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Organisms and Human  
Bodies as Contagions in the  

Post-Apocalyptic State

Robert A. Booth

In this chapter, I show how discourses of contagion and pollution not only 
imbue many post-apocalyptic cinema and television narratives but also 
mirror public discourse about immigration. Further, I examine the often-

racialized1 immigrant in post-apocalyptic film and television that is, in essence, 
a discourse on insider–outsider social divisions and relationships of power. 
Finally, I elucidate the argument that post-apocalyptic film and television rein-
force the primacy of centralized political authority, namely the State, and post-
9/11 post-apocalyptic film in particular reinforces the hegemony of the State.

The post-apocalyptic subgenre of science fiction and/or horror has become 
popular fodder for cinema and television. As Susan Sontag notes, “the science 
fiction film . . . is concerned with the aesthetics of destruction, with the pecu-
liar beauties to be found in wreaking havoc, making a mess. And it is in the 
imagery of destruction that the core of a good science fiction film lies.”2 
Portrayals of the post-apocalypse often index or echo visual memories of 
 terrible societal traumatic events of the past.3 With the experience of the 
social, political, economic, and emotional trauma of the 9/11 attacks, one 
might reasonably assume that Americans would acquire a distaste for graphic 
destructive violence. Certainly, after the attacks, filmmakers occasionally felt 
pressured to remove images of the Twin Towers or to change content that 
might evoke the tragedy, such as planes crashing into skyscrapers. However, 
post-apocalyptic genres remain ever popular in American television and 
 cinema. The attacks of 9/11 have changed the tone and timbre of science 
 fiction in the United States, though.4 Walliss and Aston note that there are 
“visible markers of how this event has been mapped onto various areas of 
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popular culture” and that the post-9/11 films are decidedly more  “pessimistic” 
than pre-9/11 films.5

One common theme in these post-apocalyptic films is that without an 
orderly, strong, centralized authority, people are reduced to base instincts  
and criminal behavior. People loot, murder, rape, and cannibalize. Thus films 
and TV programs such as The Book of Eli (2010), the Falling Skies series 
(2011–2015), The Road (2009), and The Walking Dead series (2010–) often 
present survivors of the apocalypse as potential threats, where fellow humans 
may either do unthinkable things in order to survive or embrace base, despi-
cable desires (see for example Hobson, Chapter Nine, this volume). Fellow 
survivors are now potential Others, to be feared. The philosopher Thomas 
Hobbes argued for a strong, centralized government and authority, suggesting 
that without it human life would be “nasty, brutish, and short.” This 
Hobbesian view of human nature presented in post-apocalyptic film and tele-
vision suggests that humanity needs a strong, centralized authority as protec-
tion from humanity’s inability to harness and control its “bestial” nature. 
Without the State, there would be “war by all, against all,” as Hobbes said. 
The Other presents a threat to social order and bodily order. It does so because 
it cannot be contained or controlled. The disease is incurable, the alien or 
monster cannot be destroyed, or the zombie horde cannot be held at bay.

Etiologies of the Apocalypse

The post-apocalyptic tale is one that demonstrates a destruction of the social 
world of humanity, often by humanity’s own hubris or callous disregard of 
itself, the environment, or some other cosmic, natural, or social order. 
Apocalypse in Western cinema mirrors Judeo-Christian eschatological and 
cosmological notions of “end times,” and several ostensibly secular films have 
both subtle and, at times, obvious religious themes.6 Additionally, films that 
dealt with terror and societal destruction from outer space were popular in 
the 1950s and 1960s. In American cinema and television, a distinction can 
be made between catastrophic apocalyptic and post-apocalyptic tales, exem-
plified by films that document some alien or cosmic disaster such as a meteor 
strike—Meteor (1979), Armageddon (1998), and Deep Impact (1998)— versus 
those that deal explicitly or implicitly with the ecological and sociological 
failings of humanity, such as Silent Running (1972), Logan’s Run (1976), The 
Hunger Games series (2012–), and Snowpiercer (2013). Ostwalt notes:

[C]ommon characteristics of many of these films revise the traditional, western 
concept of the apocalypse and focus on human ingenuity in avoiding the end 
rather than on the inevitability of cosmic cataclysm. In these contemporary, 
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cinematic apocalyptic scenarios, human action (often based on stupidity or 
greed) directly or indirectly leads to an apocalyptic disaster; therefore, human 
beings supplant cosmic forces as the initiators of the apocalypse and must take 
the role of saving the planet from apocalyptic destruction.7

