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The tt:lI.rVitig i1iË{:r-r.Ër_{1Ðn riË J{Itr_:}ict:c}.;r= Rear Þilrrrlot+ ( l,r}-q4 ),
Polanski rs The Tenant ( 1975 ) , and David Lynchrs B]ue Vel-vet

(f985) was motivated by a sense that filrn criticism, and

p.lrtlcuLarly criticisrn l¡ith a psychoariaJ-ytic basis. has become

so sophisticated and self-referential that it has lost the

capacity to speak about the affective experience of filnr vÍeving.

In part these scientific studies of filrn seem understandable as ä

deterrninecl effort at self-defense against a patriarchal cinema

conceived of ä,s being a seductive system, catering to and

pronoting visual pleasure for the male viever. By intending to

expose cinemafs guarantee to the male spectator of ä vicarious

possession of the \iloman, who is expressly there to be visually
consumed by him, these critics hope to disturb the voyeuristic

satisfaction that they suppose determines, and is determined by,

narrative film.l- To that end they have charted the inherently

sadistic Oedipal desire which apparentJ.y shapes the

representation of the female figure on the screenr.snrl which

narrativized by means of cinema's shot-reverse-shot system.2

Ho\{ever, by ins ist ing on å str ict gender ldent 1f icat lon. ärrr-1.

the spectatorrs imnovable place as such vithin the spatial
configuration continually re-stabilized by the systen of the

1ook, theorists are unable to satisfactorily account for the

connections fornred, lost, and re-formed by individual vievers

specific films, viewers vrho might be at various tines engaged

the Iives of. characters of either gender.
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Of course the placement of female spectators, v¡ho villingIy
conprise one half of the vietrring population, is made especially

problematic if ve consider the image r>f the Homän on the screÈn

to be definitely situated as the passive site of voyeuristic
gratification for the spectator. Teresa De Lauretis takes up the

issue of the rrinvisible"rr or unrepresented, historica] f emale

viewer v¡ho is Ieft without a place of identification, somev¡here

betr¿een the look of the camera and the image on the screen.3

Hrlr 5u1r-¡.t1(ln¿ thr-rtrgh. Is ð coltFlicated tvo-folc1 Þröc{l.srr of

j.dentification for the !/oman vith the mythical subject, and the

space of, the narrative rnovernent, an identification which is

'reffected by the cinematic apparatus of the look," and which is,
therefore, based on determined masculine and feminine

"positionalities" in relation to an Oedipal desire (Oe Lauretis,

AI ice Doesnrt L42- l-43 ) . Mary Ann Doane, and Tania tf odlesk i also

recognize the need to more f ulIy eval-uate the f emal-e viewer's

investment in individual filrns, but simÍlarly they insist upon an

Oedipal framework for desire in their díscussions.4 In Doaners

essay, as Modleski points out, this leads to a rather conplex

proposition that the woman is motivated by a symbolicrtlack of a

lack, " tr¡hich prevents her f rom achieving a distance f rom the

image, something our relationship to the woman in Hitchcockrs

f i ltn v¡oulc1 not bear out, as I hope to shor,¡. Modlesk i. v¡hose rsork

I t+i11 consider rrore fulIy in chapter one¿ suggests instead a

mysterious incarnation of the female figure in the masculine

narrativeo a figure rsho comes into being despite the repressive



i ¡irt i¡r+tx rti tli¡ äi;-r.l-t: ,=.i.tllir-rf , Aü.::uI-r-1iäcl t:tf lt¡f . f lir

ideritificatiorr of nrale ancl female vier,¡ers vi-tFr the victiitiiuecl

female character opens up a shared masochistic place for
spectators of both genders. This suggestion, then, also

conc-:*ntr,:=ter ¡:rlmarIly on an ahístorlcal clesire ntotivating

narrative representation, as the other psychoanalytic criticism

does as well. and therefore minimizes the irnportance of narrative

film's discursive aspects.

Ä further option lle have open to us is to question the

nature of desire itself . lle might ask t.lith Jay Clayton if all

desire expressed and satisfied by narrative art is sexual desire,

anc-l essentially OediÞa1, and then ro¡onder if our only relationship

to the film screen is, therefore. ãs a voyeur. craving the

änonynous control and satisf action of vatching unseen.5 I r.¡oulrl

like to propose Ínstead that vhat keeps us in front of the

screen, at times at least, might be thought of as a more "general

desire for presencerrr something vhich Cavell has long

maintaine<1 .6 The f ulf illment of such a desire, I suggest

throughout the thesis, depends on our perceiving an

acknowledgement from the film of our invisil:1e presence. This is

an idea, therefore. that runs contrary to Metz's notion that

cinema must alvays pretend thaL it does not know it is being

r,¡atched in order to satisfy our voyeuristic impulses. 7

Rear Window brings this idea into focus r,¡ith its self-
reflexive critique of voyeurism. What is intriguing to me about

Hitchcockrs depiction of the relationship between Jeffries, the



¡:hotr:grapher, who is our surrogate voyeur, and Lisa, r+ho is the

beautiful model socialite. is not the fact that they do not

neatly f it the roles of act ive nrale voyeuï anrl pass ive f entale

object of desire, as Tania Modleski notices. For it is

Jef f ries's clesire to $ee, ärrr1 to recotrcile vhat he sees vith tshat

he thinks he knows, vrhich puts him in command of the narrative

proceedings, even if he is made impotenL by being confined to a

wheelchair. Coincidently, r¿hile Lisats energy and resolve seem

to m,:hÈ her.trr'r unusu.1lly self-motl*¡at-ecl and rrrobile female

character. she does uItÍmately confine hersel-t to corroborating

and actualizing Jeffriesrs vision of the world. Rather, it is

the v¡oman's need 'bo transf orm herself into someone who is more

active and masculine-Iooking which seems to define the dynamics

of their relationship. and as such I believe the film's emphasis

1s o11 the l'iËÊr-1 f tlr the !¿om'1n r s re-creatlon, a thetne vhich CaveIl

has written on in connection to the genre of film he calls the

"melo(lranìa of the unknov¡n !¡oman.I'B The f ocus of rny f Írst chapter

on Rear Window. therefore, is not on the protagonistrs

voyeuristic relationship to the !¡omanrs body as the sight of

castration (as Mulvey vould have it), but rather on the v¡oman's

I'disembodimentr I v¡hich results f rom the male protagonist's
rridolatrous" perception of her, his splitting of her into a

being and an image. fJis investment in seeing her as such is as ä

means to prove herrrunkno\,¡nessrrand hence the possibility of his

presence to the iEorld.
---! -l¡-.-------!_--- --.lLl- Lf__ _!5_- _l Ll-_ ì-_,-Ì,.1L!1 !L_-Hri-tË L flIll IILIL- Llt-'ttqLtirtllg \'/tL-Jl L-IlÍ ILlCra LII L.IIC iJlVltil-iJll-lL.y



rrf Lli¡ !¡u¡ir;1-¡i iä ciät:iti;r. hi_:.¡ r¡_tir*r r,i:{{,:i.jrtiä,:l't}:¡-t tiii= ir¿,i

tlicinatl-c cuilcËrir +f Hltchcoc:h, ancl a1=o ËrrrrrËthing tliat ha¡;¡relis

betr,¡een the vier¿er and the woman on the screen. It is a rrray of

explaining the analogous affect of our perception of the female

irr Rear vlÍndov¡ who sÊÈms to "disappedru " as a character to vhom

!/e may relate, in proportion to her being situated as a visual
object for our pleasure. Accordingly, I am proposirrg that the

Inänner in vrhich she is represented becomes one of the meäns

vhereby the filrn may signal its acknov¡ledgment of our invisible

Llresence.

For all its self-consciousness about the issue of looking at

the \'/onìan¿ voyeurisrn as a fiìoral questionr äs far as I can tel],
does not f igure prominently in the vier,¡er I s experience of

I{itchcockrs f i1m. AIthough, I{itchcock hinself has spoken of his

protagonistrs activities in judgmental terms, telling Truffaut
f.or insLance, that Jef frey I'rfeservesil vhat he gets vhen his

neighbor Thorwald, the primary object of his voyeuristic
investigationn comes to stare murderously at him in his or/n

private space. 9 The issue of our I'illicit" enjoyment of the

filnt only becornes a¡rparent with orlr sense of oltr callously
assumed distance from the suffering of the woman. Miss

Lonelyhearts, with our perception of a self-created, and perhaps

self -protective barrier betr¿¡een us and the events which we

oÌ:serve. Rather than a fixed place of voyeuristic control. then.

the vieiøer knows the tenuousness of the boundary betr¡een herseLf

and the filmic r,rr>rld, vhich is affected by our sympathetic



understanding of the characters.

The parameters of the sel-f and the impossibility of

definitely locating them seÈÌrìs to rne to ciescribe }:r:th the

problematic symptoms of the protagonistts mental illness in The

Tenant and the analogous experience of the filmrs spectator. For

!¡e are eventually prevented from establishing a sense of our

fixed presentness in relation to the filmic world by the

directorrs disturbing refusal to distance us from the
---- -L- ----- I -.L ¡ -. t -- -.--- - -- - l --L
l_rIf_rL.._-r-{-{r_rIII:.L-"ï !It;j,ttttr L_r(_rtItL--uI-vIrj\,/, r*ulttttttrJtL.tLUt:, (_1It tr(_}I,lIltjJ'ì,I -",

film have seen it as his subversive attempt to provoke ollr self-

a\{areness of our voyeuristic desire by having us participate in

and contemplate the surreptitious looking of the protagonist,

Trelkovsky. However, I cannot help but feel that in his

my*terious ntadness Trelkovsky is finally hlameless and that vË

are prevented fro¡n assigning him the guilt of the voyeurt or

claining any such guilt as our ov/n. As r¡ell , Tyelkovsky's desire

does not seem to be that of Lhe voyeur. which is engaged uty, or

d irected tovard, anyone as a sexual ob j ect. The \,¡oman' s body

accordingly, is not the locus of scopophilic pleasure for the

vier,¡er or the protagonist. Instead of assuring us of our place

in front of a vorld possessable by our sight, Lhe invisible

presence of the woman in fact reminds us of the untenabl-e place

vhich r¡¡Ë ocruÞy. Fùr the mysterious suffering oÈ this.lbsent

(deceased ) l¡onìan keeps us continually mindf u1 of a realm of

unseen meaning outside the one vhich we are given visual access

to by the camerä, This extra dimension of experience is not



ñrlr-'rrt-r.lif Ëil f irr hg tlir¡r- ie¡ ¡t Ë?Ër-r,f-l'.-ct,l-v;rl- ¡rl,-=.c:*äi*nt ¡il,-1. 5*ä.-1*r

lderrt lf icatir:'n, A*=r sur:lr, Tlie Tcn,=,ät ctfectivciy clial1-engrs

traditional theoryrs idea that the l-ook, (of the camera and the

interconnecting looks of the characters)¿ is that by vhich we are

helcl "in a coherence of meaning and vision" (De Lauretis Alice

Doesn't i-38 ) .

DavÍd Lynch's Blue Velvet is a film which also undermines our

sense of being decisively and comfortably placed in the visuaL

structure of supposedly inherent meaning that is provided by the

cinematic system of the look. Though v/e initially f eel- that !/e

occupy the privileged place of the spectator, we are

nevertheless at poirrts Ieft sudrlenly vithout means of

interpretinE vhat !¡e see, and thereby situating ourselves in the

tiltn. Lytrch has us confront the moral dimension of our seeing,

not by avakening us to the sordid pleasure of looking per sÊ. but

by abandoning us to the s ights of violence and sexual ity rr¡ithout

recourse to a comfortabl-e identification v¡ith morally cÍrcumspect

characters. It seems that in BIue Velvet \{e arÈ awakened to the

need to feel- both an identification with oursel-ves as vatchers.

(as Metz proposed), and with the characters \r/e v¡atch (Metz 9l-
97). For the necessity of our being able to 'tfind ourselvesil in

one of the characters is inextricably connected to our being able

to consider ourselves to be the point of our r,ratching them, that
is to think that r,/e äre the reason that they are there to l¡e

r+atched . 10

Tn chapter three I hope to shov that theories of



perspectÍval centering and gender identification are also

insufficient to explain our investment in the sight of the

trt--lrriãrrrËi Ìrody lrhich¡ ãs in Rear Hirrclor'¡r rlray or nìd1r ¡to¡ be

displayed in such a manner as to reflect the unified identity of

the watcher. The sight of her body may actual-ì-y interrupt the

vier¿errs desii:e f or recognition f rom the f iIm. rather than¿ äs is

usuð11y thought, provide inmediate acknowledgment to the male

spectator of his presence. FinalIy, our complicity in the

ï¡onìän's trrlisenhodintent" rïust I:e recognl=ed in Elue Ve1.¿.: t .r:; irr

Hitchcock's fitm. For if the place of woman is made invisible by

patriarchal cinema, it is al-so made silent by a criticism which

wiIl not arlmit to vulnerability in the face of the film's po\,/er,

and publicly examine the experience of it.



