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LaUgel\ emSiUical in aSSURach, WhiV UeVeaUch haV WZR RbjecWiYeV. PUimaUil\, iW ZeighV
Whe dialecWicV Rf Whe female VXbjecW aV filmed fURm bRWh male and female gendeU
SeUVSecWiYeV. I am XVing Whe bURadeU WeUmV Rf µVame-agenW¶ and µRSSRViWe-agenW¶ (RU
µRSSRVing¶ agenW), UaWheU Whan Whe WeUmV, ³male-ga]e,´ RU, ³female-ga]e,´ cRined b\
LaXUa MXlYe\ [1] and e[Sanding diVcXVViRn WR incRUSRUaWe LaXUa MaUkV¶ SURceVV
WheRU\ and Vignificance Rf haSWic cinema [2]. In a VimilaU Yein, TUinh T. Minh-ha¶V
ZRUk fXUWheU e[WendV SURceVV WheRU\, incRUSRUaWing bRWh ZUiWing and filmmaking in
WeUmV Rf, ³SURceVVeV Rf WUanVfRUmaWiRn;" nRW aV Rne VWaWic meVVage [3]. The SUimaU\
gRal Rf Whe fiUVW ShaVe Rf VWXd\ iV WR eVWabliVh hRZ meVVageV/cRmmXnicaWiRn deliYeUed
Yia cinema can be XndeUVWRRd RYeU Whe cRXUVe Rf meWhRdical film RbVeUYaWiRn aV iW
aSSlieV WR cRnWemSRUaU\ feminiVW SeUSecWiYeV and WUadiWiRnal YiVXal WheRU\.

The VecRndaU\ SXUSRVe Rf WhiV UeVeaUch iV WR VXggeVW, and SXW WR WeVW, Za\V in Zhich
Whe dichRWRm\ Rf µVame-agenW¶ and µRSSRVing-agenW¶ aSSlieV WR YaUiRXV micUR-VRcial
gURXSV ZhR VhaUe e[SeUienceV and/RU VRcial idenWiWieV. ThiV SXUSRVe iV WR XndeUVWand
WheiU cRllecWiYe film meWhRdV aV nRn-YeUbal, idenWiW\-baVed meVVageV/cRmmXnicaWiRn.
DeleX]e'V Difference and Repetition, fUameV WhiV VWXdieV¶ anal\ViV SURceVV b\ cRnceSW
[4]. HRZeYeU final VXmmaWiRnV Rf WhiV VecRndaU\ UeVeaUch ShaVe iV mRUe infRUmed b\
Whe SV\chRanal\Wic SeUVSecWiYe Rf film WheRUiVWV ChUiVWian MeW] and Jean-LRXiV
BaXdU\¶V aSSlicaWiRn Rf FUench SV\chRanal\VW JacTXeV Lacan'V Mirror Theory,
UeaSSURSUiaWed alRngVide IWalian feminiVW film WheRUiVW TeUeVa de LaXUeWiV¶ WheRU\ Rf
Ueading and VSecWaWRUVhiS baVed Rn figXUaliW\ and Whe SV\chRanal\Wic cRnceSWV Rf
WUanVfeUence and WUanVlaWiRn [5] [6] [7] in heU bRRk Technologies of Gender: Essays on
Theory, Film, and Fiction.

CRnclXViRnV Rf WhiV WZR SaUW VWXd\ aUe WR eVWabliVh SURbable meWhRdV b\ Zhich WR
UecRgni]e aeVWheWic and naUUaWiYe SaWWeUnV aV micUR-cRmmXnicaWiRnV XVed b\ YaUiRXV
VhaUed VRcial idenWiW\ gURXSV. CRmSaUaWiYe cinemaWic RbVeUYaWiRnV Rf Whe female
VXbjecW SeUVSecWiYe b\ Whe diUecWRU Zill be XVed WR cUeaWe Whe iniWial inWeUSUeWiYe
fUameZRUk chaUacWeUi]ed b\ cRnWUibXWing facWRUV Rf Whe µVame-agenW¶ and
µRSSRVing-agenW¶ VRciRlRgical and YiVXal UelaWiRnVhiSV.

