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#iot been without its critics—feminists included—who have pointed out its limita-
jonis. For many, the spatial logic of the male gaze limits the ways in which vision

nd visual pleasure) can be understood. Because the masculine gaze is always posited
as the site of mastery and contra], while the feminine is marked by submission to the
z¢, little room is left within mainstream narrative cinema for resistances or aiter-
ative practices. Nor does avant-garde cinema, where Mulvey locates the alternative
‘the male gaze, offer much evidence of being any more résponsive to feminist cri-
tique than Hollywood filmmaking. Others argue that her paradigm locks the activity
tFlooking into a traditional Oedipal heterosexuality. Moreover, theories drawing on
#¥isual apparatus based on a gendered split between female object and male voyeur
éarinot describe the visual pleasure of female viewers, or account for the male gaze
4t another male. Mulvey herself has recognized the validity of such objections,
ttempting to address many of them in a later essay, “Afterthoughts on 'Visual Plea-
‘sure and Narrative Cinema’ Inspired by King Vidor's Duel in the Sun” (1981). Despite
ch criticism, Mulvey's 1975 essay continues to inspire important work in feminist
film studies.

United States as the French feminists—JULIA KRISTEVA, HELENE CIXQUS, and: Lig
Irigaray—were using psychoanalytic theory as a means of exploring sexual difference
and inequeality, but their work would not begin to have a significant impact on.Ame
ican feminism until the 1980s. o .

“Visual Pleasure and Narrative Cinema” deseribes the manner in which the
tional visua! apparatiis of mainstream Hollywood “narrative” film looks at wor
passive objects subordinated to the male gaze. Using a dense but illuminatin,
choanalytic framework, Mulvey explores how the male unconscious shapes the
pleasures involved in looking. While she cancedes that psychoanalysis might not off
a way out of the inequalities between the sexes or the oppression of women;sh&:
argues that it does provide a useful political tool for illustrating the mechanisms of:
pleasure on which the cinematic objectification of women depends.

According to Mulvey, the visual techniques of cinerna afford viewers two conts
dictory pleasures. First, through the process Freud terms seopophilia (pleasur
looking), we enjoy making others the object of a controlling gaze. Second, through
process of identification that parallels Lacan’s famous mirror stage {theorized in “T
Mirror Stage,” 1949; see above), we derive pleasure from identifying with an ideg)
image on the screen. Both have their origins in infantile processes by which e
learned to separate ourselves from others. As described to this point, the two processes
seem fo structure the visual pleasure of men and women in the same way. Howevg
Mulvey argues that because the male viewer cannat bear the burden of sexual objé
tification, he (the viewer is specifically male) deflects the tension by splitting his-gaze
between spectacle and narrative. A woman on-screen typically functions as the pi
mary erotic object for both screen characters and audience members, becoming 1k
object of the dominant, male gaze; as such, she exists outside the narrative illig
of time and space the film creates. At the same time, spectators identify with thé
protagonist, who acts within the parameters of time anhd space—the diegesis——creaidd
by the film’s story line. o

. The visual apparatus of mainstream film is further complicated because theprocess
of gazing on the female object of desire is both pleasurable and threatening. Whi
film creates an illusionistic world that allows for the free play of desire, in actuali

Sthe viewer is never free from the circumstances that gave risé to those desires withi
CQthe symbolic social order, especially from the castration complex. The feémale'oh
f of the gaze, because she lacks a penis, is associated with the primordial fear ofca
o _ tration; although that threat initiates the male subject’s integration into the symb
Og social order, it also creates considerable anxiety. For this reason, the controlling male
m..rd- ego nitist attempt to escape the threat of castration evoked by the very gaze that giy
it pleasure. Mulvey maintains that the male unconscious has two means of disapn
-~ the threat. The first is a form of voyeurism—investigating the female, demys

L her, and either denouncing, punishing, or saving hier. The second is male disavo!
& achieved by the substitution of a fetish object that becomes reassuring rather:the

(o dangerous. She examines these processes in the films of the directors Josef voni
berg {1894-1969) and Alfred Hitchcock (1899-1980). :
™ Before the pleasures of mainstream film can be challenged, Mulvey mamzwmmﬁwamﬁ

e (must be able to break down the cinematic codes that create the controiling maléiga
bmﬁm the illusionistic world that satisfies the desires it invokes. The cinema depe
Paow three looks: that of the camera, that of the audience, and that of the film's:¢h
acters. It achieves its illusion of truth and reality {mimesis) by denying or dovwnpl
anm first two {the material process of recording and the critical reading 'of the viewe
and by emphasizing the last. Only by disrupting the seamlessness of this whole:
illusion can women’s subordination to the male gaze be defied. :

The visual dynamics described in “Visual Pleasure and Narrative Cinema® hate
been widely applied not only to film but to other media as well, including photograg
advertising, painting, and television, making this essay a landmark text forv
culture and 'media studies generally. But Mulvey's description of the male gaz
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Visual Pleasure and Narrative Cinema

