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(editing, narrative) and film as controlling the dlmt:)r;T:iona 1—?; Space.(ch;mges i
distance, editing), cinematic codes create a gadey A WOII, an ?b]ect, therey
) gl the measure of desire. It is these cinemat;
producing an illusion cut to th W— € Codeg
- lationship to formative externa! struct.ures tha ust be bl'Oken .
and. their.1gla leasure it provides can be challen "
before mainstream film and the plea 8 - ged.
To begin with (as an ending), the voyf:urlstlc-scoplc:ph1gc look that ig 3 Cruciy
part of traditional filmic pleasure. can itself 'be broken down., There e thye,
different looks associated with cinema: !:hat of the camera as it records
profilmic event, that of the audle‘nCLT as 1t watches. the' final product, and thy,
of the characters at each other within the screen illusion. Thﬁ conventiong o
narrative film deny the first two and subordinate them to the third, the Conscigyg
aim being always to eliminate intrusive camera presence and prevent a distangjy,
awareness in the audience. Without these two absences (the material €Xistenge
of the recording process, the critical reading of the spectator), ﬁctional dramg
cannot achieve reality, obviousness, and truth.'Nevertheless,. as this essay py
argued, the structure of looking in narrative ﬁctlo_n film contains a contradictigp
in its own premises: the female image as a castration threzf:t cqnstantly endangers
the unity of the diegesis and bursts through the world of illusion as an intrusive,
static, one-dimensional fetish. Thus the two looks, materially present in time
and space are obsessively subordinated to the new erotic needs of the male ego,
The camera becomes the mechanism for producing an illusion of Renaissance
space, flowing movements compatible with the human eye, an ideology of
representation that revolves around the perception of the subject; the camera’s
look is disavowed in order to create a convincing world in which the spectator’s
surrogate can perform with verisimilitude. Simultaneously, the look of the
audience is denied an intrinsic force: as soon as fetishistic representation of the
female image threatens to break the spell of illusion, and the erotic image on the
screen appears directly (without mediation) to the spectator, the fact of fetishi-
zation, concealing as it does castration-fear, freezes the look, fixates the spectator,
and prevents him from achieving any distance from the image in front of him.
This complex interaction of looks is specific to film. The first blow against
the monolithic accumulation of traditional film conventions (already undertal«?n
by radical filmmakers) is to free the look of the camera into its materiality I
time and space and the look of the audience into dialectics, passionate detach-
ment. There is no doubt that this destroys the satisfaction, pleasure, and
prmlege.of the ‘invisible guest,” and highlights how film has depeﬂqed on
voyeuristic active/passive mechanisms. Women, whose image has contl_n}lally
been stolen 'and used for this end, cannot view the decline of the traditiom
film form with anything much more than sentimental regret.
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