PUimaU\ ObjecWiYe: Observational Analysis of  Empirical Data

TR begin, aSSUR[imaWel\ Rne-hXndUed filmV b\ female-gendeU diUecWRUV aUe UeYieZed
ZiWh an eTXal nXmbeU Rf male-gendeU diUecWed filmV, ZheUe Whe female iV Whe VXbjecW.
Half Rf Whe VelecWiRn Zill be aXWhRUed b\ inWeUnaWiRnal diUecWRUV, and half b\ NRUWh
AmeUican diUecWRUV. CUiWeUia fRU chRVen filmV aUe:

(a) DiUecWRUV ZiWh mRUe Whan Rne film XndeU WheiU name, and/RU SRSXlaU ZiWh cUiWical
film WheRU\; allRZing fRU e[iVWing UefeUenceV WR be diVcXVVed ZhilVW deWeUmining
SaWWeUnV in VW\liVWic V\mbRliVm [8].

(b) ElemenWV Rf nRn-WUadiWiRnal female SURWagRniVWV/anWagRniVWV RU nRn-WUadiWiRnal
naUUaWiYeV; fRUcing RbVeUYaWiRnV Rf Whe µheURine/lead¶ WR be eYalXaWed ZiWh mRUe
flXidiW\ in cRnWe[W Rf  VWUXcWXUal e[SUeVViRnV -- ZiWhRXW cRnWingencieV XSRn RWheU
µheURic jRXUne\¶ WheRUieV [9].
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ThiV VWage allRZV Whe RSSRUWXniW\ WR VRlidif\ Whe cRnceSWiRn Rf inWeUSUeWing YiVXal
cRmmXnicaWiRn aV an inWeU-VRcial, aUchiYal memRU\ Rf a diVWingXiVhable, ³cinemaWic
gURXS langXage.´ RegaUding aVVeVVmenW Rf Whe VelecWed filmV, each UeYieZ iV
diVcXVVed TXaliWaWiYel\ RYeU fRXU diVWingXiVhed caWegRUieV cRnViVWing Rf a film¶V:

(I) LingXiVWic XVe RU We[WXal anal\ViV.
(II) RecRgniWiRn Rf VemiRWic/V\mbRlic imageV in miVe-en-Vcene.
(III) ViVXal cRnnRWaWiRn Rf SeUfRUmaWiYe mRYemenW Rf VXbjecW and/RU cameUa.
(IV) DiVcXUViYe eYalXaWiRn Rf ke\ VceneV infRUming VWRU\ naUUaWiYe RU chaUacWeU aUc.

IniWial WheRUiVWV infRUming WhiV SaUWicXlaU fRXU-caWegRU\ SURceVV Rf anal\ViV aUe
Unspeakable Sentences b\ Ann Banfield, Semiotics and the Analysis of Film b\ Jean
MiWU\ (TUanVlaWiRn b\ ChUiVWRSheU King), Women and Film: Both Sides of the Camera
b\ E. Ann KaSlan, and Aesthetics of Film b\ JacTXeV AXmRnW, UeVSecWiYel\.

SecRQdaU\ ObjecWiYe: Testing Hypothesis for Inductive Conclusion

The RYeUaUching h\SRWheViV SURSRVeV WhaW if WheUe aUe Za\V WR deWeUmine ZheUe
VignificanW cinemaWic cRmmXnicaWiRn/langXage iV Waking Slace, When WheUe iV enRXgh
SURbable UeaVRn WR SUeVXme elemenWV Rf YiVXal dialRgXe aUe cRnViVWenWl\ SUeVenW WR
becRme inWeUSUeWed aV a VWaWemenW in Wime, RU eYRlYing meVVageV, ZiWhin a chRVen
cRllecWiYe cUeaWiYe bRd\.