I Introduction

{A) A POLITICAL USE OF PSYCHOANALYSIS

This paper intends to use psychoanalysis to discover where and how the
fascination of film is reinforced by pre-existing patterns of fascination already
“work within the individual subject and the social formations that have
oulded him. It takes as its starting-point the way film reflects, reveals and
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“There is no way in which we can produce an alternative out of the blue, but
vecan begin to make a break by examining patriarchy with the tools it
rovides, of which psychoanalysis is not the only but an important one. We
restill separated by a great gap from important issues for the female uncon-
selous which are scarcely relevant to phallocentric theory: the sexing of the
female infant and her relationship to the symbolic, the sexually mature
-woman as non-mother, maternity outside the signification of the phallus, the
vagina. But, at this point, psychoanalytic theory as it now stands can at least
dllvance our understanding of the status guo, of the patriarchal order in
vhich we are caught.

even plays on the straight, socially established interpretation of sexual dif
ference which controls images, erotic ways of looking and spectacle. It
helpful to understand what the cinema has been, how its magic has works
in the past, while attempting a theory and a practice which will challenge
this cinema of the past. Psychoanalytic theory is thus appropriated here'as
a political weapon, demonstrating the way the unconscious of patriarch
society has structured film form. . o
The paradox of phallocentrism? in all its manifestations is that it.depen
on the image of the castrated women to give order and meaning to its worl
An idea of woman stands as linchpin to the system: it is her [ack that I
duces the phallus as a symbolic presence, it is her desire to make good:the
lack that the phallus signifies. Recent writing in Screen? about psychoansl:
ysis and the cinema has not sufficiently brought out the importance of t
representation of the female form in a symbolic order® in which, in the
resort, it speaks castration and nothing else. To summarise briefly: the func::
tion of woman in forming the patriarchal unconscious is twofold: she firstly
symbolises the castration threat by her real lack of a penis and secondly-
thereby raises her child into the symbolic. Once this has been achieved, her
meaning in the process is at an end. It does not last into the world of law
and language except as a memory, which oscillates hetween memory:g
maternal plenitude and memory of lack. Both are posited on nature (o
anatomy in Freud’s famous phrase®). Woman's desire is subjugated tohié
image as bearer of the bleeding wound; she can exist only in relatio
castration and cannot transcend it. She turns her child into the signifie
her own desire to possess a penis (the condition, she iragines, of entry iy
the symbolic). Either she must gracefully give way to the word, the name of’
the father and the law, or else struggle to keep her child down with her,i
the half-light of the imaginary. Woman then stands in patriarchal cultur
a signifier® for the male other, bound by a symbolic order in which ma
live out his fantasies and obsessions through linguistic command by imposin
them on the silent image of woman still tied to her place as bearer, notmaker;:
of meaning. : R
There is an obvious interest in this analysis for feminists, a beauty
exact rendering of the frustration experienced under the phallocentric ords
It gets us nearer to the roots of our oppression, it brings closer an articulati
of the problem, it faces us with the ultimate challenge: how to fight ¢
unconscious structured like a language (formed critically at the momex
arrival of language) while still caught within the language of the patxiare

(B} DESTRUCTION OF PLEASURE AS A RADICAL WEAPON

.an advanced representation system, the cinema poses questions about the
ways the unconscious (formed by the dominant order) structures ways of
eeing and pleasure in looking. Cinema has changed over the last few
“decades. It is no longer the monolithic system based on large capital invest-
ent exemplified at its best by Hollywood in the 1930s, 1940s and 1950s.
echnological advances {1 6mm and so on) have changed the economic con-
ions of cinematic production, which can now be artisanal as well as cap-
st. Thus it has been possible for an alternative cinema to develop.
wever self-conscious and ironic Hollywood managed to be, it always
stiicted itself to a formal mise en scéne® reflecting the dominant ideological
concept of the cinema. The alternative cinema provides a space for the birth
‘of a cinema which is radical in both a political and an aesthetic sense and
Ammmmzmmm the basic assumptions of the mainstream film. This is not to reject
the latter moralistically, but to highlight the ways in which its formal pre-
cupations reflect the psychical obsessions of the society which produced
t and, further, to stress that the alternative cinema must start specifically
reacting against these obsessions and assumptions. A politically and aes-
hetically avant-garde cinema is now possible, but it can still only exist as a
unterpoint. .
The magic of the Hollywood style at its best (and of all the cinema which
[I'within its sphere of influence) arose, not exclusively, but in one important
‘aspect, from its skilled and satisfying manipulation of visual pleasure.
nchallenged, mainstream film coded the erotic into the wmuwcmm.m of ﬁw.m
ominant patriarchal order. In the highly developed Eozéocﬂ cinema it
é%om@ through these codes that the alienated subject, torn in his imaginary
memory by a.sense of loss, by the terror of potential lack in fantasy, came
ear to finding 2 glimpse of satisfaction: through its formal beauty and its