Liii{r,1¡t ü¡_th,1T i¡ir:iLtr_i+¡ .tä ;-,_tieCrl¡t* i¡i }irr d irCi_rr¡. i¡ä t7t-t

.--,...--l-'-.-.--L¡--;L.-Ll.-L.-¡-.-1.-ì--.-L--.Ll.-wr_rtttr:il = Ç.ttt,3L.ryIL.ï L.iI,-r.L. f!rL:Ëril r.-rL:L1L-r,1:i L.it.j L-r¡._)I_!Irjlü (_)I

representing the \À/omdn, and the role of the spectator in this
problemaLic, as I believe Lhese issues are imagined by Hitchcock

iri H*;rr Wi¡idaw (1iJ54 ) " ghÊ r-ernarks rjrFûn =t*ti*tic= f rom thc

Louvre v¡hich confirm that nore people cäme to stare at the empty

space v¡here the Mona Lisa used to hang, bef ore it \,/as stol-en in

i-9i-1, than had ever come to see the v¡ork of art in the twelve

previous years when it had occupied that space.l-1 It has

formerly been commonplace in film criticism to regard the visual

pleasure taken in the fenafe body by the spectator, whose gaze is

,*pÞropriatetl by the gaze of the male protagonist, as a vicarious

means of frpossessÍngt'the \'/oman v¡ho is necessarily figured as a

possessable s ight . 2 l-lovever, I would I ike to suggest that the

protagonist's looking a.t the body of the r¡roman in Rear Window is

not an assured means of knoving. in the sense of possessing,

vhat he sees" but ftây, in fact, be a means of his hol-ding off or

not seeing vrhat he fears knowing. For the v/omanrs body is here

shorøn to be the site of the gap between seeing and knowing, and

nËcËsÉ.3r i 1y ¡:erc* ive.l by tlie pr.rLagonl=t ãs r"rrrknovable .

Accordingly. the idea of the viewers of Mona L,isafs invisible

image being lured by the mystery of unrepresentable presence

aptly suggests the burden of representation that the !/oman Ìrears

iti modern society. and indeed in Hitchcock's f ilm,

Tania Modleskirs study aLso takes as its focus this issue of

representing the !/oman in its discussion of Rear windev, and is



conceived as such. in the vake of ,1 groving nurnbex af critical

¡¡¡orks about narrative fiIm, and narrative in general, that are

c(lrìcerned v¡ith c:hartitrc-J the lray in vhich the female bo.ly is
I'incorporatedt' as irnage" 12 Flo\,¡ever, her argument marks the

start of a hopeful movement alray from the tenrlency to regard the

spectator of film as being placed deterninately by cinema's

equivalent to the perspectival system, which is the classical-

point-of-view technique. This formulaic means of including the

i=rir:Wrt-, IiEr-t:i=.;r_f i 1V 
= 

itr_l;¿ir= tii,= t*ttiAl* r::ti.l.f .1t::tÈI tlË tlre 
= 
iqliL rf f' - - " - - I - - --- - -l

castration. and as the passÍve oi:ject of the mal-e viernrer's" a,nd

the male characterrs coincident, and frequently sarlistic desiring

gaze. Although I will diverge widely from her argument at a

later point, Rear Window seems to R€¿ as it does to Modleski, to

de:.ierve å crltical dis,tinction, frorn the traditÍona1 consensus

thatrrcinema r,¡orks for Oedipusrri-3 and the äccompanyÍng notion of

a viol-ently generated rtdesire of Lhe text r"L4 or the idea¿ ds

Laura Mulvey puts it, that trsadism demands a story.tr l5

Modleski chooses to re-inagine the problern of narrative

film's sadistic hold on the woman by privileging a pre-Oedipal

origin of desire, In this way she is able to open up the

discussion of gender specific narrative roles, and the

opportunities f or the spectatorf s identif ication r,¡ith these,

vhich tra.-1itlon,al H.r11yt+ood f llms have seenrer-1 tr> otf er. As sÌ'le

notes, the preväiling ideas about these roles. f irst proposed in

Laura Mulvey?s influential article. severely limits the place of

the fernale tr'1ev*Ë fo öne of ,3 rlr*sclchistic identÍfic:atÌon v¡itli the

10
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f emale characters, ( Ste11a, Lisa Freemont, and Miss Torso ), r.'hich

seems in ironic juxtaposition to the inpotence of the mafe

protagonist, L,B. Jeffries. who spends the v¡ho1e of the film in

.ì r,rheelchair (Modlesk i 71) .

These rreccentricities" of the vomen in Hitchcock's film can

be more fulIy accounted for, according to Modleski, by seeing the

f emal-e inage not as a ref lection of the male's f ear of

castration per sê¿ but rather as the threat of the enveloping

fetttinine. r,rhich vould challenge his authority and control. making

it necessary for him to regain this po!.ler through I'the most

energetic and rigorousr'r frtTanscendent.tr and I'masculine" kind of

narrativity (Mr>tlleski B3 ) . Patriarchal narrative in general,

and L,B, Jeffries's act of narrativity in particular. (his story

of Ì'ris neighbor, Mrs. Thorwald's, murder and dismemberment) is

seen by ModleskÍ to be designed accordingly so that the

protagonist may re-discover the \domän as fragmented. Because she

might otherwise seem too s(motheringly) present, he must maintain

his ot/n sense of wholeness by relocating <ìifference at the level

of anatomy, and in effect castrating her (Modleski 79).

In her analysis of the film, Modleski does suggest the

possibility of a subjective involvement for the spectator,

uninhibited by a strictly heterosexual gender consciousness, but

proposes that a fearful blurring of gender differences is, in

Ëact, the root c,luse rtf aggres=ion tor*arcls the !{om,1n in t}iese

t_ l-



films (Modleski B ) . ReIucLant to see audience participation in

Rear Windov¡ in any other way than as ä tenuous reversal- of the

trar-litiorral sarlistic/ n,î-qochistic Lrinary, Fjhe LrroÞüses th;i Rij,lr

Winciov¡ opens up a nasochistic position for both male and female

spectator, by its fostering of an emotional i<lentification ¡,'¡ith

Lisa, especially at tLre moment v¡hen she is caught by the

suspected rnurderer in his apartlnent . The exper ience of

witnessing this scene, according to her, allovs the male viewer,

.ì.-e it ,lr:e* L,E, Jetf rl*r";. r,,¡h.r f s f orcer-1 ttl vatch his lover's

suffering, a momentary acknovledgment of his ovn otherwise

f r ighteningly rrf erninineft impotence (Modleslçi B2 ) .

Notl¡ithstanding the fact that this proposal does not seem to

greatly extend the possibilities for revieving the stereotypical

r11*trlhr-ttfotr of i?ù!/er Ì:etveen t-lre Ëe;{es, it also sÊElrts ta llÉ that,

at this particular moment in the film ve do not actually

experience an identif ication v,'ith Lisa in her entrapment. For

this is a situation much farLher removed Èrorn our sight, ancl I

think !¡e are more inclined to identify with Jeffriesn whose

suddenly painful consciousness of his fixed and helpless state of

hiddenness closely mirrors our o\,¡n uncomfortable passivity during

this tense scene. Modleski, it seems, is assuming that \,/e "see

throughtrJeffries somehow. via his gaze, without sharing the

affect of vhat he sees. Whatever his political or psychological

disposition, even the femaLe members of the audience, I suspec't ,

rrrel-ate'r to him consistently. Certainly the detective r¡ork he is

involved itr mu-st F-re.ls vicarior,rsly compellÍrrg for mal-e, c1s it is

't'l



iiur t-,:iti¡.1-¡ rirËcL.1tLlr-i, Tqit,-1t r-üÉ äiur,t ¡-l-ru ¡i,-'tic* ir lh;rt ;rt tiii¡_E

tti*tti*ät Iii= pr:*il:iuii ã.F-i cctif.rcll*r.:i l:Ìi* {,=.=Ë }i¡.r ä*i clr;'.ti{e,1,

nor has our rel-ationship to him in this position, but the pover

structure upon vrhich the look is alvrays assumed to have rested

h,1r' beerr slior'¡rr by Hitchcoc:lq to be ä vËry pr*cãr ior-ls onÊ , Jef f r ies

anil !¿e ðre forced to acknor,rledge the reciprocal nature of seeing

and be ing seen. l-6

It is because Modleski needs a ilìeans of explaining hor,r. in a

male-dominated cinema, the fenrale character could possil>ly be

Ínvested t¡¡ith power of her olln, that she is not tempted by tire

interesting question of how power could be aligned to sympathy,

if that is the right røord to describe our general- admiration

f.or, or our being attuned to, ,r character. This I imagine to be

a response differing at times from moral approbation. For if
Morlleski did entertain such a thought, she might be learl to the

idea that perhaps to surrender oners own ttauthority" in a

sympathetic connection with a character of either gender, ät

anytimen or in fact of the human race or not. or of the animate

world oy. not, (we can think of the emotional pulI for a creature

of animated f ilni). would I:e somet-hing akÍrr to f orf eiting.
r¿ithout conscious deliberation, our objective distance frorn

characters of any sort or shape, and alloving them to occupy us

momentarily. Because she is arguing from the standpoint that

Lrover and authority are the excl-usíve domain of the cinematic

system itself, rather that something bestowed, shifted and

t+ithheld by the spectator as l¡e11, Modleski is saved from

l3



adnitting that v¡e have probably only the most illusive and

compromised means of saying by what proportions character and

audience participate in. or empoÍrer¡ or authorize, one anotherrs

be ing .

Nevertheless, this rneans that she is logicalì_y obl iged to

offer the very ¡rrovocative suggestion that the image of the

f emale ref uses to be ass imi lated or 'r incorporatedf, in

patriarchaJ- narrative, that her aberrant desire is somehov

rFuþ'eä tlirorrgli the äi;,r1* 'lrti=t¿i crr¡-tu¡ ";ag,1iälrt tii.= vliJ-1. o' ;¿¡i,l

rlespite his attempt to speak it t'otherwise I' tor her ( Modlesk i

i-21- ) . It is alnost as if Modleski is ¡rroposing that the f enrale

character in general. as Lisa Freemont miEht seenì to, clerives her

authority from an inherent and essentially feminine creatir¡e

faculty, v¡hich she is somehow able to disguise and put into play

t¡ithout alertirrg her author to her ovrrr seditious designs. (If

this were the case vrhy would q¡e need to \rJorry about sel_f-

representation f or the \doman, and about the !.romants invis ibi I ity

in the cinerna?) fhe result of this thinking seems to be a logic

r,¡hich saves the rhetorical authority of the Oedipal paradigm, and

the integrity of all rsho share this perspective, and the by-

product, it seems. is tkre unv¡arrted (Ìry f eminists ) creation of

some irnmutable essence of femininity, which has been thought of

ã5 beirrg ef f ectively unrËpresent,rl:Ie (De Lauretis 4 ) , It ;{eËms

to me finally that there is a paradoxical danger for the critic

evident in Modl-esk i rs work . For in her iconoclastic enthus iasrn to

shift the grounds of po$/er from the I'artisL as master" to the

14
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Ilecessdry¡ the critic is at+f ully clo=e to tlie rriclcLatr-ir"'i v¡hÍclr

L.B. Jeffries could teach us something about, and that is

accomplished by "discoveringI oners consciousness reified in the

t¡¡rrrld¡ rfr in this case, in art (Modleski L20).L7

I t¡ould like to re-consicler the final scene v¡hich Modleski

cites as being evidence of Lisa's escape from the narcissistic

narrative entrapment rneant f or her, which r¿ouLd see her created

in the image of the ma1e. As Jeffries lies sleeping, his tvo

legs now encased in plaster, Lisa reclines in on a couch nearby

reading v¡hat would appeär to be a book on travel and adventure,

t¡hic:h ve suppÕse shre has taken up in preparcìtiorr for sh.=rir-rg

Jeffries's nomadic lifestyle. After making sure that Jeffries is

not vratching. she picks up a copy of Harperrs Bazaar, vhich

r:lrviously has stronger clairns orr her attention. Moclleski

interprets this shift in Lisafs attention as a reclaiming of her

own rlesire, anrl it might well be. Ilor¿ever , if her rnetamorphosis

and her subversively duplicitous image Ín this final scene is dn

image for us, rather than for Jeffries, r¿hich it certainly is,

since he is unconscious at the time, then the fact that her

completed transf ormat ion into the more 'rmascul ine'r lool< ing and

adventure-minded ïroman is no more than another of Lisa's poses,

is part of an adtfress to üs¿ part of the narrativers discourse,

rather than a mysteriously generated internal resistance to it.

Furthermore, the idea of the womanrs rrincorporationr' ,3s

image, apart from the vaLidity and excelLence of inclividual
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arguments on the subject, seems to me to hold an interesting
contradiction of terms. Though I am in agreement ¡,¡ith Modleski's

.T5=ç:iìiiriËItt {'f JÊtfricËr's æ.t-tentpt to riarrãtivize the !¡c}rlrãnrs }:oily

as a means of re-wr iting or re- ( in ) stating his or¡¡n sub jectivity,

I am more inclined to entphasise the f ilnr's interrded ironic s'tance

towarcl such a project, in anr:l of itself, tov¡arri Jeffries's
procrustean attempt at fitting the body to the story, (the flesh
tnade tøord rather than the r¿ord made f lesh. ) Hitchcock creates

thÍs entphasis orr the proiagotii=t'= cletectír'c work I:y presentiäg

the process of the narrative as a search for the bodlz that l¿i11

verify Jeffriesrs too hastily preconceived story of its absence¡

prior to establishing the fact of its absence: Even Jeffries anrl

Lisa question. if not too thoroughly, their need to prove that

the nìur{lËr has taken ¡rlar-:e when fncecl \,Ilth *r:}:sta.rrtial e'¡itleirce

to the contrary. Thre logico t,¡hich even they suspect Ís at worlc

here, is oile of conf irming the absence of the woman as evidence

of the manrs self-affirnring thesis of her absence"

This is a situation in Rear Windo¡¡¡ vhich has,l fli¡r side, antl

it nay be described in the words of Gubar¿ ðsrrthe deflection of

female creativity from the production of art to the creation of

the body'r (Gubar B0). Hence the duplicity, or seemÍng duplicity

of the \romån?s creative expression, which Gubar säys has been

vritten about as though there has previously been little

distinction between the womanrs art and her body (Gubar 81).

