generational leap, bridge the gap of understanding, in a far more relatable manner. 
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