The genre of the American post-apocalyptic tale blossomed in the 1950s and 
1960s, amid the societal anxieties surrounding the Nuclear Age and the Cold 
War. The anxieties aroused by dangerous knowledge (e.g., technology and 
science) have deep historical roots in science fiction. Consider for example 
Mary Shelley’s Frankenstein that warns of the dangerous knowledge around 
the desire to defeat death through reanimation. In these post-apocalyptic 
films, human technological failure or pursuit of dangerous or forbidden 
knowledge and morally bankrupt desires are at the root of the problem. 
Because of the Atomic Age, “radiation” became the etiological foundation of 
a number of daikaiju films8 that feature giant insects, animals, and monsters. 
In each of these films, catastrophe was the result of technological and/or envi-
ronmental hubris.

Beginning in the 1960s and 1970s American cinema also began exploring 
disease as a mechanism of societal destruction. Anxieties about plague are 
expressed in apocalyptic and post-apocalyptic narratives like Michael 
Crichton’s Andromeda Strain (the novel in 1969 and the film in 1971) and 
films and television shows such as BBC’s Survivors (1975–1977, 2008–2010), 
Outbreak (1995), 12 Monkeys (1995), and Contagion (2011). In these tales, 
the biological agents spread due to human ineptitude or nefariousness. In 
apocalyptic and post-apocalyptic tales that deal with catastrophic disease, 
external biological agents (usually viruses or bacteria) invade and violate the 
human body.

Zombies

One such method of biological contamination is the zombie. Prior to the 
1957 film Zombies of Mora Tau, zombies were not viewed as pathogenic.9 
Subsequently, particularly due to George Romero’s influential Night of the 
Living Dead (1968), zombies are generally conceived of as infected agents of 
apocalypse. Romero also introduced the ghoul-like aspect of the zombie, 
namely its incessant hunger for (preferably) human flesh. The zombie 
becomes a cannibal and revenant, with either a mindless hunger or mindless 
“rage.”10 The shift to a “zombie by disease” model can be seen in Richard 
Matheson’s 1954 horror novel I am Legend, where vampires are a global 
pathogenic catastrophe. Film adaptations include The Last Man on Earth 
(1964), Omega Man (1971), and I am Legend (2007). Matheson’s novel was  
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influential in envisioning zombies as products of pathogens and for introduc-
ing the idea of global zombie apocalypses.11

Zombies originally were portrayed in American media as individuals who 
were automaton-like, mindless, pliant, and nonaggressive, created for the sole 
purpose of labor.12 As Chris Vials notes, these stories featured zombie planta-
tion workforces and often involved the threat of a foreign zombie master 
turning visiting white Americans into zombies as well.13 In early zombie films, 
“the true horror in these movies lies in the prospect of a westerner becoming 
dominated, subjugated, and effectively ‘colonized’ by a native pagan.”14  
The loss of autonomy usually involved the consumption of poisons or elixirs 
created by the bokor, the zombie’s master, a transgression of bodily autonomy. 
The horror in these tales is terror about racial leveling,15 namely the fear of 
one’s self becoming the Other, but the horror of these early American zombie 
tales was also rooted in the fear of conversion into mindless workers who toil 
indefinitely, devoid of any inkling of self, agency, or personal being. Deeply 
rooted in these fears are themes of transformation, transgression and personal 
bodily violation, fear of the Other, and fear of becoming the Other.

Pollution and Contagion

The horror of contagion stories, be they supernatural (zombies) or mundane 
(SARS or Ebola-like diseases), is tied to fear of contamination, physical pol-
lution, and violation of bodily space. This anxiety about contagion may be 
rooted in “disgust” about our own bodily imperfections and inherent, ines-
capable “animality” that are themselves projected onto Others through a pro-
cess of “social-boundary drawing” that projects that disgust outward and is 
expressed as fears about contagion.16 Curtis and Biran suggest that “the dis-
gust emotion polices the vulnerable portals of the body, defending them from 
the ingress of pathogens and parasites” but disgust is also extended to “moral 
disgust at violations of social norms, and that this may serve to promote the 
avoidance of social rather than physical parasites.”17 Pathogens have often 
been explored (and exploited) by the horror film genre.18 The fear of filth, 
dirt, contamination, and other pollutants is not simply based in biological, 
medical pragmatism. Instead, it is the result of epistemological, cosmological 
categories being violated. “Dirt then, is never a unique, isolated event. Where 
there is dirt there is a system. Dirt is the by-product of a systematic ordering 
and classification of matter, in so far as ordering involves rejecting inappro-
priate elements.”19