Hitchcock asks us to conternplate such a confusion by

chorÈÐgrã!rl:ing f'lis= Tor:jr: 's ntovente¡tts rj(l tÌrat I¡te nt,ay troL eas i 1y
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äIso remember Lisa confiding to Jeffries her wish to be

"creative.rr Her confession is made in the most casually elegant

nì'ãllrrËr. siLlohËír over her sh(-rul,ler to hitn. frotn r¡¡here she has

ertfully composecl hersel-f in front of his v¿indc-:w. It is as

tlrough she could not possibly be serious, (hor+ could desire be

spoken v¡ith so 1ittle evidence of itself?); it is too much to

believe that she had ever felt any need to be other than exactly

r+hat she had r+orked very hard to be at this monent, Hitchcock's

narrative features the voman created rather than creating,

entering the fantasy of the other, as a parody of "the sharing of

fantasyrrrequired in the sharing of a point of viev (Cave11. The

World Vietøed 55). So in the fina] scene once again the camera

seems to contrast the fracJnented body of Jeffries with what rnight

be thought of as Lisars narcissistically ref lected r'\,Jholeness, "

as it travels the length of Jeffriesrs broken legs and then

immediately afterr¡ard moves its eye overbhe t,isa's l-egs. ãs she

recl-ines seductively and rather snugly in her masculine garb in

the clrair nÊâTh-ry, Hot/ÊvÊr¡ vLrat ve ðrË also p1.+inly giveir to

understand from thistrtr,linning" of their images is their
rrdif f erencerrr the misalignment of their respective fantasies

about the f uture 1i f e which \,re ässume Lhey wi 11 share . For she

obviously regards herself äs being in Jeffries's life in the

capacity of tta tourist on än endless vacationrrr while he, as

all his previous comments make cfear, thinks of his stey in her

L1



1ife as d forced and unforseen stopover on the ruay back to his
rrreal tt I i fe .

This scenÈ al-=o shor+s Li5ã to l-¡e rrot only "e J:¡Ê.iLltifr-il

"spectacle, " antf a narcissistic reÌlection of v¡holeness tor

Jeffries, but as Jeffries is also, she is a vatcher in the guise

of an active participant in life. In fact, both she and

Jeffries, I v¡ouId suggest, are Þoseurs, fictionalÍzing their

presence to one another, and to the v¡orld, most clearly vhen they

pl-ar¡ tiie detectLv* Ërlc1 ÌrÍ= qirl frid,r.',¡" L,r-rt -p.olnetlilnÈ'úf thi=E _ -'J

attitude is noticeable also in the superficiaÌ language v¡j.th

which they speak to one another. This is the ilready-maderl

language of the movies, and rather hard to rlefine, since it has

the ill-usive quality of seeming not to originate i+ith them, but

yÊL to L'e Lrr=rfe(rtly gertnaite ltr LheIr artiticial nrfli*r.:.. (t{h,: i;:

bo say just vhere their self-consciousness begins and ends?) The

terminology of the stage and screen røhich they use as well is

easier to define: ( rrJt I s opening night of the last depressing

week of L. B. Jeffrj-es in a cast.") Both Lisa and JeÈfries

relinquish the burden of authority, ( or the rrburclen of creationrr

as CavelI calIs it i-B), by refusing to give up their spectator's

seats vhich keep them separate from experience. In his

professional life, Jeffries does seem passionate about wanting

to l:e involved. to be i¡-i motion. ("f cån take pictrrres f l:om ,=

reep t oy a r^¡ater buf f a16rr)r to spontaneously brave the harsh

challenge of i¿hatever natural environment he happens to be in.

He also prides himself on his intuitive skills for kee¡ring Òn(l
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in even the smallest detail in his personal life, (nostalgia is

attached even to his cigarette case), like a frenetic attempt to

g,rt closer io *otttethitrg that feels Iike rrìr.-iving vrith the iem¡;ore1

f lux of life. This I bel-ieve Ís a thematic corollary to Lisa's

quest to appear to be "up to date'r on the latest fashion trend.

It is Jef friesr rel-uctance tor+ard any change in his private 1Íf e.

preferring especially that the rrstatus Çno¿" be maintained in

his rel-ationship with Lisa, and Lisars prof essional habit to

promote the value of chancJe, that explains r'rhy they cannot move

together in the environ¡nent of a shared perspective " For L,isa

threatens to minirnize the importance of such changes for

Jeffries. to expose them as supËrficial sr-rrface charrges, of

scenery anrl clr:thing, thereby effectively challenging their value

to hin as a means of achieving a sense of presentness to the

world. It is because he fears change so much that he r,¡iIl only

undergo geographical variety, L,isa rightly guesses the

exclusive nature of his occupation, though she is perhaps

ignorant of the extent to which he vould shut out unmediated

emot ional exper ience, when she charges him v¡ith prof ess ional

snobbery. One might suspect at first that this is an accusation

v¡hich he might level at her; however. though it is harder to see,

perhaps because it is so cl-everly disguised as masculinity, on a

secon<f l-ool< his pridefully assumerl un-sophisticated mien irecornes

apparent. tater he vil-l def ensively retaliate, and they r+ill
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compromise on difference in bad faith. he by reifying and

valrrr iztng the orrlinary secrets of f emininity, and she by

--l-.-l¡---. 1-¡-. -J---.-!.-------. ...--.-,--1.:.-- ¡----rluUfiL. IilT itl"ä '3LiVËIlL-LlIOLiÍ ltldSL:UIlilf !iOSE clEl ileï {}\,¡11 "

It is here that Modleski's thesis concerning the female

itnage ãs a deep and unrecognizable aspect of the rnale creator has

im¡rortant implications f.or HÍtchcock's f iIm. Because even though

Lhe image of Lisa in the concluding scene of the film is part of

an ironic aridress tr> us, and therefore a conscious, expression of

Hitchrcock, the mal-e artist,/ director, oh the Ievel of the

narrative she is an unconscious or disavowed "creationrrof the

protagonist in the sense that she has quietly conformed to his

image of dn ideal mate. To this extent Lisars changing

appearance, and her gradual self-effacement. is another symptom

ot Jef f ries's loss of "partici¡>ation" in the røorld , öi his naking

of Lisa an idol of his consciousness by refusing to acknovrledge

the extent to vhich his consciousness finds itself mirrored in

the Ìr¡uTlcl, Õr in the other , I åm rls ing the terln "partici¡:atÍon"
.ãs Barfielr:1 tfoes to refer to the recognition thatttthere sta¡rrfs

behind the phenomena, and on thq oÈher Ei_öe o:i them frgnr me ä

represented which is of the s,lme nature as the perce iving

self inasmuch as it is not mechanical or accidental, but psychic

anrl voluntaryr' (Barf ield 42) . Hitchcocl< rnakes Jef f riests

idol-atrous perception unmistakably clear, while simultaneously

demonstrating our conplicity in this kind of activity, i:y

organizing the fantastic space of the mise*en-scene so that \,/e

antotttatically read the various images of events in the courtyard
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!/orld of shades, becoming a phantom herself . Lt. Doylets first

image of hêr, in fact, is as a shadoi,¡ on Jeffriesrs ceiJ_ing. fle

ËrlÈÉ her reÍlectir;n rli'r the night that Llsa stays vith JeJ:fries.

having by that time coüuritted herself totally to Jeffries's vier+

of the murder. Ä,t one point, r+hen she vaguely understands the

vested intellectual interests tliat she and Jeffries have Ín the

tnurder, and conceives ot a possible connectedness to the hr:man

tragedy outside their desire to take some credit for predicting

it, and just briefly remembers the emptÍness created by the

leaving of griefo she herself thrinks of them as havÍng become

rrtl/o of the most fricahtening ghouls." It is in this context of

L isa rs cl isenbod iment that I voul-d 1Íke to suggest that rde see

Jef f ries's looking at the borly oÊ the Ìdoman as a probtem of

looking for the body of the ldoman¡ ox more accurately, because of

its dual anrf pararloxical sense of re locat ing and of obscur ing

f rom s ight, of "re-cover ing" the body of the \,/oman 
"

In this I am seeing the thematic connection between the tvro

gellres of the filnto the murder trrystery ancì tLre rornance,/cornedi¡.

For, in the mystery story, the protagonist L.B. Jeffries tries

to locate the missing body of his neighbor Mrs. Thorwald,

aIi-egedly murrlered by her husband, the travelling salesman. Mr.

Thorvald is suspected by Jeffries of having disneml-iered his wife

in an effort to make her body transportable, and to therel:y hitte

her incriminati.ng. te11-tale Lrody from viei,r, to, as it t,¡ere,

2I



prevent her f rom mak ing his presence known to the r¿orl-d .

Thrlrwalrlrs project rnight then Ìre seen as a bhematic paräl-leI i:o

the dilemrna l¡hich Jeffries fac:es in liis perso¡jal_ 1ife., ê.nd that

is hov¡ to accommorlate his girì-friend Lisa t ()T not, in his Iife,

and in his professional travels as a photographer. Of signif-

icance to their comparable situation is the fact that both men

are invoLved in 'tsaving the appearances I' of !¡omen. Thori¡ald is a

costume jewelry salesman, and Jeffries is ä photographer, who

-. -... - !;.-- - -. --1- -I - -,-----t- -.r,ü!ütL1iìir-' Ftiut.l¡-jT.l.'Llhr,WúäiÈä. fr3,Vr=:iUritiir.rj tftläi ËËELäT't,flc

magazine covers in the opening shots. Though Thorvaldts crirne

against the body of the \¡¡oman has treen paralleled to Jef f rÍes's
f'Ëadistictt voyeurism lteforerl9 I would Ìike to suggest further

to this idea that Jeffriests looking, at Lisa especially, is not

only a see ing that v¡oulri f ragment her into f et ishized component

pãrts, vhich is vhat the parðlIe1 vith Miss Torso's image Ìras

been thought to suggesL, but that motivating hj-s vision of lloman

is ä desire to save her appeärance of 'run-knor¡¡abiliby.', This is

,r need which results in a splitting rtf her being into an image

and an identity, an image, which narcissistically reflects his

seIf, and coincidentalJ-y blinds his perception of her as an

express ive body, d be ing vho might clecLare his "knovnnes-Ë " to the

vorld.20

Tcr begin with. Jef f r ies 's look ing at the body of the \+orÌìÊnr

as I Ì:el-ieve the film presents iL, seems not so much to be a

question of r*rhether or not he objectifies the r,¡oman for his olJn

en joyntent. Nor does it seetn to rlepend upon the iilea of his

L¿
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of coLlrse this is not t-o :lLtiJgqist th;tt the i=;rr-re ilt liis 1o,:i.; iäg ;rt-

her is not central to the film. I-{owever, neither does it seem

immediately contingent uponthe question of v¡hich of the sexes

has the po!/er rlf the gaz,e. Though I r+oulcl nÐt hes itate trl

suggesi that this po\,/er is allrays a (suspiciously) mal-e

prerogative in Rear Winrlow, r,+hether the \¡¡ornan is seen to be

looking r+hen he is not ÌookÍng or not (Modleshi B5 ) . Even Lisa

at her nost animate and authoritative always ends up on the other

end of Jeffriesrs or Hitchcockrs canera lens. Rather. the

problem seems to be one of Jeffries looking at the r,roman an(l not

seeing her; it turns uÞon his acknowledgÍng Lisa or not. and

subsequently upon the necessity of her transformation into

someone else, The issue of hov arrd why the bocìy of the \,¡onìdn

needs to transform, vhy she needs to "suffer creation by the

manrris an issue that Stanley CaveÌ1 explores in rel-ation to the

genre of f iIm he cal-ls I'the remarriage comerly.rt In his article,

"Ltgly Dnc:kliirg¡ Funny Butterf 1y: Eette Davís and Nor/. r/o]'ager. "

Cavell refers to the thematic prevalence of atrmisrecognitiontrof

the other it't this ger¡re, vhicLr I believe is also a theme central-

to Rear Window.2l For, it seems to me that løith Jef f ries's

apprehension about Lisa, the issue of point of viet¡, and the

engendered ga.ze is subsurned by the m()re gener,ll problem of

Jef f r ies 's v¡ish to cleny the Otlrer ancl the need f or Lisa to

suf f er trcreation'r ät his hands¡ or in his eyes. Hitchc:ock

ceriters his exploration of tlris problem around the issue of

23



marriage and Jeffriesrs, (I v¡i]l use Stanley Cavelf's term),
rf skepLicalrr attitude toward this possibility of union.22
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Jeffries perpetuates during the course of the film as one vhich

can ]:e described by neans of Cavell-'s ideas about the ordinary

and about skepticism. For Jeffries appeärs to have the

skeptical intent of repudiating the ordinary r.¡orld. vrhich is

according to Timothy Gould, the r,øorId of domesticity, the I'du11

ruLr.ud" tliat Elake spolle r-rf, Õr tÌ¡e'oveight c'f curitonì" tFlæt

Wr>rdsuorth mentions¿ or r'¡hat Jeffries himself calls "this srllamp

of boredom.rr23 Goul-d, in summarizing these concepts as they are

meaningfuì- for CavelI, säys that the rçillingness to repudiate the

ordinary ternporal world of the domestíc and the everyday, rt.

l-= Êt- riticE Llie rriÇ-*.t r-:ilittnr-r¡i aTtd the mr-¡Ët intell*ctr-r¡.] (,-¡r

intellectualized ) f orm of the r,¡ish to repudiate the r¿crld ãs

suchr' (GouId LZL). I would lilce to suggest, that, simÍ1arly,

Jef f rie-qrs ref usäl tr c1¡rim Lisa is Ëeen hy tlitchcr-¡ck to b*. i¡r ð

more generðI anrl ¡rrofouncl ireltser,l skeptical denial of the

presence of the other.