One fiUVW deUiYeV SaWWeUnV fURm symbolism in patterns or methods ZiWhin Vcene
diUecWiRn (cameUa RU VXbjecW mRYemenW) [10], Vcene VWUXcWXUe in deVign/ fUaming/
ediWing (inclXding VRXnd RU blRcking) [11] and naUUaWiYe VWUXcWXUe (WUadiWiRnal RU
nRn-WUadiWiRnal) [12]. SecRndl\, Rne makeV a comparative observation of that pattern
ZiWh RWheU Vame-agenW gURXSV [13]. LaVWl\, Rne lRRkV WR find repetition in RWheU fRUmV
Rf media [14]. TheUefRUe, aSSlicaWiRn beginV Rnce fUameZRUk fRU a µVame agenW¶ /
µRSSRVing agenW¶ UelaWiRnVhiS aUe VSecified, VR WhaW VignificanW SUeVence Rf cRnceUWed
cinemaWic YiVXal cRmmXnicaWiRn can be labeled aV UecRgniVable and inWeUSUeWed fRU
UecRUd.

In WhiV VWXd\, Whe h\SRWheViV iV WeVWed b\ addUeVVing SaWWeUnV Rf haSWic cinema b\:

1) Noting symbolism in patterns or method, fiUVW in µWhe female aV VXbjecW and aV
diUecWRU¶ mRdel.

2) Comparing observations within similar same-agent / opposing-agent pairings,
VXch aV LGBTQ filmmakeUV, diUecWRUV fURm cenVRUed naWiRnV, RU NRUWh and SRXWh
AVian cinema.

3) Find repetition in other forms of media; fRU inVWance, dRcXmenWaUieV and VRcial
media, RU ZheUe µfemale aV VXbjecW and aV diUecWRU¶ can alVR be fRXnd.

ThiV VWXd\ inWURdXceV Whe cRnceSW Rf µVame-agenW¶ SeUVSecWiYe aV an ine[WUicable SaUW
Rf YiVXal diVcRXUVe b\ VhaSing a mRdel WhaW can mRYe be\Rnd Whe iniWial µfemale aV
VXbjecW and aV diUecWRU¶ SUeWenVe eVWabliVhing a bURadeU fRXndaWiRn b\ Zhich WR
eYalXaWe RWheU cinemaWic cRmmXnicaWiRn meWhRdV.

3



The UeVXlWing diVVeUWaWiRn SURYideV, VecRndaUil\, an eYalXaWiRn Rf aSSlied WeVWing
WechniTXeV WR YalidaWe illXVWUaWed aUWiVWic cRmmXnicaWiRn, aV VhaUed b\ VSecific
µVame-agenW¶ gURXSingV. TRgeWheU, bRWh VWXd\ ShaVeV cRnVWiWXWe a YiVXall\ mnemRnic
V\VWem UeflecWiYe Rf hRZ VSecific gURXSV cinemaWicall\ inWeUSUeW memRUieV, ideaV and
UeSUeVenWaWiRnV Rf WheiU VhaUed e[SeUienceV RU idenWiWieV.