1. The psychomnalytic system in which sexual dif-  Television. e y on his own formative obsessions. This article will discuss the inter-
ference is defined as the difference between having 3. In the theories of the psyche put forward byt e , . : . ; i ticular. the
and lacking the phallus; the term has come to refer French psychoanalyst JACQUES Lacan (150 aving of that erotic @mewzhw mn mmwd, :.m Hﬂwmﬂuzm and, Hb.,mumw s
to the patriarchat cultural system as a whole inso- 1981}, the Symbolic is the dimension of larigus; ntral m&mnm of the Wﬂmwm of woman. [t is said that mwmww«mwﬁm ﬁmmmmcm‘nu or
far as that system privileges the phallus as the sym- law, and the father; in contrast, the Imaginary. : . H Lo o s : ; tion and
bol and source of power. Because of that privilege, modeled on the preverbal mother-child dyad, or auty, @mmﬁd%m it. That is the intention of nTww. wnﬁnw.m. The wmﬁm.w..mn 1o th
women suffer “penis envy” and men suffer the the relation berween an infant and its it reinforcement of the ego’ that represent the muwmb point of film ?umﬂow@a hith-
“castration complex” (the fear of every male child image. . - : 1o s , asure, which
that his desize for his mother will be punished by 4, That is, "anatomy is destiny” {*The Dissolution: rto must be attacked. Not in mmﬁuc« ofa H.thd.wQ.cnﬁm& new ple ’
castration by his father; more generally, the fear of of the Oedipus Complex,” 1924). ‘tannot exist in the wTwnwmhm, nor of intellectualised Eﬁwuwmmmﬁwm. but to make
becoming “castrated” like women that leads men 5. Term tised by structuralist and poststructuyal L i
to cling to masculinity); both terms are originally theorists that was coined by the Swiss Finguist . .
from the theories of siGMUND. FREUD (18%56— DINAND DE SAUSSURE (18571913} to explat ) . s Th £ t} he, as described by Freud,
o § : RPN 6, In fim, hing within the frame of a shot, 7. The part of the psycae, 4 oy
1939). functioning of signs, which rm %ﬁmnm— .:..:o AN EE”&:W uMMMN.” u.mww.:ﬁ. costumes, action, and that is conscious, controls behavior, and is in touch

2. Vanvuard Bririch film innrnal fanndad in 1940 [T P 0N P SO JN
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way for a total negation of the ease and plenitude of the narrative fictios
film. The alternative is the thrill that comes from leaving the past behin
without simply rejecting it, transcending outworn or oppressive forms, an
daring to break with normal pleasurable expectations in order to conceiw
new language of desire,

tions of mainstream film focus attention on the human form. Scale, space,
tories. are all anthropomorphic. Here, curiosity and the wish to look inter-
ingle with a fascination with likeness and recognition: the human face, the
uman body, the relationship between the human form and its surroundings,
thevisible presence of the person-in the world. Jacques Lacan has described
ow the moment when a child recognises its own image in the mirror is
erucial for the constitution of the ego.” Several aspects of this analysis are
¢levant here. The mirror phase occurs at-a time when children’s physical
mbitions outstrip their motor capacity, with the result that their recognition

themselves is joyous in that they imagine their mirror image to be more
complete, more perfect than they experience in their own body. Recognition
hus overlaid with misrecognition: the image recognised is conceived as
eteflected body of the self, but its misrecognition as superior projects this
ody ‘outside itself as an ideal ego, the alienated subject which, re-
introjected’ as an ego ideal, prepares the way for identification with others
inthe future. This mirror moment predates language for the child.
“Important for this article is the fact that it is an image that constitutes the
atrix of the imaginary, of recognition/misrecognition and identification,
and hence of the first articulation of the I, of subjectivity. This is 2 moment
then-an older fascination with looking (at the mother's face, for an obvious
example} collides with the initial inklings of self-awareness. Hence it is the
birth of the long love affair/despair between image and self-image which has
onnd such intensity of expression in film and such joyous recognition inthe
inema audience, Quite apart from the extraneous similarities hetween
een and mirror (the framing of the human form in its swroundings, for
nstance), the cinema has structures of fascination strong enough to allow
emporary loss of ego while simultaneously reinforcing it. The sense of for-
gerting the world as the ego has come to perceive it (I forgot who 1 am and
where.] was) is nostalgically reminiscent of that pre-subjective moment of
age recognition. While at. the same time, the cinema has distinguished
self in-the production of ego-ideals, through the star system for instance.
Stars provide a focus or centre both to screen space and-screen story where
eyiact out a complex process of likeness and difference (the glamorous
mpersonates the ordinary). :