Skepticism, vhich Cavel-1 sêys, is the enerny of marriage, is

according trl Got-rld, often viewed as a kintl of success, or as the

result of intel]ectual progress (Gould 121). This is exactly the

Iogic of which Jeffries is disabused by Stella when he tries to

defray her suggestion to marry:

Stella: Irm not an educated \,,romal)
te11 yur,1 üirË thing, I.Ii-rt:li L-!Ë(¡Fl-e
other, they oughtra come together
t-¿1TiË Õf Eru;1d!¿,1yr rtrrt *it- .irùLr.iiii

Mr. Jeffries, but I can
- - -.1- - Lt_ - -- a I 1_ -5tiË ËtiL: il L, LIIËl. ¡ 11i'rC f ciUIl

...wham! Like a couple of
_ -_ _a _ -_ _ ì ___ _,_1Jii_l i, rl'1 I "/'.'ìf1 .1,f,L:Il l_1 l_-Ii|! r

""-'-J -'
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t--LLt-l-]Ë L.V/r_r )_-, 1_lrç!lttËftï l_i! ¡-1- J_1r_1 L.L. rtí,
J*ifrie=; ThcTr'l.;{il iätclJ-igcät- rti-r-}¡ t-u i+.-r-rtil:,.1,1t:}i äi;rIr-1,1!t-",
SteIla: Intelligetrce ! Nothitrg has caused the lruman räce so
much troubl-e as intelligence.

Another \¡/ay of understand ing the f r iendly conf rontat ion between

5tel1.r '=ilcl .l*ÈtrL**s 1-r. ta 5r=e tliat lie lia= thre =lt*¡-'tic:al- intcät ui

refuting the expressiveness of the body of the other (Cavel1,

t'The 1.{elodrama of the Urrknor,¡n T{oman" 34 ) . It is Jef f ries's
sheptlcisutn that does not a1lov¡ hinr to trust what Stella is

certain of, and that is the irnmedia.te truth of the body's

expressiveness: ("Lisa's loaded to her fingertips with love for
you. Irve gÐt tvo r,¡ords of advice f or you--marry her. " ) The

insurance company nurse proves her talent for 'tfortune-te11ing"
when she relates her story about predicting the stock rnarket

crash ]ry lor:king at anr-1 "re.lrfing" the borly of the director of

General Motors. ('rWhen General Motors has to go to the bathroo¡n

l-en times a day, the røho1e country is rearly to let l-oose.tt)

Conversely. \¡Je notlce that it is, in f act. the \,JorÌìån's

disembodied cry that twice opens up the possibility of a fissure
or absence in the self-reflexive worl-d in front of r.¡hich, and

ot-ltside Ðf vhich. J.lffries ¡>ositlons hirnself, ä fissure vliich

al-so makes his recovery of this vorl_d as a totality possible.

To return then to the Jeffriests narrative act. it seems to

ne that it is ðn activity that is not dependent upon his
perceiving the womanrs body decisively either as bearing the

threat of castration. or the equally threatening lack of

castration, but upÕrl the facL of Ìris necessarily sitr:ating
himself in a studied relation to this double threat, taking up a
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philosophical posi'tion of skepticism, in Cavell-'s terms, tor+ards

the "ordinaryil mundane r¿¡orld of domesticity and marriage. The

passdge f rotn Cavel-1's essay ori Ophuls's Letter to an Llnknor'¡rr

Woman which rfescribes the closing scene of this film, could just

as easily be referring to Jeffries's attempt to t¡ard of the

possibility of the world being known, which would then mean the

poss ibi l ity of his or,/n presence be ing known by the i¿orl-d

marching on outside the rfomain of his consciousness¿ and/

t,li*r-* f ¡r-* . tlic FuF-'rlbí 11ty of h1=r úvir clr;tlr, tlli ,=tt*rt¡it riiuivir La

be hopelessly inadequate during Thorr,¡aId's attacl<. In this scene

Jeffries tries to blind Thorl¡ald r,",ith flashes from his canìera¡ a

rnethod of defense which requires him to shielrl his o\ün eyes r,,¡ith

his hands. CavelL describes the protagonist's final gesture in

Ophulsrs film which seems to me to ]re the sane gesture vhich

Jeffries makes during the clirnatic moment vrhen Thorvald demands

that Jeffries acknowledge his presence and the existence of t'a

secret private world out therer'r as Doyle cal-1s it, a realm t'of

sp'rce ,3nc1 t inìe, rr .åË Barthes sðys | "r+here I o¡re i s ] not an

image.rr24 FIere is Cavell on the f inal- monents of Ophuls's f ilm:

And I think I¡/e can say that vhen the man covers his eyes-an
ambiguous gesture, betveen avoiding the horror of
knt:r,ring the existerrc:e of others and avoirling the horror of
not lcnowing it, betr,¡een avoÍding the threat of castration
that makes the knowledge äccessible and avoiding the threat
of outcastness should tFrat threat f a i 1- he is in tlrat
gesture I covering his eyes ] both varding off his seeing
something and warding off at the sðne tine his beirig seeing
]ry something. his oÍrn existence lteing known (CaveI1,
rf The Melodrama of the Unknor+n Woman" 40 ) .

I thittk it telling in this respect tI-r.:t both Uoclleski and

Rt-tth Perlntutter dgrÈe tkiat Jef f ries's reasclll 'rf or resisting
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Modleski, finds this implausible excuse ä means for Hitchcock to
induce frustration in the reader and the consequent desire for

th*ir ltnion. I agree ln=of ar as it seens that \./e are placed irr a

position of wanting ()ur expectations for a romantic union

f ulf i11ed. Ho\lever¿ it is more iriteresting to ne that Jef f ries
talks about Lisars inappropriateness tor hin in terms of

excessiveness: ( "she's ioo talentedn too beaut,iful. too

sophisticated, too everything but what I r,¡ant.tr) This invites
the suggestion that Jeffries r+ouId like to put off naming his

rlesire so that he tnight be certai.n of its object, because he does

not vant to experience the vagaries and disappointments of

.les ire in the vorld, And this is just the rtruestion that Thorwalil

will not let Jeffries put off any longer vhen he confronts the

photographer behind the screen of his fantasies and asks him,

'rr¿hat is it that you want?rr

The irony of Jef f riesrs search f or r:1if f eretlce¿ ,3s T

mentioned previously, is that it ends, to his satisfaction, i-¡ith

him valorizing the obviously reified äppearance of difference.
Yet it is from his skeptical positÍon in front of his rear r¿indolu

v¡orld v¡ith itsaccessible and knowable yet distant scenes of

ordinðry life that Jeffries necessarily disavoi¿s the presence of

Lisa who ftäy¿ he fears, prove finally to be just an "appearancer'r

as opposed to än rrappearing, " to put the prolrlem in sartre's
terms.25 This is accorrlingly the very argument that Jef f rie,s
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uses,lgainst m,lrriage to Lisa, that she is essentially

"shdl1olr,tt änd interested irr lif e only as " . a new clressT

thc LrLest scan,leI, arr.l a Iolister rlirlrler. Jef f ries.

therefore, paradoxically locates difference in ihe veil or in the

clothing arrcf jewelry of thre \,/oman, that r¿hich covers her Ìrorly anri

could yet be stripped a\,/ay to reveal, and allow recovery of. her

presence. Peter Brooks comes to a similar conclusion about the

representation of the voman's body after studying pictorial and

ä'lrrat ivc r*LlrÈ5Ètrttrt lr-.it1--. tif tlic nu(lri iit the tiltieteeirth centr-rry.

in vhich, he says. il. unveiling ultimately encourrters a

veil, vrhich is here the ultimate veit: the woman's sex as

unkno¡øabl-e and unrepresentable . .u26 Again, Brooks notes

that r'. the female sex Iis found] to be itself à veil,
perhaps from the anxÍety that its final unveiling l¡ould reveal

there is nothing to unveir ." ( Brooks 29). Hitchcock seems

to present an ironic look at the question of difference that
occnpiecì Lacan. iiteptren Heath. in his article "Dif Ëerence, "

renarks that somevhere f or Lacan, the ï'oman is alr+ays the e xcr.ct

image of herself contained,fs she is, on the Gotl face of the

Other, infinitely unknor¿abl-e, knovrable only as the different,
visibly, certainly that if that image fai1s, there is
nothing left but the threat of castration.2T

Hitchcock de¡ricts Jef f r ies indulging in l¡hat I have cal ted

an rridolatrousrrperception of Lisa, insofar as he is seen to be

making ä distinction between Lisa and her clothing, and thereby

.+f f e¡:ti ä¡ .:r *.nlit l-ret-i*eçti lier L1r_r[iËar;aIlcË ;iilÈ] ]r*r ícl*ntity,
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World Viewed 45). Jeffries exhibits this perceptual tendency

r.¡hen he asks Lisa, at the moment of her first appearing, if she

i¡ tttlie 
-1,1niÉ Lisa Frreläont- vþia rrËvei \{eãl:Ei the 5,1mtr cl.tes:; tvlit:--, "

His r.¡orcls. later, recaII Stella's predictio¡r about the

stockmarket crash, and her implicÍt varning about separating the

borly fron its ,?ppeäränce v¡hen he tells Lisa that "they oughta

list Iher] dress on the stock exchange." Jeffriesrs idolatry as

Hitchcock presents it is surnmed up neatly by Barfield, vrho says

that before the scientific revolution'rthe r,¡orl-d \,¡as more like ð

garment Trren \dore abor-rt them than a stage on which they mrfved'l

(Barfield 94). Coincidentally, Sandra Gilbert notes that fashion

is a prorluct of the industrial revolution and made its emergence

in art as ä metaphor of the self (as mask or expressÍon) only in
modern times.28 Jeffries sees Lisafs clothing in tight of v¡hat

for Gilbert is ð typically mascr-r11ne sen-cÉ of "the theatric.:l-

nature of clothing itself": "the heart's truth which stands apart

from false costumes" (Gilbert 194) " He is therefore adamanL that

Lisa catrtrot change Ìrer nature and Ìre able to conle r.¡ith him {rn lii:;

travels simply by changing her apparel. Lisa¡ oh the othei: hand,

seems to exhibit the feminine understancling of fashion äs

"creatirrg identity" that may be changed at rr¡i11 (Gilbert l_93 ) .

Hovever. vith Jeffries's refusal to see the possibility of her

transformation, she begins to not knov herselÈ either: ("r gçÊ:15

T'm not the girl r thought r ¡¿¡as.") The filrn is thereafter a
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steà(1y process of sptitting her being betveen än outer and inner,

" " the problem of unknor,¡ness Ibeing] one of splitting the

iltliÉr ¡ ,:-3. b*ii¡rr=ti (-rr-tLï i':1rl .lTicl iir= icl*. I or ] ]retl+ecn ¡rerce¡:t i oir anrl

imaginationrr (Cavell. rrThe Melodrama of the Unknov¡n Womantt 22).

By the end of the film, then, Lisa is no longer announcing

herself but being announced by the song, røhich has been

developing simultaneously during her re-creation as än idol of

Jeffriesr consciousness (Modleski B4 ).

TIiË iri'?.äärir iii vliicli þliËr Tr¡r--.ç'Ë itti;q* ir Lrr È;rÈiit*rL ii1'

Hitchcock suggests the problems and possibilities of Jeffries's

idolatrous reLationship r¡ith the Other, anrl indicates the

chal-lenge to his imagination which the image of the t/oman poses.

Accordingly, our distant and truncaLed view of her is all the

ftLlre s,eclttctive bcc:,1rr=rr--rTl 5{¡TriË L*ue} vr I':ti¡r,.¡ tli+.i tilri i¡ ¡-'1,=u*d

there iry Hitchcock for us and Jeffries to vatch. 29 When I say

her image is seductive, r do not mean to suggest exactly that her

rrroutinerrperformänces invite us to share ä voyeuristic tantasy

t+ith Jeffries. but ratt¡er that it is corrpelling in the sense that

it opens up that dangerous and delightful gäp between the fantasy

of a v¡orld f uIly present r,¿ith its promise of a n'unif ied ego¡ " and

the real world where this imacJe is a made, and mediated

exchange. Miss Torso's image is seductive. interestingfy, and

ironically, because it a1].>vs us Lo ackiro,uledge the filmic r¡orld

as a f antasy, and at tLre same tinte, it addresse$ us as pr ivi legecl

viewers of this dream or fantasy r,rhich is being presented to

tt-s.,3Û Ci:.r¡l*= Af f rçli ha:' notice,L tl'ris -=rirnilar ef ier:t in tir.:
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Paradoxicalì-y, in terrns of ¡,¡hat is thought to be cinemats

voyeuristic basis of address, Miss Torsors presencÊ¡ or rather

Tluii-prË:iËIlËft, c;r11* r*ttr:ntion to tlie fllmic vorld ãs fictiorralo

and yet, as it does so, it does not disrr.r¡rt our vier+ing, but

rather places us securel-y in front of this reafm, r,rhictr is not so

mtrch exposed as being unreal, as it is t>ffered by the filmmaker

as a shared farrtasy vittr the spectator, She is the f ocus of ä

united conmunity of audience, male character, an<f cåmera, af] of

r+hom bear, rather more eas i ly than not, the burden of voyerrr ístic

com¡rlicity. Her fragmented presence, then, ässures the spectator

of tliis filntic world of r+holeness, but not in the r¿orl-d as

Tnagitrary. as l{etz suggests, }rrrt rather as recoLJniz.:}rIy f ani-astic

( Metz, "A Note on Tv¡o Kinds of VoyeurisnìrrThe Irnaginary

Signif ier B9-98).