These categories that we, as members of our given society, use to organize 
our social and cosmic worlds create opportunities for such symbolic 
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contamination. Take the human corpse, for example. In the United States, we 
have elaborate systems to isolate and control the human corpse from the 
general populace (embalmment, burial, and cremation). A corpse that moves 
of its own volition (zombies, vampires, and revenants) is generally considered 
a supernatural abomination because it violates that very division between 
 living and dead. The horror and terror of the contaminant extend beyond the 
“practical” fears of contagion; they are deeply rooted in the symbolic dimen-
sions of the pollutant and contagion. The anxieties we express are about 
 violations of categorical, symbolic boundaries. Western categorical notions of 
life and death are supposed to be clearly defined. Either you are alive, or you 
are not. Ambiguous items that defy neat classification are dangerous due to 
the very ability to violate categories. In addition, distinct boundaries such as 
between self and other are assumed to be absolute.

Fears of infestation of the self are fears of losing control over the bodily 
boundaries between one’s self and nonself. Nonhuman agents violate the 
body through infection. These elements are pollutive and are to be avoided at 
all costs. Avoidance is the general response to those infected or feared of being 
infected. The film Invasion of the Body Snatchers (1956) may have been a film 
tasked with exorcising American fears of Communism, but this concern was 
expressed through fears of loss of bodily agency. Horror and science fiction 
films have often explored loss of bodily control via parasites—Alien (1979), 
The Thing (1982), Star Trek 2: The Wrath of Khan (1982), Slither (2006), 
and Splinter (2008). Other films rely on viruses and germs as the dangerous 
element of the tale—The Last Ship series (2014–), Mulberry Street (2007) and 
Quarantine (2008)—as well as zombies—Infection (2004), Zombie Diaries 
(2006) and World War Z (2013).

In District 9 (2009),20 the main character Wikus van de Merwe is in charge 
of relocating some large insect-like aliens held in an apartheid-like camp set-
ting. He inadvertently sprays alien chemicals on his face and suffers a slow, 
painful metamorphosis into an alien. In contagious zombie films, being bit-
ten is considered the beginning of a person’s inevitable slip into zombie sta-
tus, that is if you are not wholly consumed first. In Falling Skies, a 
post-apocalyptic TV series about alien invasion and the collapse of human 
civilization, children are captured by aliens and “harnessed” with alien life 
forms that result in docile workers, reminiscent of early portrayals of the 
zombie. These living harnesses penetrate the human body and removal often 
results in the death of the host. All of these cases also have the specter of 
becoming the Other, as is the case with zombie stories since their arrival in 
the United States. These anxieties are also grounded in fears about personal 
autonomy and self-control.



22 ● Robert A. Booth

Foreign Bodies

The cinematic apocalypse is generally an exclusively white one, insomuch as 
its protagonists and survivors are usually of European-American descent. 
That is one reason why Romero’s choice of an African American as the ratio-
nal protagonist in Night of the Living Dead was held to subvert this racial 
order.21 Most post-apocalyptic narratives continue to have males as primary 
protagonists. Certainly, there are female protagonists in other genres of 
 science fiction and horror, but post-apocalyptic films that focus on a woman 
protagonist are in short supply, and where they do occur, the main characters 
tend to be racially white.

While post-apocalyptic cinema has primarily been one with white survi-
vors, there are a few shows, such as The Walking Dead, that have gradually 
offered a slightly more racially diverse collection of survivors, although that 
show is not without its share of race issues22 (see Lavin and Lowe, Chapter 
Eight, this volume). Early in The Walking Dead series, T-Dog, an African 
American male, expresses concern about post-apocalyptic racism to the elderly 
Dale character: “I’m the one black guy. Realize how precarious that makes my 
situation?” (Season 2, episode 2). Screenwriters in The Walking Dead have 
used racial bias both as a critique of racist behavior and attitudes and as an 
illustration of outdated, pre-apocalyptic thinking. Early in the television 
series, Sheriff Rick Grimes admonishes Merle Dixon’s racist notions, saying: 
“Look here, Merle. Things are different now. There are no niggers anymore. 
No dumb-as-shit-inbred-white-trash-fools either. Only dark meat and white 
meat. There’s us and the dead. We survive this by pulling together, not apart” 
(Season 1, episode 2). Here, the protagonist pronounces that prior, established 
(if vexing), cultural categories of race have collapsed. Echoing what philoso-
pher Slavoj Žižek has said about capitalism, it seems to be easier to imagine an 
apocalypse than it is to imagine a racially just and equitable world.23 Or, per-
haps more precisely, it will take an apocalypse to achieve any racial parity.