IT Pleasure in Looking/Fascination with the Human Form

A The cinema offers a number of possible pleasures. One is scopophili
(pleasure in looking). There are circumstances in which looking itself i
source of pleasure, just as, in the reverse formation, there is pleasure in bein;
looked at. Originally, in his Three Essays on Sexuality, Freud isolated scop
philia as one of the component instincts of sexuality which exist as dii
quite independently of the erotogenic zones. At this point he associate
scopophilia with taking other people as objects, subjecting them to a con
trolling and curious gaze. His particular examples centre on the voyeuris
activities of children, their desire to see and make sure of the private a;
forbidden (curiosity about other people’s genital and bodily functions, abe
the presence or absence of the penis and, retrospectively, about the prim
scene®). In this analysis scopophilia is essentially active. (Later, in ‘Insti)
and Their Vicissitudes', Freud developed his theory of scopophilia furtt
attaching it initially to pre-genital auto-eroticism, after which, by anal
the pleasure of the look is transferred to others. There is a close workd
here of the relationiship between the active instinct and its further deve
ment in a narcissistic form.} Although the instinct is modified by other fa
tors, in particular the constitution of the ego, it continues to exist a3
erotic basis for pleasure in looking at another person as object. At the
extreme, it can become fixated into a perversion, producing obsessive voyetirs
and Peeping Toms whose onily sexual satisfaction can come from watchi
in an active controlling sense, an objectified other. o
At first glance, the cinema would seem to be remote from the underco
world of the surreptitious observation of an unknowing and unwilling victi
What is seen on the screen is so manifestly shown. But the mass of mia
stream film, and the conventions within which it has consciously evolvé
portray a hermetically sealed world which unwinds magically, indiffere
the presence of the audience, producing for them a sense of separation an
playing on their voyeuristic fantasy. Moreover the extreme contrast befweer:
the darkness in the auditorium (which also isolates the spectators from.on
another) and the brilliance of the shifting patterns of light and shade on th
screen helps to promote the illusion of voyeuristic separation. Although th
film is really being shown, is there to be seen, conditions of screening an
narrative conventions give the spectator an illusion of looking in on a privif
world. Among other things, the position of the spectators in the cine
blatantly one of repression of their exhibitionism and projection ¢
repressed desire onto the performer.

“Sections A and B have set out two contradictory aspects of the pleasur-
ble structures of looking in the conventional cinematic situation. The first,
copophilic, arises from pleasure in using another person as an object of
exual stimulation through sight. The second, developed through narcissism
and-the constitution of the ego, comes from identification with the.image
¢en Thus, in film terms, one implies a separation of the erotic identity of
the-subject from the object on the. screen (active scopophilia), the other
¢mands identification of the ego with the object on the screen through the
pectator’s fascination with and recognition of his like. The first is a function
“the sexual instincts, the second:of ego libido.? This.dichotomy was crucial
or Frend. Although he saw the two as interacting and overlaying each other,
B The cinema satisfies a primordial wish for pleasurable looking, burt ita . . :
goes further, developing scapophilia in its nareissistic aspect. The con

Tacan, in “The Mirror mmem._ (1949; see above), taken into the self and represented in its internal
scribes the development of selfhood in children structure,
A pme
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the tension between instinctual drives and self-preservation. polarise

terms of pleasure. But both are formative structures, mechanisms witha
intrinsic meaning. In themselves they have no signification, unless attach
to an idealisation. Both pursue aims in indifference to perceptual reality;an
motivate eroticised phantasmagoria that affect the subject’s perceptions

the world to make a mockery of empirical objectivity.

During its history, the cinema seems to have evolved a particular ilhs
of reality in which this contradiction between libido and ego has foun
beautifully complementary fantasy world. In reality the fantasy world o
screen is subject to the law which produces it. Sexual instincts and iden
fication processes have a meaning within the symbolic prder which-arts
latés - desire. Desire, born with. Ianguage, allows ‘the possibilit

transcending the instinctual and the imaginary, but its point of referend

continually returns to the traumatic moment of jts birth: the castration eo

plex. Hence the look, pleasurable in form, can be threatening in contesi

and it is woman as representation/image that crystallises this paradox.:

HI Woman as Image, Man as Bearer of the Look

A In a world ordered by sexual imbalance, pleasure in looking has e

split between active/male and passive/female. The determining male: gaz

projects its fantasy ontoe the female figure, which is styled aceordingly

their traditional exhibitionist role women are simultaneously looked at-and
displayed, with their appearance coded for strong visual and erotic impatt
so that they can be said to connote to-be-looked-at-ness. Woman displayed

as sexual object is the leitmotif of erotic spectacle: from pin-ups to str

tease, from Ziegfeld to Busby Berkeley,* she holds the look; and playsito-and

signifies male desire. Mainstream fim neatly combines spectacle and

rative. (Note, however, how in the musical song-and-dance numbers inté
rupt the flow of the diegesis:*) The presence of woman is an indispensab
element of spectacle in normal narrative film, yet her visual presence téng
to work against the development of a story-line, to freeze the flow of actio

in moments of erotic contemplation. This alien presence then has toilie

integrated into cohesion with the narrative. As Budd Boetticher® hasput

What counts is what the heroine provokes, or rather what she represe

She is the one, or rather the love or fear she inspires in the hero, or e
the concern he feels for her, who makes him act the way he.doe

herself the woman has not the slightest importance.” S

(A recent tendency in narrative film has been to dispense with this problem

altogether; hence the development of what Molly Haskells has called:

‘buddy movie’, in which the active homosexual eroticism of the centralmale

figures can carry the story without distraction.) Traditionally, the wona:
displayed has functioned on two levels: as erotic ‘object for the characte
within the screen story, and as erotic object for the spectator withinthe

3. American choreographer and flm divector
(1895-1976), famous for his musical preductions,
Florenz Ziegfeld (1869~1932), American theatri-
cal praducer, best known for extravagant revues
featuring showgirls.

