Film Theory And Criticism Mulvey Laura Visual

Seminar paper from the year 2005 in the subject Film Science, grade: A, Indiana
University (Department: Communication and Culture), course: Introduction to Media
Theory and Aesthetics, language: English, abstract: Men act and women appear. Men
look at women. Women watch themselves being looked at. In the history of cinema
Hitchcock appears as one who no longer conceives of the constitution of a film as a
function of two termsthe director and the film to be made - but as a function of three: the
director, the film and the public which must come into the film, or whose reactions must
form an integrating part of the film. The interest of visual narrative in Alfred Hitchcock’s
movies is well-documented and widely-known. His films provide a context for the
analyses of spectatorship which examine the theories, structures, and functions of the
gaze. Furthermore, by letting the spectator negotiating and producing the film’s
meaning, Hitchcock’s works acknowledge the presence of the audience. His film’s
calculated narrative style, the self-consciousness within his works, and the address of
the spectator make his movies a prolific source for the examination of different
approaches to the media viewer. In film theory, Hitchcock’s concentration on the male
character and the male gaze represents a specific and often problematic debate. In my
paper | will examine some of the theories that shaped the discourse of identifying and
positioning the spectator within the narrative of film by focusing on Alfred Hitchcock’s
filmMarnie(1964), since this movie is probably Hitchcock's most significant work to
visualize the subjective psychological states of his problematic central character
through the use of cinematic technique. First, | want to focus on a psychoanalytical
interpretation by explaining the dynamics that Laura Mulvey describes in her analysis of
conventional narrative films in the ‘classical’ Hollywood tradition that not only typically
focus on a male protagonist in the narrative, but that also assume a male spectator.
Theories that work within this tradition have cited Hitchcock as a director exemplary of
the Freudian or Lacanian exegesis. By the 1980s Mulvey'’s theory generated
considerable controversy amongst film theorists and was criticized to present an
oversimplification of Hitchcock’s agenda. Since then scholars shifted their interest to a
strong empiric or historic focus on the spectator. The collapse of the psychoanalytic
interpretation was replaced by heavily contextualized analyses that questioned
universalizing categories. [...]
Writer and film-maker Laura Mulvey is widely regarded as one of the most challenging
and incisive contemporary cultural theorists, credited for incorporating film theory,
psychoanalysis and feminism. Part of the pathbeating 1970s generation of British film
theorists and independent film-makers, she came to prominence with her classic essay
on the pleasures — and displeasures — of narrative cinema, 'Visual Pleasure and
Narrative Cinema'. She went on to make her own avant-garde films, co-directed with
Peter Wollen, and to write further, greatly influential works — including this one.
Fetishism and Curiosity contains writings which range from analyses of Xala, Citizen
Kane and Blue Velvet, to an extended engagement with the creations of Native
American artist Jimmie Durham and the feminist photographer Cindy Sherman. Essays
explore the concept of fetishism as developed by Marx and Freud, and how it relates to
the ways in which artistic texts work. Mulvey returns to some of the knottier issues in
contemporary cultural theory, especially the links between looking, fantasy and
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theorisation on the one hand, and the processes of historical change on the other. What
are the modes of address that characterise 'societies of the spectacle'? How might
‘curiosity’ be directed towards deciphering the politics of popular culture? These are just
some of the questions raised in this brilliant and subtle collection. Published as part of
the BFI Silver series, this new edition of Mulvey's classic work of feminist theory
features a new, specially commissioned introduction and stills from the films discussed.
Looks at post-war American drama by women, bridging the gap between theatrical
theory and feminist theory
Marcelline Block’s Situating the Feminist Gaze and Spectatorship in Postwar Cinema
breaks new ground in exploring feminist film theory. It is a wide-ranging collection
(re)visiting important theoretical questions as well as offering close analyses of films
produced in the United States, France, England, Belgium, and Russia. This anthology
investigates exciting areas of research for critical inquiry into film and gender studies as
well as feminist, queer, and postfeminist theories, and treats film texts from Marguerite
Duras to 21st century horror films; from Agnés Varda’s 2007 installation at the
Panthéon to the post-Soviet Russian filmmakers Aleksei Balabanov and Valerii
Todorovskii; from Quentin Tarantino’s Death Proof to Sofia Coppola’s postfeminist
trilogy; from Chantal Akerman’s “transhistorical, transgressive and transgendered
gaze” to the “quantum gaze” in Steven Spielberg’s Jurassic Park; from Hitchcock’s
“good-looking blondes” to the career-woman-in-peril thriller, among others. According
to the semiotician Marshall Blonsky of the New School University in New York, “given
the breadth of the editor’s choices, this volume makes a splendid contribution to
feminist and cinematic fields, as well as cultural and media studies, postmodernism,
and postfeminism. It lends readers ‘new eyes’ to view canonical and other film texts.”
David Sterritt, chairman of the National Society of Film Critics, states that this anthology
“should be required reading for students and scholars, among other readers interested
in the interaction of cinema with contemporary culture.” Situating the Feminist Gaze
and Spectatorship is prefaced by Jean-Michel Rabaté’s brilliant essay, “Mulvey was
the First...”
Understanding Sound Tracks Through Film Theory analyzes all aural aspects of
cinema using several approaches: feminism, genre studies, post-colonialism,
psychoanalysis, and queer theory. In her analysis of each sound track, Walker brings
together film studies, musicology, history, politics, and culture in an accessible yet
rigorous way.
The Encyclopedia of Gender in Media critically examines the role of the media in
enabling, facilitating, or challenging the social construction of gender in our society.
"This anthology makes it abundantly clear that feminist film criticism is flourishing and
has developed dramatically since its inception in the early 1970s." --Journal of
Aesthetics and Art Criticism Erens brings together a wide variety of writings and
methodologies by U.S. and British feminist film scholars. The twenty-seven essays
represent some of the most influential work on Hollywood film, women's cinema, and
documentary filmmaking to appear during the past decade and beyond. Contributors
include Lucie Arbuthnot, Linda Artel, Pam Cook, Teresa de Lauretis, Mary Ann Doane,
Elizabeth Ellsworth, Lucy Fischer, Jane Gaines, Mary C. Gentile, Bette Gordon,
Florence Jacobowitz, Claire Johnston, E. Ann Kaplan, Annette Kuhn, Julia Lesage,
Judith Mayne, Sonya Michel, Tania Modleski, Laura Mulvey, B. Ruby Rich, Gail
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Seneca, Kaja Silverman, Lori Spring, Jackie Stacey, Maureen Turim, Diane Waldman,
Susan Wengraf, Linda Williams, and Robin Wood.