Miss Torsorg apLreardrrce is arl indication of the f antasy

machine of cinema at \,/rlrk, câ11in.¡ ull the camerars presence ¿

even as it summons up hers, revealing and honoring the image-

maker and confirrning the place of the audience as much as she is

presenting herself, Tn this sense she rnaintains the border place

between fantasy and reality; she holds the 'rfantasmatic body" of

the film together, and to the extent that she does so her ovn

presence as a rrreäItr person, r,lith whtlm r'¡e 1¡ir¡ht identi fy (lr

syntpathÍze, disappears.32 In this senËe Lrur relati¡nsl¡iu tu li*r
is analogoìls to Jeffriesrs relationshi¡r vith Lisa, lIe are
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theretore uniterl in her absence, and rio not in any sense

rridentify" v¡ith her" In fact, oLlr position regarding her, I v¡or.rld

JÊy, cot-rlr-l ea;¡ i ly ire thought ol as skeptical . It seerns to Ìre

cinemars way vith v/omen¡ ês Cavell has suggested. FIe compares

the blanket. strung l ike a curtain betv¡ee¡r CIark Gable ,lrrr-l

Claudette Coli:ert Ín the ir hotel- roorn to the c;inema :

In It Happened One Niqht the famous blanket that
conc:eals the v¡onan arrd thereby rnagnifies her
metaphysical presence dramatizes the problem of
unknowness as one of splitting the other as between
rrì_tty. ir:1e iu ärl iä= i,1,: t =ã.T ]ictveeii F+rr_:tLlt lr'Ìi and
imagination, and since the blanket Ís ä figure for a
f i l-m screen , f L Lm as such is opened up in the sp} it .

tl-.r..-: I ll I ìIl-J{JHFi -

The canerd in Rear Windov does not bring Miss Torsots

presence to our attention; instead it verifies our sense of

place, In f act, 'vrltett we clo f irrally get ã close-up of l.{issr Tür=r-r,

as the camera tnoves apart from Jeffriesrs point-of-view at the

windor¡ to maintain an autonomous position in the courtyard, \,/e do

trot recognize her. Her identity is not assrlre<1 by the close-up,

for it is too rnuch unl-ike the distant image of her that \,/e have

rrknolr¡n.rr This seetns to me ,1n ingenious i./ay f or Hitchcock to shor,r

L¡ot¿ the camera, arrd c i nema. makes tlre rdoman d i sap¡iear . and f or

him to pardllel the photographer protagonistrs attempt to not see

Lisa, to make her disappear, r¿ith Thorwald's similar 'tsleight of

hand. fl

EarIier, before Jeffries is ar,¡akened to the world and the

camera is freely surveying Jeffries's apartment, it stops on the

f ranted negative of a womãn I s f ace, f ramed. it seenìs¡ ðs cf tropkry

ay. menrento ot the pr.rf ess ional a.-:comljl ishrnent of t]re
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r{i¡-ítrtnb1,ãTlcc it preteäcit to rËLrrË*errt. }:rr:rt }i.-.9 =ir;täg=J-y
benighted. Beside the negative ima(Je are copies of the magazine

vhich f eature the 'npositÍve" inrage of this \,/Ðnì.ìn on the cÕ\'rr,

her Iikerress clr-t¡:licaten In,lny times r-¡vËr, ,ãilrl lty ttris: rËiJËorlr-ictir-¡ii

cf apÞëard.rlËÈs. attest it-tg to the photographer ' s prof ess i orr¡il-

success. The woman's presence is again displaced by the value of

her inraEe ds ã rTrirr:or of the photograpirer's self -esteem arrcl

identity in the prof ess iona] vorId. This is the thernatic

corollary of Jef f ries's involvement in his r,¡orld, and r¿ith Lisa"

anrl the nature of the af f ect of I{itchcock's self -conscious

treat-ment of the l/orTìdn.

To reiterate, it seems to me that Jeffries's chosen

profession, his photograÞhy, is the technical knovledge løith

lr¡hich he denies the ordinary or the domestÍc. His search to

capture thertdramatically differentrf moment is ê failed attempt

to hold of f the on-rushing r+o::1d " ( It f ails niost dramatically

during the catastrophic auto race, riuring r,¡hich his teg is

broken. and later when Thorwald attacl<s him. ) Stellars

ntaintainitrg thaL a couple ot-tght Lo come togetlier like "e cori¡rIe

of taxis olt Broadvay" recalls the accidental collision of sul:ject

and object during the auto accident, and her metaphor suggests

the danEer Jeffries conceives of in such a meeting. Jeffries

refers, interestingly, to the possil:ility of either he ay Lisa

being able to f ind a place f or thernsel-ves in the otherrs vorld as

rnal<ing I'a hitrt or not.
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The photography tøhich is Jeffriesrs means of securing his

professional identi'Ly. and his medium of expression, is

syi*pf.triti*.tic (rf ;1 liÍii,l tlf ttfailr-tre rlf voicÈ¡rI ,1 ItÈ11n5 of

expression r,¡hich only seems to narcissistically reflect the

integrity of the self, but finally comes back to the self as a

haunting mechanical echo¡ reminding one instead of the temporal

worl-d outs irle of consc iousness ( Gould L2L) . Hence the annoying

voice of the radio ðnnouncer (the first "hunìan" voice heard in

tlie iil-äi- ,1 t"uic-:ri itiricli'f-Iiic,=l-1y iti*.1i;:-Lerl ) iirf.e¡r-i.rLrt,Ì tlic riìr-r=iciçr.rr

durÍng his morning shave vj.th a qnery: " Men. are you GVer

f orty. . . tired¿ rr-ln-dor¡n. . ? ) This male artist v¡i1l create the

vehicl-e f or tLre voice, the song, vrhich vi 11 nane the \,Joman, and

in so doing re-name himself, re-establish his public identity a=

sollg v¡riter and secure him nraterial success. Similarly, it is rrìy

contetrtiotr tltat it Ìrecotues Lisa's br-rrden to re-present the røorld

of Imaginary r,¡holeness for JeffrÍ.es, to secure his sense of

immutable identity. Yet Lisa, moving over into his self-

reflexive farrtasy vorld vith the j.ntention of verifying the

integrity of Jef.f.ries f s perspective, ironically, becomes the

mear¡s of deflecting the glance of the other back at Jeffries, arrd

making his presence known to a world that sudrlenly becomes

dangerously present.

Something that is not often corrsidered about Rear Hinclow

and indeed is difficult to respond to in any psychoanalytic

reading, (premised as it is likely to be on the metaphor of tkre

tilnt as urirror ) ¿ or in any reading that ,sÊes Jef f ries's
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1ir¡es in and i¡-rterprets is patently differenL from thertlargei--

than-1if e-v¡orld of most f iLmsr' (Modlesk i 79). Its f antastic

sL,atns i:; in;jolitË rue,ãsurÊr anr-l at v,srior-ts times. âÐ address Lo

the vier¿er, fantastic for us, not just fantas'bic, and not for the

characters. At these points of hearing ourselves being addresserf

by the filnt, and being asked to notice its discursive means. \r¡e

could say that ve become av/are of a separation beti,¡een the

subject of the €nonce, the rrfrt r+hich Colin Maccabe says is the

comËorting fixerl point of the spectator. and the subject of the

Ênonc:iatÍon, the 'oít, t' r,¡hrich he calls the psychoarralytic

suÌ:ject, constantly threatening the stability of the rrI ¡ rt This

is the spectator as hre or she is caught up in the play of events

on Lhe screen, äs he or she "utters., " or rrenounces'r the f i lm. i 3

This separation MacCabe describes as a'rconstitutive nioment" at

v¡hich \,/e exper ience ourselves in the very moment of separation

. " I introduce these ternis only as a nìeans of ref erring to

our experience of these moments, and their emotive effect¡ äs a

thematic correlation to Jeffries's circumstances. For during

those rnoments we recognize that we are helrl someplace, over a

gap, or on a boundary beti,¡een the symbolic and imaginary realms,

ä boundary ärea v¡hich in this film, I vould like to suggest,

seens to be ntediatecl by the figure of the !/orndn, both for us anci

for Jeffr ies .
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L ike Hitchcock rs Rear Wi.ndor¿¡ , Polansk i 's The Tenant

(L976) has generally been reEarded as ä filrn l,¡hich intends to

*?:Lltr3Ë tht *tra1(rg{lr-1=ly vr-,ycr-lrlslfc: }re}ra'¡i*tlr *i it;: Lrl:uLs.girÌ1if.L

Trelkovsky, (played by Pof anski himself ), arid i'bs vievers " Linda

EÌil1iams arguÈs fo:: the ÈiIm as a "sct=nario of re¡:res*e11 rfe:-rirt:

" played out in the orchrestratiorr of gazes - both our o\,.¡n and

Trelkovsky's.t' 34 Certain images, she contends t provide us

tqith an " . infinite mirror reflection of our o\,/n position as

liili¡Èr-tr-s. (rf tlrr tlltä" (WlIIl.tin= ?tj)" Virglni¡ Fle.r'rri,rn nre.int.li¡rs

similarly that the vier+er perceives the self-alienation and

obsessive voyeurisn, that is characteristic of Trelkovsky, and is

subsequently forced to ". face up to , " the ".
squalid nature of Ihis,¡her ] pieasure . It in the rt. f al-se

self of the f il-mic body , " r,¡hÍch Polanski has created. SS

The spectator. in this argument, is made shamefutly conscious of

his,/her crude and i 11ícit need to røatch the macabre events of the

f iln Ìry the directorrs Lrersistent atte¡rtion to r¿¡indorø f rame:-;, Tris

pl;tclng a film r¿itF¡in the film¡ ês ro'el1 äs his thematic arrd

structural emphasis on Trelkovsl<y's covert lool<ing (Wexman 74).

Vlhile neither Wexman nor Williams treats Polanski's film

exclus ively as belongin<3 to an imaginary realm, Wexman in

particul-ar seems to be sayÍng that the director intencls a

meaningful interruption of the filmts imaginary relationship to

the spectator, r+ithout making it cLear exactly hovr polanski is

able to make of an analogy a disruption, and one which is a point

i_¡r -".Ë1I--tçIl_ËL:L.iLlrr Lì.Ilf_l :- rtI-lil]atl,¡_LËr1{r= rçt- f,lir1 ulrj!./çï. {l,Jf'rr+'-r_ I



r¡¡ j. j.äcl iiitd t,-' '1i;ii ¡ t-1u*r ,Lil itti;-,.TÈ ¡t a viiicl¡v. tr;-¿.äË!-ra.¡¡r¡if 1r;

f-ÈLlfc¡-lcäf ,3 iv"iit{:'l.(J1'/.,1trtl v}reti r-l.rle;f it tr-trti itiì;,i,:i IüiII-r:rr

reflecting ny voyeuristic isolation ?) I{e need to ask hov¡ our

engagement v¡ith indivirlual films can be so simply and

i:uä=i=t*irtì-;r =c:}ii=u¡:hrcirii:? Huv¡ üñil iri:ì t;¿He ð¡-Tt lgtr,-ri;rät ¡:r1*+.iurt-,.

in the intage 's instantaneourl I'guara.rrLee of a uni f ied egÕ r " whi 1e

simultaneously evaluating our unauthentic or "disembodied"

invt:Ivetnent u¡ith the re¡rresented events? 36 Though ï/e nright have

to account for the difference betr,¡een a critica] and a casual

vievring of the film, and perhaps between an immediate and ä.

retrospective understanding, rr¡hat still- remains to be asked is

r'¡hether r)t not seli-knowledge is the privilege (¡rrivile,Se:

privus: private + l-ex: law), of those vho manäge to escðpe the

po\,;er of the image, ÕË those who hope to protect that

authoritative privacy, \ùe might sä)'. upon which the image often
tendst oY intends, to aggressively intrurle? 37 Criticism lately

ãs a who1e, migbrt begin to mark its paradoxical Leriderrcy to

speak¡ ðs if from a place of 'rself-possession" ryhile creditincl

the notion of a heterogeneous Ise]f-in-processrrto particuLar

arti$ts ancl l¡çrk=. Finally, even if v/e slror.ll,l somehror¿ becrlnìe

a!/are of our voyeuristic detachment. perhaps by noticing the

firmrs alien "nadeness.'r are we necessarily disengaged from the

process to the extent that \,/e are inclined to question our

continued itrvolvement as moraIIl' ¡*ntehensible? For, actually
recognizing the f Íl-ntts i¡rvÍtation to look miqlit nt-:t ¡e=rrlt i¡i
disr:rientation, antl the self-recrirnination that follor+s the
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viev¡errs discovery of hidden voyeuristic impul-ses " It rnight just

as v¡ell secure him or her in a cornplimentary bond of ä kind that

Ë{--rllil.- f.û }ta.¿e 9r-¡il¡: urtrecögnizer:1 irt d iscr;;:s iotrs conrlr-:.cterl irorn

behind the conceptual mask of a transcendental subject.3B Here

ç/e might rentember Miss Torsr:rs appearancÈ in Rear Winclor¡r and the

experience of solidarity betveen fil-mmaker and audience that is

created dur ing her t'perf ormances .rl

Gonversely, there is ð certain refl-exive moment in Ee_OE_

Hi.Ilrlu\,,¡ i+h*ir VÈ,1 ,: f1¡i,-1 i:iij{I-*L*1Vc= }tü IOtiErr A}:rIr tO l;.=ke ir-ir-l.i

ernotional distance from the events and characters for granteil"

It is a casÉ in which (ruit sympathetic connection to the

cfiãrð-ctÈr5, vLrich sËenìs to Frave i:een rnysteriously lield in

abeyance, is brought to consciousness by our arsakening to our

rrrealrr. rather than cinematic, distance from them. DurincJ one

st-tch itrstance ln the t i 1m, r+Ìrich Hitr-:hcoc:h seerìtFj tr: have

organized to demonstrate just this point¿ vê are given pause to

refLect upon the morality of our looking, or rather, and this

seet'rts åri itnportatrt qu,alification, upoTì t|re "priveteness" of that

which we witness. This is also the point at which Jef f ancl Lisa

ttìove äI¡¡åy fram tlieir vigil at the virrcloi+. ãnd vith sirameful

glances at one another, Ìregin to debate the ethics of voyeurism.