3. American film director (b. 1916}, best kn wh
for his westerns. ’
6. American film critic (b. 1939); she dis
“buddy movies” in From Reverence to Rag
Treatment of Wesnoar far the Madar £ 704 a1

protago ; swrrog
wo.‘nwmﬂ.eWm power of the male protagonist as he controls events coincides

VisuAL PLEASURE AND NARRATIVE CINEMaA [/ 2187

tiditorium, with a shifting tension between the looks on either side of the

reen. For instance, the device of the show-girl .mzoéw &% two MGMWw to WM
ified technically without any apparent break in the diegesis. : %o”%m
orms within the narrative; the gaze of the mﬁmnﬁwﬂow\mﬁm that o the e
aracters in the film are neatly combined without bréaking narrative veri

imilitude. For a moment the sexual impact om.mwm performing %WEWM MMWMM
he film into a no man’s land outside its own time and m?MuM us " omm.m
Monroe’s first appearance in The .wﬂ.em.ﬂ of No wmﬁwwﬂ m:H m auren Mm albs
bngs in To Have and Have Not.” Similarly, conventional close-ups g

Wmﬂn mode of eroticism. One part of a fragmented body @mmwu.oﬁ mrmmMMMMM-
sance space, the illusion of depth demanded by ﬁw 5.9.,.me<9 #Wﬁwﬁmmﬁ ,
he:quality of a cut-out or ieon, rather than verisimilitude, to the )

ietrich, for instance) or a face (Garbo)® integrate into the narrative a dif-

%ﬁ active/passive heterosexual division of labour has &ﬂ:mw@ oozm.ommm
rrative structure. According to the principles of the ruling &momvm% m”w.m
¢ psychical structures that back it up, the male figure cannot bear

burden of sexual objectification. Man is reluctant to gaze at his mx?wmonWm
Jike. Hence the split between spectacle and narrative supports the man’s role

the active one of advancing the story, making things mewmu.mﬂ,?m Emm”
ntrols the film fantasy and also emerges as the representative o %oﬁmw .
rther sense: as the bearer of the look of the spectator, transterring 1

behind the screen to neutralise the extra-diegetic® ﬂmdmmwnwmw mavwmwmw:www m.w

Woma is i de possible through the process

woman as spectacle. This is ma . e s set i
it i d a main contrelling figure wi

motion by structuring the film aroun . : . :

the %mmwﬂmoﬂ can identify. As the spectator identifies with the main male

onist, he projects his look onto that of his like, his screen surrogate,
¥

. - A ¢
ith the active power -of the erotic look, both giving a satisfying sense o

isti ot
omni i ’ ous characteristics are thus n
omnipotence. A male movie star’s W_NEOH

ose of the erotic object of the gaze, but m\ﬁwm of &gw .Bouam Huml.,mnﬁm, W\”.Mﬂ%
complete, more powerful ideal ego conceived in the original moment o
g L

. . s
sgnition in front of the mirror. The character in the story can make thing

appen and control events better than the subject/ mw%nﬂmw.ow just as Hr.w
intage in the mirror was more in nosﬂ,&. of motor co-or ﬂm io .&mmm SFthe
n contrast to woman as icon, the active Bmw..m figure {the ego cal of the
entification process) demands a three-dimensional space corresp g

that of the mirror recognition, in which the alienated subject internalised

. . N 3 ; * nml
is'own representation of his imaginary mummﬁwdom. He MM W MWMMHM MMW wﬂ Wﬁrw
: i film is to reproduce as accu
seape. Here the function of film : ;
?Mmmmm natural conditions of human perception. Camera nmmwmmmom_w hwm
.wmiﬁmmm& by deep focus in particular) and nmﬂmmm EMMmE%M.ﬂm A Mm”mﬁwmn_
by the acti i bined with invisible editing
by the action of the protagonist), com ~ manded
i : . imits of screen space. The male protag
syrealism), all tend to blur the limits o n space. The mal st
Mwm,wm to nv.waw.bmd&. the stage, a stage of spatial illusion in which he articu

. . ; _ $05-1990), Swedish-born

. i i card Hawks) 8, Greta Garbo (i Sw n
Tt e mowu m_wdommwwnmwﬂ%%wmnﬂ“ _.wwnwmf (b, American film actress. Em._._mnw nw‘wmm_nr (1901
M_W»m»%mwmwmw &ww@ Return (dir. Otto Preminger. 1992), ﬂM«Eﬂs.wcg huﬂmwmwwgm S, camers,
1§54, Amevican flm that stars the actress Montoe 9. Qutside the story 4 !
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lates the look and creates the action. ﬁ.rmwa are films s&w. a SMWWM M“Eo”m .
ist, of course. To analyse this phenomenon serious wouig
WMMMmWMbMMo far afield. Pam Cook and Claire wﬂmrww%mo%.m %EMM ww wwm WMM“ ¢
: ie Stover! in Phil Hardy (ed.}, Raoul Wals inburgh, ), shows
MMW&MHHM Mwmmm how the strength of this female protagonist is more mmwmmw.bﬂ.

Ve

than real.)