An intertextual examination of popular films and scripture.

Analyzes the treatment of women in American movies and examines the themes
of a variety of contemporary movies made by women

This book offers an accessible account of film theory for the student and the
cinemagoer. It ranges from the late 1960s to the present, a period in which a
number of conceptual strands--notably politics, semiotics and
psychoanalysis--came together. Lapsely and Westlake chart the construction of
this synthesis and its subsequent fragmentation and elucidate the various
intellectual currents contributing to it. The first part of the book covers the
conceptual background of film theory, dealing with historical materialism,
semiotics, and psychoanalysis, while the second part concentrates on particular
topics--authorship, narrative, realism, the avant-garde and postmodernism. This
second edition features an extensive retrospective introduction, as well as a fully
updated and extended bibliography.

Marking a return for Laura Mulvey to questions of film theory and feminism, as
well as a reconsideration of new and old film technologies, this urgent and
compelling collection of essays is essential reading for anyone interested in the
power and pleasures of moving images. Its title, Afterimages, alludes to the
dislocation of time that runs through many of the films and works it discusses as
well as to the way we view them. Beginning with a section on the theme of
woman as spectacle, a shift in focus leads to films from across the globe,
directed by women and about women, all adopting radical cinematic strategies.
Mulvey goes on to consider moving image works made for art galleries, arguing
that the aesthetics of cinema have persisted into this environment. Structured in
three main parts, Afterimages also features an appendix of ten frequently asked
guestions on her classic feminist essay “Visual Pleasure and Narrative Cinema,”
in which Mulvey addresses questions of spectatorship, autonomy, and identity
that are crucial to our era today.

The essays collected in this book reflect some of the commitments and changes
during the period that saw the women's movement shift into feminism and the
development of feminism's involvement with the politics of representation,
psychoanalytic film theory and avant-garde aesthetics.