UlWimaWel\ bRWh ShaVeV Zill cRnWUibXWe WR a bUanch Rf YiVXal aUWV UeVeaUch delineaWed
b\ Whe SURceVV Rf, ³Velf-caSWXUe,´ and addV \eW anRWheU faceW Rf SeUVSecWiYe WR Whe
Uange Rf  Whe cinemaWic-e\e [1]. IURnicall\, WhiV cRllecWiYe film VWXd\ hailV WR an aUW
Zhich, in and Rf iWVelf, cRnViVWV Rf Whe acW Rf UecRmbining hXman imageV -- UeflecWiYe
Rf SaVW and SUeVenW -- WR beWWeU XndeUVWand Whe indiYidXal e[SeUience, and gladl\ \ieldV
WR WhiV SUemiVe.
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cRnVWellaWiRn Rf film WheRU\ aW Whe Wime Rf iWV ZUiWing in 1969. MRUe VSecificall\,
iW aUgXeV WhaW MeXnieU¶V We[W can, in UeWURVSecW, be Veen aV a µmiVVing link¶ in
film WheRU\, bUidging Whe diYide beWZeen ShenRmenRlRgical and SV\chRanal\Wic
aSSURacheV WR Whe VWXd\ Rf cinema. ThiV mRmenW in 1969 VaZ an abUXSW VhifW in
ediWRUial SRlicieV Rn flagVhiS film jRXUnalV Cahiers du cinéma, Screen and
Cinéthique.

6  Zakin, Emil\ (2011). Psychoanalytic Feminism. The SWanfRUd Enc\clRSedia Rf
PhilRVRSh\, EdZaUd N. ZalWa (ed.)

ThiV aUWicle diVcXVVed SV\chRanal\Wic feminiVm, nRW feminiVW SV\chRanal\ViV.
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Rf Whe laWeVW EXURSean cRnWinenWal cUiWical Whinking abRXW naUUaWiYe and
WeVWeUni]ed AnglR-AmeUican VWRU\Welling WUadiWiRnV e[emSlified b\ HenU\
JameV, PeUc\ LXbbRck, Wa\ne BRRWh, and RWheUV.

13. Ba\UakWaU, NilgXn (2017). Mobility and Migration in Film and Moving Image Art
Cinema Beyond Europe. Ta\lRU & FUanciV BRRkV.

ThiV bUief e[SlRUeV cinemaWic and aUWiVWic UeSUeVenWaWiRnV Rf migUaWiRn and
mRbiliW\ in EXURSe Vince Whe 1990V. DUaZing Rn WheRUieV Rf migUanW and
diaVSRUic cinema, mRYing-image aUW, and mRbiliW\ VWXdieV, Ba\UakWaU SURYideV
hiVWRUicall\ ViWXaWed clRVe UeadingV Rf filmV, YideRV, and cinemaWic inVWallaWiRnV
WhaW cRnceUn migUaWRU\ neWZRUkV and infUaVWUXcWXUeV acURVV EXURSe, Whe Middle
EaVW, and AfUica. PURbing Whe nRWiRn Rf EXURSe aV a cRheUenW enWiW\ and a
bRUdeUleVV VSace.
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14. DRane, MaU\ Ann, (2002). The Emergence of Cinematic Time: Modernity,
Contingency, the Archive HaUYaUd UniYeUViW\ PUeVV.

A cRmSelling alWeUnaWiYe Ueading Rn cRnWemSRUaU\ film VWXdieV, VWill UeleYanW
WZenW\ \eaUV laWeU, MaU\ Ann DRane¶V YiVXal anal\ViV caSWXUeV and
UecRnfigXUeV Whe SaVVing mRmenWV Rf aUW, hiVWRU\, and ShilRVRSh\. She fXUWheU
VXggeVWV cinema'V eVVenWial SaUadR[: WemSRUal cRnWinXiW\ cRnYe\ed WhURXgh
"VWRSSed Wime," Whe UaSid VXcceVViRn Rf VWill fUameV RU fUR]en imageV. DRane
e[SlRUeV Whe URle Rf WhiV SaUadR[,  nRWiRnV Rf Whe WemSRUal indeWeUminac\ and
inVWabiliW\ Rf an image, in VhaSing nRW jXVW cinemaWic Wime bXW alVR mRdeUn
ideaV abRXW cRnWinXiW\, diVcRnWinXiW\, aUchiYabiliW\, cRnWingenc\, deWeUminiVm,
and WemSRUal iUUeYeUVibiliW\ Rf cinemaWic knRZledge.
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