C1 Sections [II A and B have set out a tension Wmn%mma%.qmﬁ.umm Omm nmmww.,n =
i i d conventions surrounding the dlegesls. LAt
sentation of woman in film an rrou diegesis, Tach
i i i . that of the spectator in direct scopep £a
is associated with a look: tha spect opo ot
with the female form displayed for his méowmﬁnﬁ Ano:umwﬂﬁm MMMMWN Mwuwm g
inated with the image ot his 1
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3. Literally, “black film” {French}, a postwar

1. A 1956 American film (dir. Raoul Walsh), star- Aarke cetrinos. by shady ofd

“lmvanbarizad by

perfect product, whose body,
content of the film and the direct recipient of the spectator’s Jook.

to:the desert when Amy Jolly kicks
m:. At the end of Dishonoured,® Kranau is indifferent to the fate of Magda.

:both cases, the erotic impact, sanctified by death, is displayed as a spec-
facle for the audiénce. The male hero misunderstands and, above all, does

m-American film director; he brought the
€ss Marlene Dietrich to the United States and

iifed her in a number of flms in the eatl
930,
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a battle of will and strength, victory/defeat, all occurring in a linear time
with a beginning and an end. Fetishistic scopophilia, on the other hand, can
exist outside linear time as the erotic instinct is focused on the look alone.
These contradictions and ambiguities can be llustrated more simply by using
works by Hitcheock and Sternberg,* both of whom take the look almost as
the content or subject matter of many of their films. Hitchcock is the more

complex, as he uses both mechanisms. Sternberg’s work, on the other hand,
provides many pure examples of fetishistic scopophilia.

€2 Sternberg once: said he would welcome his films being projected
upside-down so that story and character involvement would not interfere
with the spectator’s undiluted appreciation of the screen image. This state-

ment is revealing but ingenuous: ingenuous in that his films do demand that
the figure of the. woman (

ultimate example} should b
the fact that for him the pi
rather than narrative or id
the investigative side of v
taking it to the point where the powerful look of th
acteristic of traditional narrative film
direct erotic rapport with the spectat

Dietrich, in the cycle of films with her, as the
e identifiable; but revealing in that it emphasises
ctorial space enclosed by the frame is paramount,
entification processes. While Hitchcock goes into
oyeurism, Sternberg produces the ultimate fetish,
¢ male protagonist (char-
) is broken in favour of the image in
or. The beauty of the woman as object
she is no longer the bearer of guilt but a
stylised and fragmented by close-ups, is the

nd the screen space coalesce;

ternberg plays down the illusion of screen depth; his screen tends to be

oene-dimensional, as light and shade; lace, steam, foliage, net, streamers and
so.on reduce the visual field. There is little or no mediation of the look
hrough the eyes of the main male protagonist. On the contrary, shadowy
presences like La Bessire in Morocco® act as surrogates for the director,
etached as they are from audience identification. Despite Sternberg’s insis-

nce that his stories are irrelevant, it is significant that they are concerned
ith situation, not suspense, and cyclical rather.than linear time, while plot

complications revolve around misunderstanding rather than conflict. The

ostimportant absence is that of the controlling male gaze within the screen
ene. The high point of emotional drama in the most typical Dietrich films,

her-supreme moments of erotic meaning, take place in the absence of the
an she loves in the fiction. There are other witnesses, other spectators

tching her on the screen, their gaze is one with, not standing in for, that
he audience. At the end of Morocco, Tom Brown has already disappeared

off her gold sandals and walks after

osef von Sternberg (1894-1969), Austrian- wood,

5. A 1930 American film directed by Sternberg;
La Bessiére is played by Adolphe Menjou, Tom
Brown by Gary Cooper, and Amy Jolly by Dietrich.
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* In the second part of the film, he re-enacts his obsessive involvement with
the.image he loved to watch secretly. He reconstructs Judy as Madeleine,
Fanmm her to conform in every detail to the actual physical appearance of his
fetish: Her exhibitionism, her masochism, make her an ideal passive coun-
terpart to Scottie’s active sadistic voyeurism. She knows her part is to per-
form; and only by playing it through and then replaying it can she keep
Scottie’s erotic interest. But in the repetition he does break her down and
succeeds in exposing her guilt. His curiosity wins through; she is punished.
~Thus, in Vertigo, erotic involvement with the look boomerangs: the spec-
tator’s own fascination is revealed as illicit voyeurism as the narrative content
enacts the processes and pleasures that he is himself exercising and enjoying,
-Fhe:Hitcheock hero here is firmly placed within the symbolic order, in nar-
1ative terms. He has all the attributes of the patriarchal superego.® Hence
he spectator, Julled into a false sense of security by the apparent legality of
his surrogate, sees through his look and finds himself exposed as complicit,
aught in the moral ambiguity of Jooking. Far from being simply an aside on
he perversion of the police, Vertigo focuses on the implications of the
ctive/looking; passive/looked-at split in terms of sexual difference and the
ower of the male symbolic encapsulated in the hero. Marnie, too, performs
for Mark Rutland’s gaze and masquerades as the perfect to-be-looked-at
‘image.* He, too, is. on the side of the law until, drawn in by .obsession with
‘her guilt, her secret, he longs to see her in the act of committing a crime
.H.mwm&mn confess and thus save her. So he, too, becomes complicit as .rm,
-dets out the implications of his power. He controls money and words; he can
‘have his cake and eat it.-