As the scene begins. we are watching the nocturnal happenings of

Jef tries's neighborhiltlrl frotn Ìris rear r+inrloi+ with Ìrirn anci Lis.r

t¡hen Miss Lonelyhearts returns to her apartment fron the l-ocaÌ

tavern, br inging wiLh her a ne\¡r acquaintance . For ån inst.iiit
ll--.- ,---ì Ll--.,-.I- -----!tlirïi i./Ë iÉÈi '15 Etl{rljgll lde õTc Lìr1 ilf, ut ;¿ fiÍ-}Ðr lEiil 1fil¡Li. iuil Ðt i-ii==;
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T,r-r'rrÊl 'Jllrr;rr-tr r r: ilr i u¡c'¡^ ¡ärì tl¡*
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; -. ..- i ---- - -- - I 1- - _.r- --r- r ìt= IìilI ru-trj(j I:¡Li-,:fi E_rj 1-1¡. lüIjl_ lt Hrj

shades, the youthful sLrangerrs

get closer to her.

:<ËJtr,Ë l_rr' çL{r t-'rJ r lirjL, l-Ttr lÍt1 -L tIiT

_.--L-,I_ l-l-___-_-_r.!¡'-:tì-Cl-r " i.llf ()llüi-r f);-:ï i: 1 ñ I I t.f aiï.,-i\.1ï1f '-'- - " -ì'- L_ _-- - - -'- -r

carelessly amorous attempts to

Tlris' L''r iuæ.t* TÊ.ì1m¡ vliir:h vË nü\,J f ee I wÊ Ìrave errtered, has ã

¡:erce¡:tible liontrclary only at Lhe monient r,¡hen iL is felt to have

been vÍolated. and thi.s has very 1Íttle to do r¿ith our sudclenly

acknorvledging the sanctity of the sp,3ce vrhich Miss Lonelyhearts

occupies, s itrce k/e have accessed her apartnent windorv, unsel f -
consciously, many times before. Nor is it a ma1-ter of the

intinate neture of her errcounLer vith the your¡g nan¡ since tire

persr:nal lives of all the apartment dv,'ellers Ín the complex, ha.ve

alvays been¡ ds \,¡e have come to expect them to be, a relative

array of I'o¡tÈtì secrÈts," We have ì1o sr-rch feelings of gr:itt anrl

embarrassntent for I'liss Torso; nor do we ÈxLrerience d. seli-
questioning reflex when l¡e see that she is fighting off the
rrr,¡o1ves " ät her door . I{e do not "tul:n åvayrr f ronr the s ight of

Lisa beitrg ntolesterl by Thorvalrl v¡hen Ìre retrrrns to fincl her

searching his apartment and personal effects for c1ues. Rather

our feeling of having trespassed, v¡hich curiously coincides v¡ith

one of the rare rnontents in the f ilni when the courtyarcl l+orl-d

suddenly becomes I'reälrrt stems, I think , from recognizing the

nature and extent of Miss Lonelyheartsrs estrangement fronr LLre

worlcl, the profound depth of her loneliness, which cannot be

filled up by the physical nearness of anothei:¿ nor by the

p()ssible intitttacy rlf seHu,11 conLact, EeL-rrrl=r= =Ìre Ìræ.s iilac*r--l ,r.nii

JJ



faith in it at a1I, her attempt Lo reach for irhat we

ins,tinctively hnorr¡ r'¡i]l not console her sëems all the mÕre

¡r'='theLic. Irr far;t, Lhis spurior,ts physical Ënc:oLrnLer is actualÌy

ã threaL to her proprietary dreani of intÍmacy. When ve

¡rerceive tltis entl:arr,fssíng 11Ís¡i¿¡ity Ìretr+eeir the youäE rìt.tärF-r I'r1orc

eas i 1y interpreted des ire and her o\,/nr \,re understand r¿hai her
t'guest?'does not, and that is her longing to be in'r_imately
I'knovnt' by another, her silent desire to be "be-spokenrrt

--.çirt(itliittq r+irich l= l;tLcr- :'inir-¿l-a.i*rl Ë,:¡- hs¡ r,¡hetr she hears Lhe

mus ician's nerøly completed love song, "Lisð. t, Upon hear ing tLre

work Miss Lonelyhearts is inspired, ltxor:ght to life Iike the

automaton OlympÍa, by the expression of the artist's desire, the

desire of the Other.39 In Miss Lonelyheartsrs situation is

revÈãl-ecl lier lorrging to be authrenticated¡ or realized. in the

role that she has createrl for herself to play, (the role of the

beloved ) " She r¿oul-d have her rrcharacterrr enlivened, it seems,

jtrst å;i Lisa vir-.rLrlrf anintaLe the r(11È clf the r-letective's "girI
f t iday., " õrrcl Yet o siic hangs cln ta the f earf r:.1 hnowÌedge that slits--

may alvays be merely a perf ormer. The song heard coming t-rom

the musicianrs suite r,¡hile \,/e watch her torment Lhat evenirrg is
rrMona Lisar " and its vor(ls s¡reak of her traclic desire to remain
rf a col-d and lonely, Lovely piece of art.'r Yet the tragedy is not

that she will alvayr; be conscious of ä tlistance between herself

and her audience, but that she may never have an audience, and so

may never make her consciousness of hersel-f irnmortal by havirrg .:

i-júäiL-iul_lSltie=¡ Ðt lier- ¡l.Lt{tieiiC':,4tl T}:i:; i_¡È¡}i.l.T_rÈl ACCçrrät* f ur if tt-r
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'ì.¡]il ¡*f f ri.¡¡'¡ iuitü*tlirrt¡ i{!r[-r¡¡ir¡är,iuä i-iF,rit ¡i¡ti'--iii¡ t]i* irlir

r:liffËrencc ÌieLveen I:er a¡rr-1 the yuì-tng man.

Ironically, though the stranger varits no part irr Iliss
Lonelyhearts's romantic charade, his insistence on himself anil

l-.-'.-.-l--.-.¡-.-l1--¡.--.-i.¡..¡....--!¡-'-!.---.--.-a!-l-_!..'_...!!E:f ':tï l_rjlï;i r c'-¿t _r_idl- j!l. , Ii j---; lIttP,=LlEItL rÐIl_1.:;,3 | Eu }:1i_- f-I;aïl:-;rúï¡tìÊci

into her dreatn-lover v¡l'¡en he enters thi;s pr ivate theatre of her

desÍre. results only irr her wiLhdi:al¡al further into irr her

"¡laralyzed fantasy. " Both she and Lisa voulcl share their

dreams, but their v¡oul-d-be lovers l¡ave their Õl/n privaie

f antasies, ar f antasies of. privacy in Jef f ries's case. I-lorrrever,

having the more artful disposition. Lisa accepts the role of

performÈr ktror¿ing1y, altnost as if she senses that r,øhat Jeffries

wants is, in f act, äh imaginary other, rather than someone rr¡ho

l'¡ould, he fears, draw him away from his narcissistic

speculations ¿ ancl into the v¡orld of dif f erence and change and t|re

vagaries of desire.

FIer*1ti 11*= tlie irurrl. c'f Rear t{i¡idor¡¡ . úf I-,.8" JÈf f ri*i'¡

i.ntell-ectual clebate abr:ut rnarr iage anrl his skepticism about the

presence of the other: we can discern the silent pain of l.liss

LtlI-iÊlyhearts even front,ln cllmçst clehr-rnr,rr-rizing ( cirieniatic )

distance. ancl so cên Jeff and Lisa. For they al-so concetle at

this point that "therers some preity private stuff going on out

there"rt granting as they do so that Miss Lonelyhearts suffers,

ancì that she has ð right to her suffering; it is almost as if

they have to "forgiverrher her lonel-iness, admittÍng as they do

this, that in their impertinent tendency to caricaLure Ìrer pain,

4l



they have overlookecl their obligation l-o dignify it by grantin.¡

her otlterness, l¡hich -u¡oul-d seem to be what is necessary in order

to l-r-rt:ik ì-tlrL¡il Ìiei í=,il-atloti t+ith t-he ;ighi attitude, It r'¡oul-rl

nìean choosing to torfeit. temporarily, as if this might be

possible,, öur trgiven" positions ,ts vievers of a drama. 4l

Äf terwards, \,/e ãre giverr tLris option to cLrose the border of the

stage, which i-{itchcock has earlier chosen f or us äs Jef f ries's

r,¡indoti¡ f rame . rt is a choice, presumed but not prescr itied by

I-j..--I----l----.i-¡-.l.ì-.L---I.-¡.--'.1--.----1--..-J!rttt¡ .L !_r(_rtr-tr-..¡ vJi!IL:lt t= t:Þ¿u-v/,r.}r¡ }lElil{ at IJUi:r.ïi(:lì_l-i¡ rJf 1:.j!È 
=ÈIf 

,-Lär:t

of the f ictional or cinematic t¡orlcl . our point of vier¡ on tlris

r.¡orIrl departs f rom Jef f r ies once again, thorrgh ()ur spatial ¡t1ace

remains the same¡ âs ever afterwards L/e remember Miss

Lonelyhearts's suf f ering, v¡hile Jef f ries, as I{itchcock make us

anxiously notice, is inclined to forget it.

Critics have reterrerl to the turnii-rg Þoint in Jeffries antl

Lisa's rel-ationship as coming at ä time when Jef f ries is f inally

able to disengage himself from Lisa's presence so that he may

ilen joy'r watching her f ron a cinematic distance.42 Hor¡ever. this

crucial- moment whicli occurs when Lisa has entered his courtyard

citierna itr searcir of lfrs. Thorr,¡alcl'-"i r+eddirrg rirrg is the one time

r,¡hen Jef f r ies is actually the rnost vis ibly uncomf ortable in his

spectator's chair (apart f rom the interval vhen Thorr,¡ald demands

that he feave it. ) Cavell has "rsked whal is revealed of us r.¡hen

!/e vatch the suffeiing of characters in a drama and his

conclusion might apply to Jeffries as he ruatches par,rlyzed while

the 1,Jûrïdn he loves is at- the niercy of a rnr.rrclerer,

42
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helple=s before the acting and suffering af other=. Eut I
knov t]'re true point of ilty helplessness only if I have
acknovledged totaLly the fact and the true cðu=e cf Lheir
suf f er ing. Othert¿ise I am not enìptied of Lre1p, but
t+itiiiir¡icliäg tt ln another \,/(:ird, uhat i= l:(=uÈft1-Ë(i.
is my separateness from vhat is happening to them; that I.inr
I t anrl here. It is only in this perceptÍon of them as
sep.rrate f rc,m rne that I mal+e theur present" Therr I make
them other and f ace them (Must r,¡e? 338 ) .

Our feeling= Íor Miss Lonelyhearts cliffer sliqhtly froni

Jeffriesrs anxiety at the moment when he sees Thorwald attack

L'isa, For though our perceived distance from her determines her

¡rresentness to t-ls ¿ it is not that \r¡e Ìrel ieve that \¡/e shoulrl be

doing something more for Miss Lonelyhearts at this moment¿ or

leelirrg soinethitig,lifferent, or rnöre compassionately for her,

ir¡steacl of Inerely passively looking cln, but rather it is tliat lle

shoulrl not be watching her at all It is as though J:ein,l an

audience for her vere to compound or reify her state of painful

isolation, though pararloxically, as we know, it is her sense of

isolaLion which makes her wish for an audience (Cavel_l_, Must lle?

3sr).