Film Theory and CriticismIntroductory ReadingsOxford University Press, USA
The Anthem Handbook of Screen Theory offers a unique and progressive survey
of screen theory and how it can be applied to a range of moving-image texts and
sociocultural contexts. Focusing on the “handbook” angle, the book includes
only original essays from established authors in the field and new scholars on the
cutting edge of helping screen theory evolve for the twenty-first-century vistas of
new media, social shifts and geopolitical change. This method guarantees a
strong foundation and clarity for the canon of film theory, while also situating it as

part of a larger genealogy of art theories and critical thought, and reveals the
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relevance and utility of film theories and concepts to a wide array of expressive
practices and specified arguments. The Anthem Handbook of Screen Theory is
at once inclusive, applicable and a chance for writers to innovate and really play
with where they think the field is, can and should be heading.

Horror is often dismissed as mass art or lowbrow entertainment that produces
only short-term thrills. Horror films can be bloody, gory, and disturbing, so some
people argue that they have bad moral effects, inciting viewers to imitate
cinematic violence or desensitizing them to atrocities. In The Naked and the
Undead: Evil and the Appeal of Horror, Cynthia A. Freeland seeks to counter
both aesthetic disdain and moral condemnation by focusing on a select body of
important and revealing films, demonstrating how the genre is capable of deep
philosophical reflection about the existence and nature of evil?both human and
cosmic. In exploring these films, the author argues against a purely
psychoanalytic approach and opts for both feminist and philosophical
understandings. She looks at what it is in these movies that serves to elicit
specific reactions in viewers and why such responses as fear and disgust are
ultimately pleasurable. The author is particularly interested in showing how
gender figures into screen presentations of evil. The book is divided into three
sections: Mad Scientists and Monstrous Mothers, which looks into the
implications of male, rationalistic, scientific technology gone awry; The Vampire's
Seduction, which explores the attraction of evil and the human ability (or inability)
to distinguish active from passive, subject from object, and virtue from vice; and
Sublime Spectacles of Disaster, which examines the human fascination with
horror spectacle. This section concludes with a chapter on graphic horror films
like The Texas Chainsaw Massacre. Written for both students and film
enthusiasts, the book examines a wide array of films including: The Silence of the
Lambs, Repulsion, Frankenstein, The Fly, Dead Ringers, Alien, Bram Stoker's
Dracula, Interview with the Vampire, Frenzy, The Shining, Eraserhead, Hellraiser,
and many others.

During the twentieth century, the medium of film has developed as a means of
understanding the complexity of modern life. Since 1968, film theory has
concentrated not so much on theme or content but on the deeper question of
how the medium works on its viewer. Film theory has been profoundly influenced
by the writings of such modern thinkers as Saussure, Freud, Lacan, Anthusser,
Derrida and Kristeva. It combines modes of textual analysis relating to linguistics
and semiology, a Marxist reading of ideology, and theories of subjectivity, the
spectator and gender redefined by psychoanalysis. This judicious selection from
key work by Stephen Heath, Fredric Jameson, Laura Mulvey, Mary Ann Doanne
and others, represents some of the most important contemporary writing about
film. It provides a consistent and developing analysis that will be of interest to
students concerned with film and film studies, as well as students of cultural,
media and communication studies.