ence sees. However, although fascination with an image through scopephilic
eroticism can be the subject of the film, it is the role of the hero to pertray
the contradictions and tensions experienced by the spectator. In Vertigodn
particular, but also in Marnie and Rear Window,” the look is central to:the
plot, oscillating between voyeurism and fetishistic fascination. Hitchcocklhig
never concealed his interest in voyeurism, cinematic and non-cinematic. Hig
heroes are exemplary of the symbolic order and the law—a policemnan (Ver
tigo), a dominant malé possessing money and power (Marnie)—Dbut:thé
erotic drives lead them into compromised situations. The power to subjé
another person to the will sadistically or to the gaze voyeuristically is furn
onto the woman as the object of both. Power is backed by a certainty ofleg
right and the established guilt of the woman (evoking castration, psychoai
alytically speaking). True perversion is barely concealed under a shalle
mask of ideological correctness—the man is on the right side of the law, tk
woman on the wrong. Hitchcock's skillful use of identification processesaind
liberal use of subjective camera from the point of view of the male protas
onist draw the spectators deeply into his position, making them share’l
uneasy gaze. The spectator is absorbed into a voyeuristic situation withing
screen scene and diegesis, which parodies his own in the cinema, :
In an analysis of Rear Window, Douchet® takes the film as a metaphorf
the cinema. Jeffries is the audience, the events in the apartment block opp
site correspond to the screen. As he watches, an erotic dimension is added
to his look, a central image to the drama. His girlfriend Lisa had beenof.
little sexual interest to him, more or less a drag, s long as she remained:
the spectator side. When she crosses the barrier between his room and:
block opposite, their relationship is reborn erotically. He does not merely
watch her through his lens,-as a distant meaningful image, he also sees:hier
as a guilty intruder exposed by a dangerous man threatening her with put
ishment, and thus finally giving him the opportunity to save her. Lisa'sexhi
bitionism has already been established by her obsessive interest in dressan
style, in being a passive image of visual perfection; Jeffries’s voyeurism:a
activity have also been established through his work as a photo-journalistj 2
maker of stories and captor of images. However, his enforced inactivity, bird:
ing him to his seat as a spectator, puts him squarely in the fantasy:positio
of the cinema audience. , : IS
In Vertigo, subjective camera predominates. Apart from one flashbae
from Judy's point of view, the harrative is woven around what Scottiese
or fails to see.? The audience follows the growth of his erotic obsessioran
subsequent despair precisely from his point of view. Scottie’s voyeurini!
blatant: he falls in love witha woman he follows and spies on withoutspea
ing to: Its sadistic side is equally blatant: he has chosen {and freely chose
forhe had been a successful lawyer) to be a policernan, with all the attends
possibilities of pursuit and investigation. As a result, he follows, watchesan
falls in love with a perfect image of female besuty and mystery. Onceé:
actually confronts her, his erotic drive is to break her down and force her

tell by persistent cross-questioning.

IV Summary

ject) and, in contradistinction, ego libido (forming identification pro-
esses) act as formations, mechanisms, which mould this cinema’s formal
attributes. The actual image of woman as (passive) raw.material for the
lactive) gaze of man takes the argument a step further into the content-and
tructure of representation, adding a further layer of ideological significance
emanded by the patriarchal order in its favourite cinematic form—illusion-
istic* narrative film. The argument must return again to the psychoanalytic
background: women: in representation can signify castration, and activate
voyeuristic or fetishistic mechanisms to circumvent this threat. Although
none of these interacting layers is intrinsic to film, it is only in the film ferm
that they can reach a perfect-and beautiful contradiction, thanks to the pos-

bility in the cinema of shifting the emphasis of the look. The place of the
look defines cinema, the possibility of varying it and exposing it. This is what

akes cinema quite. different in its voyeuristic potential from, say, strip-
tease, theatre, shows and so on. Going far beyond highlighting a woman’s
to-be-looked-at-ness, cinema builds the way she is to be looked at into the