A-q ve h¡'iich I'li:t= I-,útiElitli*,rrt= rJIl th,=t Ei1 J.tic:r-1 ].rr iii¡É3ii11,_J

when she dares venture beyond her sel-f-created and self-

creating stage into the real world of uncertain desire, \^/e

understanrl the rles¡ra ir
that fictional realm.

as she performs for an

that results fron her being a

lie see her rrbes ide herself 'r in

pr isoner of

hrer grief .

thinks ofintaginary audience t oy so she

it. though, äs !¡e and Jeffries knor,¡, her audience is reaLly onry

invisible. This is the omniscient secret l¿e are entrusLed with



by I{itchcocl<. our invisibre presence, is allrays recognized by

Fiitchcock n and \,¡e are alvays reassured in our inr¡i:s ibi 1i Ly. suclr
a-------.----l---l--.-,---{,.11--,-it---Lr---.-,rLr--!--r-L,.d.i¿ r(-]-L tjfi,:il[rl-]lti¡ \,JrrEIr i.1ii ,3Ic LlIl-tlIIrlqË(:i J:¡y tnrl i:ålliÈï-cf vlE¡r Ëiqilt:1

of t¡hich the protagonist is una\{are " On the other hand. tliere is

altttost nothing sö tlrìconìfr:rtaI:1e and alienating as watching fi:tlrn

arr rrurrseenrr plac:e whi 1e sorTìeone rehearses alone ( irr f ront of a

tn j-rrr¡r perha¡rs ), f or an audience inside their head. Nothing

denies our sense of hidden presentness to the world more, our

;riËi];it rif ;r. rlr*=et: t,=r¡;,:r*ry ,r.il:,errce f rom it, Ancl æ-t the 5,ilrìe

tinte. nothing makes so dramaLicalf)'apparent the split betl¡een

the private and public sel-f, exposing the fantastic nature of

ihat split and of that- unity. and, dependinE ou the act lre -qee.

nothing might haunt us half so much with the linowledge of how

r-levictt:r õrlld Llnkuol,¡n this being mãy ¡1*, (v¡Ìro is. ironicall-y.

determined to present the ruorld an unchangeable singurarÍty of

being ) , hor¿ cl-ose to the edges of madness and self -destructiorr

this p(lrf ernìance can br ing him,

Tht: Terretit hras ]-¡eerr creclitecl t'ith ð. sr-r.l:rver:;ive i-'1enÍal of tLrc

f'the mythical- unity of the subjectr I by t{il1iarns, who maintains

that the f i lrn accompJ- i shes this in part by withhoJ_d ing the

¡rotentially coutforting sense of narr"rtive closure that might Ìì.ive

been affected by its having provided the spectator i.¡ith a logical

cause for Trelkovskyrs madness (Wilf iams 72). I{hile I røould

definÍte1)'agree that The Tenant is cl-osed at the prÍce of the

viewerts satisfaction, I must argue about the kinrl antf cour;=e of
!i- - ¡; -.-.-.-. l---! - 1--- ---!.t1Ë fii.SrlulriturL I Hitç\r¡ ;:i i¿ -'liri,tÈr= F.lr " T frcl .=1. r-_Èil=t,:ifit
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illness. but in particular" Ít seems to me that lhe experier-lce of

his insanity, as PoLansl<i creates it, vould not finally be

ttiiÈig;itr:.-1 }:ii ,=. r.ttioä,=l *i:L:1,=.äntiuä, Frtl: äii, r-t i:;cçitiÍ*rL- i=

c(rrinectÈil throughor:t to ,i grovling a\t/areness of Trelkovs;l<y's

disirrtegrating presence of mind. and from ihe sense of his vcrlci

itself being eeriJ-y unfatniliar. Even bef ore I an certain of his

paranoia and recrlize th.rt he is nrasochistically æ-ssr-rming ihe

i<lentity of Simone Choul-e, the 1./oman v¡ho lì/as Lhe former tenant of

his rre!/ äparitnent. and v¡ho has lately committed suicide. I anr

¡:er¡rì-exerl by the insir-1ious ambigr.rity of events, gÊstures,, ,lTlr:ì

ob jects r,¡hich the camera makes I'notable'r ( Stephen Heath,

Ouestions of Cinema 135). (t{hat rloes the cafe o\¡/ner really mean,

or does he intend anything ntalicious¿ by offering Trel-lcovsky tLre

dearl womants brand of cigarettes?) I find myself inside d

ËlytÏrltiÊtric:'lL tct¡rlit-1' of tti*;+äitig. vliir:li:iÈÊrrr= t-r-, icrhe Ëi'i,11'e irr

spite r>f nìe,. and.l narrative which is restricted, with a

pornographic insistence, to only one possil-r1e resolution, tÌre

prctagonist 's itrevitahle rleath. 4 3 I both suspect, and res isL the

suspicion. that Simone Choule's history røiÌÌ inevitably re¡reat

itself, that narrative closure will be coincident with

Trelkovsky's suicide. The unusuaf narrative r¿ork required by

this filrn, therefore¡ ês it involves confirming the gradual

effacement of our personaLized point of viev, paradoxically,

"tlecentralizesrrthe spectator.' not by alerting her ijel)er,i.11y t*
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'bhe clegrarling activity of lratching, or by break ing the perceptuat

illusíon of oneness r¡¿ith the canera or the screer'ì¿ or by

l¡itlili¡1rf.1tig 11. ¡:=l"cli.rlr:qic:.=.1 r;iiilil,ilË. 1:¡rll i::;' Ì:j-ir.ling Ìrcr ir:,=

tight netiøork of "unh:earable signif icance. " 44

In this sense our particip.rti<lrr as viewers is analogous ttr

Trel-kovsky's paranoicl hermeneutic. and f urthermore. i t is
affectively anal-ogous. We perceive the death of our Eurrogate to

be an inexplical-rle nËcessity, "necessary, but \,Je clo nc)t knor,¡

\,¡liir,.tt tttrr;:.¡-rp'.:iì. iä itì.j;liiiägril (ji_f=t ,3.i Iiüiuiirj flir_ri:¡.ic,:. i¡ictf,=.]_ri,--

pain and death is ), l:ut yet stiIl a tnystery (Cave11. Mnsl- T¡Ie ?

34f ). Ilere is CavelI on bhe circumstance of f reecfom and

authority that seem to prevaÍ1 in this film:

Kant tells us that man lives in Lv¡o worlds, in one of
whiclr lie i.* f ree ,ìrrd in the otlier determiriecì, I t is ãs
i f i n the theatre these two wor lrf s are f aced of f
against one another. In their intimacy and their
rnu.LuaI ineccessibility. The audÍencÊ is free of Ll:rr:
circurnstance and passion of the characters, but that
f reedom cannÒt reach the arenå in i¿hich it coulrr become
ef f e c:tive (Cavell, t.lust We? 317 ) "

Even though \¡/e are sure that his suicide occurs in a vorro of

chance and change, of 'rradical contingency," because his insane

tttitltl is turtred a!/ay Ërom HS. we are plagr-rer-1 r,¿ibii ,ã11 Lläi_-:,1¡¡try

presentintent of a supernatural mecLranism at vork'rconcealecl

lreneath the ordinary allpearance of animationrrt a partialty f ormed

sense bhat his death is. as Trelkovsky hinrself believes, the

cl imax ol some demonic drama a1ready in ptay before he actually

enìerges on the scene (Cave11, must We? 341) .4S

In the o¡rening segment oË the f i 1rn, accr)rcl ingly, the carnerä

r'¡.1-!-:.;tttrtit-içtr io itself ã:; cf "rrt.snipr;l,cltivr.lili']. FrÈ-üirgtiiiiv*
46
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t'irrìf-,oFii-ribl* ¡;1at:e" il*,ãr Lli* lc¿:'l ge tlÌ a iliirrl 5Ì;rr¡1.'w1Ìti:1 i:iu

( Heath. o.uestions 49 ) , As r,¡e11. dui: ing this credit sequence we

see an en-cäpsuIatíon ot Trel-1.:ovsl',yrs 'tfate" as the cãmÈrÊ malie=

'= itiÈiËi!,3.äÍ..i.ì.1 ËvÈÉ[r r]f t]ie cor"rrtyard ðncl t]re exterior of an

,ä[]artmetrt ]ruilding, defining it as,rrr enclosed arena ir: l'¡hich, ås

\{e r¡¡atc}ì, a \{onìcah standing in å r,¡irtdor,¡ (r+hom we ðsiqLtnìe in

retrospect is Simone Choule) is transformeri on the spot into ù

man (r+hom r¡e al-so recognize later as Trelkovsky) .46 Since

Trel-kovsky enters this enclosurerras a character't at the end r:f

thre prologtle, attd his arrival s'tarts thre nair.rtive proper. this

suLtÈrIÌattträ.1 tra¡isfo::tttatictr is marle ti-i sjÈËm a.Íi iharrgh it v.r-Ëi

arranged in advance of his comÍng. At this early stage, ihen, it

.?Llllrjars ,3s thot.tgh the canera ,1ntf narrat ive pr(lcesses aL vork are

nclt clearly syrnpathetic to, empolrered L,y" or obJ_iged in dnytråi/ to

his consciousness.

Hoir,¡ever. the cät'nËrc¿ õlÉo sieËiris not to Ì-.,e the originating

Ll(lver behitrcl Trelkovskyrs I'incarrr,?tion" in the pr.)1ogue. Like

Hitchcock 's cänÌel:a in the opening shot of Rear !lindgr¿, Pol-ansk i 's
c,smera initially s iLuates itself in proxirnity to a curtained

r,¡itrclor.¡ before movíng around the courtyarcl of arì apartrnerrt comple>:

Lo regard all of the various possible sights which ¡iit3ht pr-esent

tFrent=relt'e= ,1i the treigFrl:oring r,r1nd.Õr./-<, Tet, vrhile slrglrts rf t

Hitchcock's windows readily yierd themserves up to the cämera,

the sights at the i¿indorøs outside of v¡hich \¡/e are statiorrecl by

Polanski ts callìera ref use Lc cIe.qrIy materiallie f çr r-t;:i. EÈc,=.r-{=;*=
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oË this' the myster ious ,f pllðritions ,and transf r:rmations r,,¡ith

whiclr ve are teased irr the prologue appear to go on oulside t-he

c.?t'lcr'i's í*o,3cli. 5ú to ;¡ie.tk. iti fr-riät iif Lhe cafiìÐra, rai;Ìrer iharr

via the canìera, vlhic:h t¿ould consec¡r"rently a¡rpe,er io have less bhan

per f ect f oreknovlt=tlgç tlf them. Laì-*r i n the f i lm as r,¡e 11, the

spectator" ds she does in this scÊne, may not icientify r+ith

herself t'as a pure acL of perceptionrtt äs I'trarrscendental

subjec'tr'r and theref ore, of ten f inds it impossible to icientÍf y

witti tI:r c;r.itiÈt-;1 t-r-$ Lii;-.f- "wiiiclr Ir¡.= l_a,;Ì.:erl bef,;rc" him,/her

(Christian Metz, The Imaginary Signif ier , 49). There seerûs Lcr

be a treacherous f issure beLrt'een the camera's presence, anrl its

[iori/ers of reveletion, s ince in this scene and af terlrard, the

camerä claims knowledge of, but withholds or disclaims accesE to,

L=. realtn çf r-täreacliabl-e nteatring Lreäeath the surfac:e of this i+o::1-cl,

änrl theref rlre, i- ike Trellcovsl<y, the viever f inrls herself locketl
froutsÍden of a i,¡orLd which will not refl_ect her presence.

In the first part of the filn, follor,ring the prologue,

Frll,],Tlril.:Ì i:r gÈrrrr-{1111'çr_r11¡'i='teiri Ín eti=trriirg a s}¡fiì[-,11.t,hËtic

involvement in the protagonistrs world, and he achieves this

precisely by anticipating any objective suspicions concerning

Trelkovsky's voyeurism. At one point Trelkovsky conficìes in his
office mates, telling them about the people r+¡hom he has seen

standing "absolutely dead sti11" in the vindow opposite his

apartment. and Polanski has us conpare the lasciviously repulsive

explanations they volunteer, to Trelkovskyr= .rvn seerrtingl_y

:li¡ir-:*¡c ;iÌ-iif*L=-l- i,-'f ilitil(--r:;tÈ1äiliil':{; T'f ri}i{r'J-=1.;ïi=i Ci}itr-.È-r11-e t}ii_t:=-'! E - ---
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'-¡.irir*,-r-r f-,-' ur i'li¡i¡.tu witii .1 f i¡i¡r r,r11¡iiiilitir, Tir¡ itir¡,:tur il.¡*¡--f, E - ---

¡i.ii ial-;e,1ll r:hr¿ior-¡.sIlr seli-.-:iJt¡ri,cir-rl]$ =tailcr: tr;tf,-=¿tij. iirË i=lsr.Lt ili
voyeur ism, the i+ay Flitchcock does. because Fol-ansk i 's a im is not

to have us question the ethical propriet;: of the protagonist. To

ã- Li- t _, _-_-_Ì _a ___L_.__Llri tlil:, wul-{l{l .l.i-{t'riti':itl"r;tl-1ii iilc;tä ii;uitig ú-'i [-'1;rc*,.1i-]r i,-iltii iti

the ccrnìÊt,a ,rs nìoral arlritrator, and his intention is eventrtally

to dissof ve the cdnìera's autLrority and undermirre our reliarrüe ûrÌ

it äs.1 mediator }tetween subjective and objective realms i¡r the

f ilntic vrorld, FIe t¡oulcl thereby hravê us c.¡uestion the bou¡rdarie s

of this world and our place in it, so that \,/e might vicar iously

knov the nauseating terror thet Ís symptomatic of Trellçovsky's

self-alienatir:n, his failr:re to secure himself äs subject in

relation to an object world.