First published in 1969, Signs and Meaning in the Cinema transformed the emerging
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discipline of film studies. Remarkably eclectic and informed, Peter Wollen's highly
influential and groundbreaking work remains a brilliant and accessible theorisation of
film as an art form and as a sign system. The book is divided into three main sections.
The first explores the work of Sergei Eisenstein as film-maker, designer and
aesthetician. The second, which contains a celebrated comparison of the films of John
Ford and Howard Hawks, is an exposition and defence of the auteur theory. The third
formulates a semiology of the cinema, invoking cinema as an exemplary test-case for
comparative aesthetics and general theories of signification. Wollen's Conclusion
argues for an avant-garde cinema, bringing post-structuralist ideas into his discussion
of Godard and other contemporaries. Published as part of the BFI Silver series, this fifth
edition features a new foreword by film theorist David Rodowick and brings together
material from the four previous editions, inviting the reader to trace the development of
Wollen's thinking, and the unfolding of the discourse of cinema.
All that Hollywood Allows explores the representation of gender in popular Hollywood
melodramas of the 1950s. Both a work of feminist film criticism and theory and an
analysis of popular culture, this provocative book examines from a cultural studies
perspective top-grossing film melodramas, such as A Streetcar Named Desire, From
Here to Eternity, East of Eden, Imitation of Life and Picnic. Stereotypically viewed as a
complacent and idyllic time, the 1950s were actually a time of dislocation and great
social change. Jackie Byars argues that mass media texts of the period, especially
films, provide evidence of society's consuming preoccupation with the domestic sphere
- the nuclear family and its values - and she shows how Hollywood melodramas
interpreted and extended societal debates concerning family structure, sexual divisions
of labour, and gender roles. Her readings of these films assess a variety of critical
methodologies and approaches to textual analysis, some central to feminist film studies
and some previously bypassed by scholars in the field.
Bachelor Thesis from the year 2011 in the subject Communications - Movies and
Television, grade: 1,0, University of Heidelberg, language: English, abstract: Woman
[...] stands in patriarchal culture as a signifier for the male other, bound by a symbolic
order in which man can live out his fantasies and obsessions through linguistic
command by imposing them on the silent image of woman still tied to her place as
bearer, not maker, of meaning (Mulvey, “Visual Pleasure” 15). Ever since Laura
Mulvey published her essay “Visual Pleasure and Narrative Cinema” in 1975, feminist
film theorists have challenged her assertion that films are directed at an exclusively
male spectatorship. Despite the fact that Mulvey herself has revised some of her ideas
in “Afterthoughts on ‘Visual Pleasure and Narrative Cinema’ inspired by King Vidor’'s
Duel in the Sun (1946)” (1981), theorists are still struggling to understand if and how
visual pleasure manifests itself for female viewers. In classical Hollywood cinema, this
visual pleasure is the result of successful audience manipulation. Cinema is often
regarded as a ‘narrative machine’ because “the narrative is delivered so effortlessly
and efficiently to the audience that it appears to have no source” (Belton, American
Cinema 22). As a rule, the film’s artifice is hidden so well that it remains unnoticed by
the audience, conveying the impression that the narrative is “spontaneously creating
itself in the presence of the spectators [...] for their immediate consumption and
pleasure” (ibid.). Thus, cinema’s visual manipulation techniques enable viewers to
experience visual pleasure as they enter the world on screen and become involved in
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the lives of their screen surrogates. Among the many talented directors in the history of
film making, Alfred Hitchcock is known for being one of cinema’s most productive
auteurs and a pioneer in the field of visual manipulation. Through his way of directing
the camera — and with the camera also the gaze of the spectator — his audience not
only appreciates the narrative itself but also, and especially, Hitchcock’s technique of
storytelling. By means of simultaneously zooming in and tracking out, combined with
point-of-view shots and extreme close-ups, the audience assumes the protagonist’s
perspective along with a sense of vertigo, guilt and pleasure. Thus, as a director,
Hitchcock is like a criminal who makes the audience his accomplice in a crime that is
about to unfold in front of their eyes. [...]
D.N. Rodowick offers a critical analysis of the development of film theory since 1968.
He shows how debates concerning the literary principles of modernism—semiotics,
structuralism, psychoanalysis, Marxism, and feminism—have transformed our
understanding of cinematic meaning. Rodowick explores the literary paradigms
established in France during the late 1960s and traces their influence on the work of
diverse filmmaker/theorists including Jean-Luc Godard, Peter Gidal, Laura Mulvey, and
Peter Wollen. By exploring the "new French feminisms" of Irigaray and Kristeva, he
investigates the relation of political modernism to psychoanalysis and theories of sexual
difference. In a new introduction written especially for this edition, Rodowick considers
the continuing legacy of this theoretical tradition in relation to the emergence of cultural
studies approaches to film.
Focusing on the ground-breaking work of Laura Mulvey, Kaja Silverman, Teresa de
Lauretis and Barbara Creed, this book explores how, since it began in the 1970s,
feminist film theory has revolutionized the way that films and their spectators can be
understood. Examining the new and distinctive approaches of each of these thinkers,
this book provides the most detailed account so far of their ideas. It iluminates the six
key concepts and demonstrates their value as tools for film analysis: the male gaze the
female voice technologies of gender queering desire the monstrous-feminine
masculinity in crisis. Testing their ideas with a number of other examples from
contemporary cinema and TV, Shohini Chaudhuri shows how these four thinkers
construct their theories through their reading of films. An excellent study companion for
all students of film theory and women'’s studies.
This collection demonstrates the diverse legacy of feminist film studies. From female
agencies in television series to digitized heroines in film to the aging female star,
Feminisms combines compelling analyses of contemporary images of women and their
narratives with reflections and interviews on the developments and differentiation in the
history, theory, and practice of women and film and in the larger field of media studies.
Since it first appeared in Screen in 1975, Laura Mulvey's essay "Visual Pleasure and
Narrative Cinema" has been an enduring point of reference for artists, filmmakers,
writers and theorists. Mulvey's compelling polemical analysis of visual pleasure has
provoked and encouraged others to take positions, challenge preconceived ideas and
produce new works that owe their possibility to the generative qualities of this key
essay. In this book, the celebrated New York-based video artist Rachel Rose (born
1986) has produced an innovative work that extends and adds to the essay's frame of
reference. Drawing on 18th- and 19th-century fairy tales, and observing how their flat
narratives matched the flatness of their depictions, Rose created collages that connect
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these pre-cinematic illustrations to what Mulvey describes in her essay--cinema
flattening sexuality into visuality.
A fascinating exploration of the role new media technologies play in our experience of
film.
This new edition of Laura Mulvey's first collection of essays contains a new introduction
in which she re-assesses her essay "Visual Pleasure and Narrative Cinema."
The essays collected in this volume use a variety of methodologies to explore
Bergman's Persona.
In Feminist Film Theory and Pretty Woman, Mari Ruti traces the development of
feminist film theory from its foundational concepts such as the male gaze, female
spectatorship, and the masquerade of femininity to 21st-century analyses of neoliberal
capitalism, consumerism, postfeminism, and the revival of “girly” femininity as a
cultural ideal. By interpreting Pretty Woman as a movie that defies easy categorization
as either feminist or antifeminist, the book counters the all-too-common critical
dismissal of romantic comedies as mindless drivel preoccupied with trivial “feminine”
concerns such as love and shopping. The book's lucid presentation of the key concerns
of feminist film theory, along with its balanced reading of Pretty Woman, shed light on a
Hollywood genre often overlooked by film critics: the romantic comedy.
For the past twenty-five years, cinema has been a vital terrain on which feminist
debates about culture, representation, and identity have been fought. This anthology
charts the history of those debates, bringing together the key, classic essays in feminist
film theory. Feminist Film Theory maps the impact of major theoretical developments on
this growing field-from structuralism and psychoanalysis in the 1970s, to post-colonial
theory, queer theory, and postmodernism in the 1990s. Covering a wide range of
topics, including oppressive images, "woman" as fetishized object of desire, female
spectatorship, and the cinematic pleasures of black women and lesbian women,
Feminist Film Theory is an indispensable reference for scholars and students in the
field. Contributors include Judith Butler, Carol J. Clover, Barbara Creed, Michelle
Citron, Mary Ann Doane, Teresa De Lauretis, Jane Gaines, Christine Gledhill, Molly
Haskell, bell hooks, Claire Johnston, Annette Kuhn, Julia Lesage, Judith Mayne, Tania
Modleski, Laura Mulvey, B. Ruby Rich, Kaja Silverman, Sharon Smith, Jackie Stacey,
Janet Staiger, Anna Marie Taylor, Valerie Walkerdine, and Linda Williams.
First published in 1988, The Women Who Knew Too Much remains a classic work in
film theory and criticism. The book consists of a theoretical introduction and analyses of
seven important films by Alfred Hitchcock, each of which provides a basis for an
analysis of the female spectator as well as of the male spectator. Modleski considers
the emotional and psychic investments of men and women in female characters whose
stories often undermine the mastery of the cinematic Master of Suspense. This new
edition features a new chapter which considers the last 15 years of Hitchcock criticism
as it relates to the ideas in this landmark book.
Brought up to date with an expanded range of selections, extended historical coverage,
and a dedicated pluralistic commitment, the third edition of this highly popular text on
film aesthetics features major additions of contemporary topics in film theory--including
psychoanalytic, feminist, and Marxist approaches--and new essays on television, horror
films, and experimental movie making. Of the 53 selections, 13 are new. The section
"Kinds of Film" has been retitled "Film Genres" and concentrates exclusively on the
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distinctions within a single type of film: classical Hollywood narrative cinema. The final
section, now called "Film: Psychology, Society, and Ideology" is substantially revised to
take into account film's relationship to its consumers: how films shape or reflect cultural
attitudes, reinforce or reject dominant modes of cultural thinking, and stimulate or
frustrate people's needs and drives. Throughout the book chapter introductions have
been rewritten to reflect today's concerns. Current and comprehensive, the book that
The Journal of Aesthetics and Art Criticism called "the best collection available on the
disparate comments in the fields of film theory and criticism" is now even better.