7. Three American films directed by Hitcheock: James Stewars; Lisa is played by Grace Kelly.:
Vertigo {1938), Marnie (1964), and Rear Window 9. Scottie {James Stewart} is hired mo‘é.m.nnrw.,
{19543, eleine (Kim MNovak), 2 wealthy men's wifé
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spectacle itself. Playing on the tension between film as controlling the
dimension of time (editing, narrative) and film as controlling the dimension
of space {changes in distance, editing), cinematic.codes create a gaze, a worl
and an object, thereby producing an-illusion cut to the measure of desire.
is these cinematic codes and their relationship to formative external struc:
tures that must be broken down before mainstream film and the pleasur
provides can be challenged. i o
To begin with (as an ending), the voyeuristic-scopophilic look that is
crucial part of traditional filmic pleasure can itself be broken down. ‘Fher
are three different looks associated with cinema: that of the camera as:
records the pro-filmic event, that of the audience as it watches the ‘fin
product, and that of the characters at each other within the screen illusion.
The conventions.of narrative film deny the first two and subordinate the
to the third, the conscious aim being always to eliminate intrusive camer
presence and prevent a distancing awareness in the audience. Without thes
two absences (the material existence of the recording process, the criti
reading of the spectator), fictional drama cannot achieve reality, obviousne
and truth., Nevertheless, as this article has argued, the structure of lookin
in narrative fiction film contains a contradiction ‘in its own .premises::
female image as a castration threat constantly endangers the unity of th
diegesis and bursts through the world of illusion as an intrusive, static, on
dimensional fetish. Thus the two looks materially present in time and spa
are obsessively subordinated to the neurotic needs of the male ego..T
camera becomies the mechanism for producing an illusion of Renaissan
space, flowing movements compatible with the human eye, an ideology
representation that revolves around the perception of the subject; the car
era’s Jook is disavowed in order to create a convincing world in which the
spectator's surrogate can perform with verisimilitude. Simultaneously, £
look of the audience is denied an intrinsic force: as soon as fetishistic r
resentation of the female image threatens to break the spell of illusion;an
the erotic- image on the screen appears directly (without mediation) t
spectator, the fact of fetishisation, concealing as it does castration:fe:
freezes the look, fixates the spectator and prevents him from achieving:any
distance from the image in frent of him. 5
This complex interaction of looks is specific to film. The first blow against
the monelithic accumulation of traditional film conventions (already unde
taken by radical film-makers) is to free the look of the camera into its m
riality* in time and space and the look of the audience into dialectics
passionate detachment. There is no doubt that this destroys the satisfactiol
pleasure and privilege of the ‘invisibie guest’, and highlights the way film]
depended on voyeuristic active/passive mechanisms. Women, whose ima
has continually been stolen and used for this end; cannot view the declily
of the traditional film form with anything much more than sentiment
regret. S g
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GAYATRI CHAKRAVORTY SPIVAK
b. 1942

‘Gayatri Chakravorty Spivak is an unsettling voice in liserary theory and, especiaily,
posteolonial studies. She has described herself as a “practical deconstructionist fem-
dnist Marxist” and as 2 “gadfly.” She uses-deconstruction to examine “how truth is
-eonstructed” and to deploy the assertions of one intellectual and political position
{such-as Mandsm) to “interrupt” or “bring into crisis” another (Feminism, for exam-
ple}. In her work, she combines passionate denunciations of the harm done to women,
‘non-Europeans; and the poor by the privileged West with a persistent questioning of
fhe grounds on which radical critique takes its stand.
“Her continual interrogation of assumptions can make Spivak difficult to read. But
herrestless critiques.connect directly to her ethical aspiration for a “politics of the
open-end,” in which deconstruction acts as a “safeguard” against the repression or
exclusion of “alterities"—that is, people, events, or ideas that are radically “other” 1o
the'dominant worldview. She writes against the “epistemic violence” done hy dis-
courses of knowledge that carve up the world and condemn to oblivion the pieces
that :de ot easily fit. Characteristically, she does not claim to avoid such violence
herself: rather, she self-consciously explores structures of violence without assuming
Hinal, settled position.
pivak was born in Calcutta, India, and received her B.A. from the University of
aleutta. She came to the United States and completed her M.A. and Ph.D. in
English literature at Comell University, where PAUL DE MAN was one of her mentors.
Shie-has taught at various American universities, including the University of Towa,
the University of Texas, the University of Pittsburgh, and Columbia University. Her
carliest important work was her introduction to and translation of JACQUES DERRIDA’S
Of-Grammatology (1977), the first of his major books to be rendered in full into
English. Spivak played a key role in introducing French “theory” into North Ametican
and:British literature departments between 1975 and 1982. Almost from the start,
shezemphasized how deconstruction’s interest in the “violence” of traditional hierar-
cal binary oppositions (between male and female, the West and the rest, etc.)
sfforded 2 passage from literary theory to radical politics. Spivak joined ferninism’s
interest in silenced women to a Marxist global concern with the political, economic,
and-cultural oppression of nonwhite people. The result was a series of highly influ-
eritial essays that helped set the agenda for feminism and for postcolonial theory in
the 19805 and. 1990s.
“Can the Subaltern Speak?” may be Spivak's best-known essay; it is certainly her
most controversial, First given as a lecture in 1983 and published in different versions
in:1985 and 1988, Spivak offers a greatly expanded revision {more than one hundred
pages}-in her Critique of Postcolonial Reason (1999). Our selection. offers three sec-
tims. from this revised version, beginning with the sentence in which Spivak poses.a
tentral concern: “the possibility that the inteliectual is complicit in the persistent
nstitution of the Other as the Self's shadow.” Her essay insists “on marking [critics']
pusitionality as investigating subjects.” Postcolonial critics, like many feminists, want
wigive silenced others a-voice. But Spivak worries that even the most benevolent
effort merely repeats the very silencing it aims to combat. After all, colonialists often
thought of themselves as well-intentioned. Spivak points to the British outlawing of
sati; the Hindu practice of burning a widow on her husband’s funeral pyre. While
his intervention saved some lives and may have given women a modicum of free
choice, it also served to secure British power in India and to underscore the-asserted
difference between British “civilization” and Indian “barbarism.” Hindu culture was
driven underground, written out of law, denied any legitimacy. Can today's intellec-