However, these prejudices are not always addressed in such tales directly. 
Some post-apocalyptic narratives do feature race more explicitly though. In 
The Children of Men (2006) humanity has become infertile for some unknown 
reason. As society decays, the white, male protagonist stumbles upon a secret 
organization’s efforts to smuggle a young, pregnant woman, the first woman 
to become pregnant in many years, out to safety. She is an illegal African 
immigrant and is essentially humanity’s new Eve. This salvation through the 
body of the Other is mirrored in the television series The Last Ship (2014–). 
In that series, an antidote to a global epidemic exists within the body of a 
young black Jamaican woman. However, aside from these few examples, 
immigrants and foreign nationals are usually presented more as threats than 
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as sources of salvation. Indeed, in the case of The Last Ship, the primary 
threats have been a Russian ship’s commander and crew, a Central American 
cartel and its leader, and escaped Guantanamo Bay prisoners who are 
Al-Qaida terrorists. Clearly, in The Last Ship, foreignness is a signifier of 
threat. This “foreignness” has been used to characterize plagues as foreign in 
national origin as well. Out-groups may even have their ethnonyms applied 
to a variety of illnesses like the “Spanish Flu” or “French Pox.”24 These ver-
nacular, common names of epidemics explicitly index the very foreignness of 
the biological threat.

Much research about bias toward out-groups and links to a fear of illness 
has been conducted; the research suggests that fear of illness can be a predic-
tor of xenophobia.25 This connection between the foreign and the diseased 
shapes not only personal lives; it also shapes and drives collective action. This 
fear of the Other and anxieties about pandemics potentially manifest in pub-
lic attitudes toward immigration and immigrants, but those fears appear to be 
mediated and/or magnified depending on an individual’s political ideology.26 
The association of immigrants and other Others with illness, disease, and 
plague in the West has a long history.27 These anxieties about the hygiene of 
immigrants and racialized others extended well into the twentieth century 
and is often presented as a potential threat in popular media in the twenty-
first century.28

In 2014, fears of Ebola arriving to the United States were commonly 
expressed following a large uptick in the number of illegal child immigrants 
to the United States along its southern border.29 In popular discourse, the 
arrival of the immigrant children was characterized as an “immigration crisis.” 
A number of conservative pundits and political leaders expressed concern and 
alarm. For example, on August 4, 2014, Fox News quoted a letter written by 
Georgia Rep. Phil Gringrey: “Reports of illegal migrants carrying deadly dis-
eases such as swine flu, dengue fever, Ebola virus and tuberculosis are particu-
larly concerning” and “I have serious concerns that the diseases carried by 
these children may begin to spread too rapidly to control.”30 Such concerns 
were not based on the realities on the ground, however.31

Increasingly, public discourse represented in mainstream media has 
focused on threats (real or imagined) from immigration, primarily from 
Mexico and from the Global South. The fears of immigrants as carriers of 
disease is itself a form of racialized, racist thinking which categorizes immi-
grants as contaminants that are “dirty,” “disease ridden,” and/or morally 
 lacking. Immigrants who “fail to assimilate” are viewed as contaminants, for-
eign bodies within the American host, infesting the body politic. Thus “unin-
vited” foreigners are portrayed as invasive to American society. These 
contaminating bodies are best kept locked away, behind fences, isolated from 
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(other) humans. This is a common image in the television series The Walking 
Dead, where zombies (“walkers”) are often kept at bay via chain link fences, 
such as ones that surround a prison. Returning to the zombie apocalypse 
trope, more broadly conceived, Comaroff and Comaroff point to the increas-
ingly salient zombie figure in public discourse to critique immigration in 
parts of Africa.32 These themes of immigrants and foreign labor overwhelm-
ing the State can be envisioned as bodies that “do not belong,” and evidence 
of global patterns of pathologizing the immigrant.