The author's writings, and especially the seminars for which he has become famous,
have provoked intense controversies in French analytic circles, requiring as they do a
radical reappraisal of the legacy bequeathed by Freud. This volume is based on a
year's seminar, which is of particular importance because he was addressing a larger,
less specialist audience than ever before, amongst whom he could not assume
familiarity with his work. For his listeners then, and for his readers now, he wanted "to
introduce a certain coherence into the major concepts on which psycho-analysis is
based", namely the unconscious, repetition, the transference and the drive. In re-
defining these four concepts he explores the question that, as he puts it, moves from "Is
psycho-analysis a science?" to "What is a science that includes psycho-analysis?"
Originally published in 1988, The Women Who Knew Too Much remains a classic work
in film theory and feminist criticism. The book consists of a theoretical introduction and
analyses of seven important films by Alfred Hitchcock, each of which provides a basis
for an analysis of the female spectator as well as of the male spectator. Modleski
considers the emotional and psychic investments of men and women in female
characters whose stories often undermine the mastery of the cinematic "master of
suspense.” The third edition features an interview with the author by David Greven, in
which he and Modleski reflect on how feminist and queer approaches to Hitchcock
studies may be brought into dialogue. A teaching guide and discussion questions by
Ned Schantz help instructors and students to delve into this seminal work of feminist
film theory.

"... a vitally new understanding that takes us from the terms of the representation of sexual
difference to an anatomy of female subjectivity which will be widely influential.” -- Stephen
Heath "An original work likely to have significant impact on all those with an interest in the
vibrant intersection of feminism, film theory, and psychoanalysis... " -- Naomi Schor "...
powerfully argued study... impressive... " -- Choice "... important because of its innovative work
on Hollywood's ideologically-charged construction of subjectivity.... what is exciting about The
Acoustic Mirror is that it inspires one to reevaluate a number of now classical theoretical texts,
and to see films with an eye to how authorship is constructed and subjectivity is generated." --
Literature and Psychology "As evocative as it is shrewdly systematic, the pioneering theory of
female subjectivity formulated in the final three chapters will have wide impact as a major
contribution to feminist theory." -- SubStance The Acoustic Mirror attempts to do for the sound-
track what feminist film theory of the past decade has done for the image-track -- to locate the
points at which it is productive of sexual difference. The specific focus is the female voice
understood not merely as spoken dialogue, narration, and commentary, but as a fantasmatic
projection, and as a metaphor for authorship.

Feminist Film Studies is a readable, yet comprehensive textbook for introductory classes in
feminist film theory and criticism. Karen Hollinger provides an accessible overview of women’s
representation and involvement in film, complemented by analyses of key texts that illustrate
major topics in the field. Key areas includgéggstl)lr(i)ef history of the development of feminist film



theory the theorization of the male gaze and the female spectator women in genre films and
literary adaptations the female biopic feminism and avant-garde and documentary film women
as auteurs lesbian representation women in Third Cinema. Each chapter includes a "Films in
Focus" section, which analyzes key texts related to the chapter’'s major topic, including
examples from classical Hollywood, world cinema, and the contemporary period. This book
provides students in both film and gender/women’s studies with a clear introduction to the field
of feminist film theory and criticism.