Illegal “Aliens”

In the post-apocalyptic and dystopian film The Children of Men, immigrants 
attempting to come to the last bastion of civilization, the United Kingdom, 
are fenced into pens and treated like chattel. The images evoke the treatment 
of the Jews in World War II–era Europe and torture scenes from Abu Ghraib. 
In The Children of Men, large ghettoes are established where foreigners are 
enclosed and imprisoned. Ghettoes are also created for humans in Falling 
Skies and for aliens in District 9. In District 9, aliens arrive at Earth seeking 
refuge or asylum. These aliens are separated and isolated from the general 
human populace. They are viewed with contempt, disdain, and distrust. 
They are pollutants to be isolated. In the 1988 film (and subsequent televi-
sion series) Alien Nation, aliens are similarly introduced to the human popu-
lation. Unlike in District 9, these aliens are afforded a limited integration into 
the human population, mirroring traditional late nineteenth-century and 
early twentieth-century realities of American immigrants’ incorporation into 
the working classes and gradually into middle- and upper-class positions. In 
Alien Nation, anxieties that humans have about the “newcomers” also mirror 
the kinds of immigration-centered social anxiety Americans have had, past 
and present.

Another dystopian film, Sleep Dealer (2008), deals with the anxieties of 
immigration more directly. In this film, foreign workers are walled off from 
the United States. Instead of entering the United States to work, workers 
from Mexico and Latin America do their labor remotely, controlling robots 
that do manual labor in the United States. The technology involves connect-
ing to the neurological pathways of these remote migrant workers, and it 
slowly kills them. In this film’s dystopian world, the labor of the would-be 
immigrant is extracted from their bodies without the need of having their 
bodies come in contact with the United States or its citizenry.

The United States has a long history of racialized immigration policy, 
from mid-nineteenth-century State efforts to limit Chinese immigration to 
the profiling of Japanese immigrants during World War II.33 Post-9/11 
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treatment of Arabs, Muslims, and those mistaken as Muslim is well docu-
mented. Local, individual cases of violence targeting Muslim (and those 
assumed to be Muslim) immigrants, fueled by media-driven panics, occurred 
immediately after the 9/11 attacks.34 While not State sanctioned, these types 
of racialized violence are still forms of political violence. Post-9/11 interroga-
tion, surveillance, and profiling of immigrants and travelers from Muslim 
countries were, and continue to be, a civil rights issue in the United States.35 
Travel bans, no-fly lists, and scrutiny at ports of entry, ostensibly in order to 
defend the country, have resulted in a complex system of control over the 
movement of particular foreign bodies within the United States. Cinematic 
portrayals of the post-apocalypse often address these themes of attempted 
(and often failed) efforts of control by the post-apocalyptic state.

The Post-Apocalyptic State

The post-9/11 post-apocalyptic film in many ways remains unchanged by the 
terrible events of 9/11 and the post-9/11 political realities that have changed 
(or intensified) the relationship between the individual and the State. 
However, I suggest that after 9/11 Hollywood’s cynicism with state authority  
and political (and military) excesses offered venues to critique specific gov-
ernment abuses such as the torture techniques used by American soldiers at 
the prison at Abu Ghraib (Children of Men) or drone attacks (Sleep Dealer). 
In post-apocalyptic television and film, it is the very collapse of the 
Hobbesian central authority and its strong central control that has indeed 
led to the crisis in the first place and as such, these post-apocalyptic narra-
tives inadvertently and perversely argue instead for the importance of said 
centralized authority. In the Walking Dead series, survivors seek out the 
remnant of some sort of United States, as do the survivors of the Falling 
Skies series. However, any interactions with the government are unfulfilling, 
as the government is “impotent” or “incompetent.” The true apocalypse is 
loss of society and social order, things that violate the societal body and pose 
a threat to a perceived fragile and helpless State. While several post-apoca-
lyptic films pre-9/11 had competent governments, able to eventually deal 
with the threat (e.g., Deep Impact), in post-9/11 apocalypses, the State, if 
not totalitarian, is portrayed as weak. For example, the fledgling American 
government (created during the alien occupation) in the Falling Skies series 
is fragile and ineffective at dealing with the aliens. In The Walking Dead 
series, a major story arc was a quest to deliver knowledge to Washington 
DC, where ideally a government could use the information to do something 
about the “walker” problem. However, previous contact with the federal 
 government at the Centers for Disease Control was ultimately a failure.  
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A recurring villain called “the Governor” attempted to rule his tiny settlement 
as a bloodthirsty dictator. The main protagonist of The Walking Dead is a 
sheriff, thus representing some sort of state authority; however, he oscillates 
between strength and weakness, ineffectual inaction and self-doubt. In the 
science fiction series Battlestar Galactica (2004–2009), political themes were 
almost always present, with tensions between the totalitarian-leaning military 
and the political system which was bureaucratic, prone to in-fighting, and 
not entirely democratic.