Fifty theoretical essays by distinctively original and influential film critics and filmmakers are
grouped in categories having to do with general considerations, structuralism-semiology,
political factors, genre, feminism, auteur theory, and mise-en-scene

This anthology is designed to assist teachers and students in learning how to better
understand and interpret our common culture and everyday life. With a focus on contemporary
media, consumer, and digital culture, this book combines classic and original writings by both
leading and rising scholars in the field. The chapters present key theories, concepts, and
methodologies of critical cultural and media studies, as well as cutting-edge research into new
media. Sections on teaching media/cultural studies and concrete case studies provide practical
examples that illuminate contemporary culture, ranging from new forms of digital media and
consumer culture to artifacts from TV and film, including Barbie and Big Macs, soap operas,
Talk TV, Facebook, and YouTube. The lively articles show that media/cultural studies is an
exciting and relevant arena, and this text should enable students and citizens to become
informed readers and critics of their culture and society.

This volume of specially commissioned work by experts in the fieldof film studies provides a
comprehensive overview of the field. Itsinternational and interdisciplinary approach will have a
broadappeal to those interested in this multifaceted subject. Provides a major collection of
specially commissioned work byexperts in the field of film studies. Represents material under a
variety of headings, includingclass, race, gender, queer theory, nation, stars,
ethnography,authorship, and spectatorship. Offers an international approach to the subject,
includingcoverage of topics such as genre, image, sound, editing, cultureindustries, early
cinema, classical Hollywood, and TV relations andtechnology. Includes concise chapter-by-
chapter accounts of the backgroundand current approaches to each topic, followed by a
prognosticationon the future. Considers cinema studies in relation to other forms ofknowledge,
such as critical studies, anthropology, andliterature.

This study explores the model derived from Freudian and Lacanian psychoanalysis, via
Marxism and semiotics, of looking at film. It retraces the steps of film theory from ideological
criticism of the late ‘60s to spectator studies in 1988 when the book was originally published.
Psychoanalysis enables a discussion of the cinema’s role as a social and political force and
this book enters a discourse of the politics of representation. Reconstructing discussion of
basic issues, the book addresses our instincts and defences in reacting to cinema, the
similarity between mental processes and cinematic technique, narrative techniques and the
‘cinematic apparatus’. Importantly, the book concerns itself with the concept of ideology and
how the filmviewing experience engages the spectator in a complex net of stimuli presenting
representations of an ideal world and the effect of this within film studies.
Inhaltsangabe:Abstract: The way in which media systems reflect our social environment and
specifically how they represent and disseminate gender role models and have a lasting effect
on the construction of identity is of long-standing interest both in Gender Studies and in the
literary and the visual arts. In order to examine in particular the representation of women in the
visual art of popular cinema, The Dominance of the Male Gaze in Hollywood Films will thus
focus on the image of women in mainstream Hollywood films. Although media and specifically
television and films are often considered to act largely as a social mirror , films in fact often

distort social reality and continue to reflect traditional stereotypical gender constructions. In
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fact, these traditional gender images are not simply mirrors of real life, but also ideological
signifiers: In many mainstream films that pretend to depict reality a time lag separates true
social circumstances from the film reality the movie produces. Consequently, this time lag also
manifest in filmic representations of gender roles means for the women s movement that
feminists have hardly been able to enact new images of women outside the patriarchal context
of popular films or change female stereotypes and incorporate feminist thought into
mainstream films. Thus, mainstream films do not propagate an image of emancipated women,
guite the reverse: women are subordinate objects of the male gaze. This general assumption
has led to this thesis, which will deal with the question of whether Hollywood films, as
representative of mainstream culture, still disseminate patriarchal images of women dominated
by the male gaze even though feminist thought has been part of our society for some decades
now. Located at the intersection of Media Studies, Cultural Studies, Sociology, and Gender
Studies, this thesis will mainly follow the theoretical approach of the feminist film critic Laura
Mulvey who developed the concept of the male gaze in her essay Visual Pleasure and
Narrative Cinema . Mulvey s concept shall contribute to the analysis of the thesis that the
images of women in Hollywood films still correspond to conservative patriarchal stereotypes.
Within the scope of this still valid thesis, one of the major restrictions was to narrow down the
film analysis to merely Hollywood film production. The reason for this restriction is first of all
that Hollywood films, representative of popular taste, are globally [...]
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