Following the terrorist attacks of 9/11, post-apocalyptic films tend toward 
either dystopian totalitarian regimes (as in The Hunger Games) or ineffectual 
governments (specifically) and governance (more generally). These films 
dwell on the State’s inability to protect its citizenry, echoing societal anxieties 
about terrorism. Thus, a radical anti-authoritarianism arises in many post-
apocalyptic films that, on the surface, is critical of centralized authority (see 
Gurr, Introduction, this volume). However, in these post-apocalyptic tales, 
there is no lack of “governance” or control of the personal body. Control is 
instead even more closely inscribed on the body through the violent threat 
posed by the Other. The Other (e.g., alien, zombie, or pathogen) dictates 
what appropriate human behavior must be in order to survive. Characters are 
forced into certain behaviors because of the threats presented by the Other. 
Thus, the State may enact violence and/or control though the State’s very 
inaction. For example, in the film Red Dawn (1984, 2012), the government’s 
inability to defend itself compels the protagonists to defend the State by 
themselves. Of course, the centralized authority of the State may also affect 
individuals directly. For example, the Disney Pixar film Wall-E (2008) por-
trayed humanity’s escape from a global catastrophe. Subsequently, humanity 
finds itself continually coddled, fattened, and infantilized by an automated 
consumerist society where all labor is provided by robots and even movement 
of the human body is technologically mediated. In their spaceship, they float 
among the stars until Earth can sustain life again. Here, the post-apocalypse 
represents an even greater amount of authoritarian control over the human 
body: the ontological crises presented to humanity are resolved through even 
stricter control of the human body, its movement, and its social space.

In these films, it is the absence of the State that is the ultimate sign of apoca-
lypse, for the presence of the State implies stability, which is usually the oppo-
site of post-apocalypses. Indeed, most post-apocalyptic films with totalitarian 
regimes feature regimes that arise in response to the instability of a post- 
apocalypse (such as in The Hunger Games). Even films that target social class 
and inequality in turn seek some maintenance of societal order. At the end of 
Snowpiercer, the result of social upheaval is the destruction of civilization (or at 
least its remnants). Only two out of the entirety of the human race are shown 
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to survive, in a freezing, inhospitable world. Thus, while the film critiques the 
draconian methods of social control used, it again argues that lack of social 
hierarchy is the true source of final apocalypse. Even in the post-apocalyptic 
world, at least cinematically, one cannot escape the hegemony of the State.

Conclusion

Films that pathologize the Other are nothing new; however, in post- 
apocalyptic films, these pathologized Others are the result of failures of the 
State and central authority. Indeed, the pathologized Other is a threat to the 
State and its citizenry. This anxiety about the Other is always tied to fears of 
compromise of the self. This is most explicit in films about zombies, but the 
fear also exists in other contagion films and television programs. Contact 
with fellow human beings (dead or alive) or aliens is dangerous and usually 
results in disaster in these sorts of tales. This fosters a fear of the Other that 
can be further compounded by pre-apocalyptic attitudes regarding difference 
(race, gender, class, sexuality, etc.). The categorical violations that induce 
anxiety in these post-apocalyptic narratives are ones that were not effectively 
contained, controlled, or policed. The boundaries between self and Other are 
threatened, as are those between the State as a body and the local foreign bod-
ies that threaten it. It is certainly reminiscent of the anti-Muslim public 
 discourse that followed 9/11 (and sadly continues). Common in certain 
 public discourse arenas have been the expressions of fear of the domestic pres-
ence of the orientalized Muslim, both racialized and essentialized, “violating” 
the boundaries of the United States.36 The agents of apocalypse are rarely 
other nations; instead, the agents of destruction are bodies that cannot be 
controlled: zombies, monsters, aliens, pathogens, unruly mobs. It is the body 
and presence of the Other that presents itself as the ultimate threat. It is the 
presence of foreign matter, of foreign bodies, that becomes the spark that 
ignites apocalyptic destruction. It is in this way that post-apocalyptic media 
continues to market racialized and essentialized Others to fear, and it is fear 
that is the ultimate contagion.
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