Accordingly, it seems curious to nìe¡ that Trelkovsky has

been lal:ellecl a rrstereoty¡ricaI voyeúT r,, to use the worrf s of one

critic, even though there appears to be no evidence ir¡ the fitm

to suggest that ¡,¡hile he gazes ouL of his äpartment wiridow that

he experierices the (perhaps sadistic) pleasr.:.res of objectifying

an othert or the self-affirming sênse of control that such

objectification provides the secl_nded vûyÊur, ês ii cloes L.B,

Jef f ries (Willicrtììs 69 ). FÒr reLher than indulging in the hi<lrlen

delights of voyeurism. r¿hen he does i+atch others, and par-

ticul-arIy vhen he gäzes out of his r,¡indor¿ at the uninrlivicluated

"beings" vho dppear êcrüss the coLtrtyarcl, he seetÌts to uncle:rg¡ a

fearfur refraction ot his sense of self; he is hauntecl i¡ith a

diffuse fear¿ ås the viercer is, by the sight of figures r,¡ho ãre

49



inexplicably and indistinctly present at the bathroom window

opposite his apartment, arrd whose estrangeti presence is

irìð ri.f {l i irgl¡,' i rr¡rrr i ncitÈ,

I{}ri }e thre sceIle irr v}ric}r Trelkrvs}iy arrd S -1m¡.¡ne C}ionl-e rs

friendr,5te1la, watch a Brtrce Lee film has ]reen citecl as evidence

of Trelhovshyus voyeuristic tendeilcies. and poLanski 's self -
consciousness regarding this issue, Lhis is not our experience of

it (Wi1liams 59 ), For parL of the comic tone of this scerre

¿:{*rit¡*= tr*iri {:'l-r-t iir-rltl-ciäg Lii+.L ËtÈl-l-,r.r nriL Tr*lhr:uËii},'¡ i= ,i.r-i:ii-r.={:ii:l

by the viof ent images and sounds of break ing Lrones, and tlret

Trelkovsky is shocl<ed by, anä cautiously respondÍng to, the

passion vhich he ilirl not excite, and whicll lie cannot relEÍndle.

though he does try to, af ter they har¡e le f t the theatre . L i}:e

the landlord¿ l'{sr, ZY, 'v¡ho will not }ook up at Trel-kovshy clr.rrirrg

the bargaining tor his apartment, and like the concierge, løÌro

turns her bacl< on hin until he bribes her to show him the

apartntent, anrl who ever afterv¡ard mispronounces his name, and

lihe Hsr. Zy':, l¿if e wÌ:o conf Lrses l:im r+ith a ciiarÍty c:anv;-issúr¿

and like the police officer, who bareLy glances at him during cìn

interviev. Stella is part of a vor1cl r,¡hich ¡¡¿ill nob l,¡oh bach clhd

recr:gt1i 2s Trel-kovsky, vhich v¡iI1 noL becone the ob ject v¡orlrf

necessary to reflect his subjectivity.

It riçÈili-s tïilre ]ihely that tlre*e F-;ceilrls of vícliiic.: rlii tli,=

movie screen are a fantasy of retribution for Trelkovsky, since

the iinage of Eruce Leers f lying Icick at his attackers immediately

follot¡s ttporr É sceile in i+Ìricfr ve see frelkovshy, r+.r1hirrg r,¡itli

qrl



Ët*il-'r. h*iä¡i irrl,inlîi:t-i. hjt;, irl-r1i3iit,¡ L',1äÌ'r;-.11i1.1trr wirr-r;1riir itiäi ft-rr

lll_._-_,_,-.,-'l ]:,_.-_- _. _L _. __-L¡_.!- il r.__.-_rL"l_)¡T,j.f-l Ii_ii,_-i.:1 L,:{-LVfjl,j,j-t_. l-. l:jL., Lriji-jl_}Il.i- iliÍ lti|rt=}i L¡r{_¡L.T;:1.,:iL_Lt_¡l!i?¡

the patrharrdler takes the nìoney rigLrt or:t csf Trelkovr;k1r'5 t¡al-1eL.

The scene ends as 'we see Trelkavsl<y, his aulhar ity compromi=ed in

ir*iit uf ,5t*ll-a¡ iir--,rj.irg liis.-'!/i-i fanc1. footvork, as he l-ries'uc¡

tøi¡re sontethitrg f rout Ìris shoe af ter inatlvertently stepping in iL.

TFre j r:xtapos ilion of tirese scenes sriggests tLrat the KunE FLt f i lln

is Trelkovsky's projected fantasy of repelling the o¡sf¿urJht of

omtrivürous f orces v¡hicLr would deplete and debase his l_ie irrg.

To ::et.urn to the voyeurism question, then, it also seems

significarrt that no \{orìran is rner}ied ãs the clesirei:rle objert rtf.

TrelkÕvFjkyrs anr-l the vier¿er's EazÈ. (TreIkovsky, is ¡rot tLie

bearer of our gaze at the \./ornan in Lire traditional tkrec¡reLical

setrse, ) An obliqr-re ref e rel-ice Lo this situation is f or:nrl in

Polarrski 's au'bolriography in r¿hich Pol-ansk Í rernarks otl the

difficulty the mal<e-up personE faced in transforming the

Lreauiif u1 Isal-re1 Ad jani, r,uLro plays Ste11a. ínto a rrreal f rump. "47

The potentialty erotic irnpact of Ad jani 's Ìrear:ty is pLtrposef u11y

nuted by dark-rimmed glasses, heavy makeup and unattractive

clothinE. this attempt to disguise Adjani's appearance, in fact,

seems col'rìlTìensLlrate wi Lh a general "displeasure" that is f elt by

the viever at the s ight of br:th male anrl f emale characters, many

of ,,+hon are physically repr:gnant or grotesque in sorïìe nìðnnÊr.

There is a l< ind of democracy of ugl iness in Tre lkovskyrs wor ld

and as a resul-t there is an ambiguity of visual vafue in terms of

sco¡rophiliac ¡rleasure ir-i the hunì.11Ì fiEr-r¡¿. r=r_rcli Lh;rt tlii_+ trtisË-Èii-
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scene is diffusely chargeri with sigrrificai-rce in a nGn-rrolai-izerl

( non-gender j.zed ) and disconccrting tu'a_y"

irl-,- -ì - - -, Li- - '_J 
l.--.---l- --- --"- J i I - _._ ì J _¡.- _, _-j _..__ ìiTI¡ï i_¡i-rç;: L.jrtj Í.t_Iltttil,Läej: alj(:iir_i l_r]ç,3 l1=lliq yl_5l-lal lJlË,j.il_{rrj i¡l

ihe hruman h-rody. and in particular in th¡Èr fenial-e boity? i,Ihy ç¡¡11.¡

Arl jairirs iratur.lI attractivellrj;j, cr:¡rrrlL.,,t his iätetrticiir=r f rll_

involving the spectator, for shaping or opening up the

spectatorts place in the narrative? In oLher røords, what

potential does tLre image of the desirable vroman have for
r-'l j='¡il¡-¡'ìr'.:' thç ijlçWi:-¡ üt F(1 l_An-ql.;1t= f l-lrfr? Ati,l . l¡ij iltight lurilir:r----F-

askn hor,¡ is our position as such anal-ogous to Trelkovsky's,

since he too is obliged ta take up his place in the narrative
?'over the dead body of tr or in the ðbsence of , the womðn, siinone

chciure, to r,¡hom he fictionarizes a relationship'? : (Trerkovsky

iells the head nurse at the irospital vhere llure, CFroule is dyi,rg

that he is I'a friend" trt¡ho has conìe to visit her, thour.Sh he Ìras

in fact never met her; then later he tel_ls a nurse the same

thíng¡ sÕ that he rrr,fy fi¡rr-1 oLlt it chor.rle Ìras cliect..lrìtl thereby

le.nrn if it is possible to tahe over her a.partment. )

The Tenant it seems, more than anything else, is about the

protagonÍst's attempt to Locate himself. riteraÌ1y. to find a

place oÈ residence, and metaphoricallyn to establish the:

boundai:ies of the self Lry staving off the aggressive encroachnient

of the externaL v¡orlrl on its stil] tentative borders. Pr¡lanski.'s

technique of collapsing the distance betr,¡een the camera ðs

authoritative medium and Trelkovsky's insane perspective results
¡ !t- - --i ------t --, -- - I-..L - Í __¡ __. ^.,-_.ì_ !1.*!¿fi,:{jr rjL:t1l¡=tj LiI Il}É ïl_r...'/-l-'rr LiUlii'i Lri viËj'.3jf lilli_h fflill iji_iT



Ë:¡tEin-rir¡ir:¡ i¡ iluiriräcnr,i_lr.i.t¡ Wi't_:h Lii¡f_. ¡t t,lir: 'f_rl:úLõ.rinjiir.t, wir* i:, ü

be:-ng l-osL itr sp,ãGc end time. unalile to tel-I what is,rTlrl ip; not

crf ::elevance to his ovrn 1if e.4B and. theref ore¿ necessarily
appropriating for himserf "a rife to relive't (l{risteva.. Fowers

lU1, Ti-ri:; ür*tli+ci.¡ rE lüt';rt i-'ittir uE,;r-l iir t-iir l-¡.tt-ri freif çt L,ir*

filtn, a¡lr-1 e;rLlecia.111' 6¡ tintes r'rherr Polanski (lL)ens,3 scerre just as

T::elkovsky is ar,¡akenirrg, so that \,Je are disoriented Ì:ry realizirrg

sotïe surprising ne1./ symptorn of his rnetamorphosis at the samÊ

ntontetrt that he discove rir it Frintself . As ve11, 1rÈ ctiÊ of teir lef t

searching for coordinates f;y røhich to place oui:selves, most

c.rttìmonly in Trelkovskyrs darkly lit apartment l¿Ìrich neveÍ cloes

s(lem to take on a familiar org,anization. Polanski jars us at one

point by having us face a black screen and then suddenly flaskring

the itnage of TreIlc(lvsky as he avrakens, vrhile at the sanìe time

proclucing a noise orr tl:e sou¡rd track that sounds tilce a blincl

being snapped open. Trellcovsky tvitches as he is waking, and it

5eÈm:i as 'bholtghr the sourrd- we hrave hearcl hasi cll-so vai;erreci liíirr"

The,aggressive surldenness of this image being openerl up before us

gives us a feeling of having been placedthere in front of

Trelkovsky rrr,¡i'thout our consent",?n,:l even Ìrefore \,/e rreitier" the

scenic späce. As such, the tiln denies recourse to a

rrcotÌfortably integral subjectivityI and for the spectator this is

coftìmensurate. in cinentars terms. r+ith the af f ect of the "AL: jectr',

,fs Kristeva calls it, the pre-narcissistic, object-less clrearl oI

the self apprehending itself as an unbounded place (Kristeva,

Prlt¡ers I ) ' 49 Trell<ovsky is not concerned vith asking 'rlüho arìl
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r r" but instead asks, 'rldhere am r?tt Accorrf ingly, his terrifyi¡,3

discovery of a Looth in the wal-1 of his apð.rtment contri]:utes to
! -.- _,_._L__j._.j!-c ._.j .l_t--__. ì._-.¡L"r -r.--1 -.-_1i!!:j '-¿[-]l-!¡1i!tiii¡Ir-!It,-1 ]JUi-l.I t-i]È tri:-{:ËilEÏit: Itri i-ii Lire rlii-iIVl(:il-l.l_L ciil,,i

generates his conversation r+ith stella about the problem of

circumscribing the self : ( " i'/hat right has my head to call itself

nte ?tt )

To that exter¡t the title of the film in effect obliterates

the engenrlererl central ity of Trelkovsky as it irlent i f ies hirn vith
i- r -. --a - -.It-l. 'lll;aC'= Itt -iËíl-':lt:ilctrr v¡jiL{::t] iia= 'f.J-ï.Õ ¡:rrr-iit Ëi-iriui'ir r:hLii_llii'i

¡>1ace, and r,rherein, he f inds himself to be a trespasser. (Simone

Chraul-e herself is urrdefinable in ierms oi polarized Eerrde.l:

characLeristics: I.Ihen Treli<ovsky sugtSests that Mme. choule nìåy

have commi'Lted suicide because of a disappointment in love v.ítlr a

man¿ her frienrl SteIIa reminds him inrlignantly that Simone

"d idtr 't l ike rììör'r - rr ) The archaeological rem¡iants of her prÊsÊnce

which he finds there in the vardro]:¡e just behind the mirrared

door are the indication that "dl-r Other has settled in place ancl

steacl of vrhat wi 1I ire [ ]rim l , Nr:t ð.t .al I ,?ll other v¡ith i¿holn t ]re

nayJ identify and incorporate, but dn other vho precedes and

possesses IhinJ, and throrrgh such possession causes thim] Lo be"

(Kristeva. Por¡ers -l-0 ) . Because Trelkovskyrs f arriasy of ä

circumspect being turns into a desperate ancl parado::ical attempt

to establisLr the outlÍnes of Lreing thronghr an ab jec:t iori oi ilie

self, the tno¡ttent of the suicirfe act is therefore the triumphantly
grandiose perf ornìance of seLf . His f all f rom the u¡indov.' is the

fitral *tage oÈ his tratrsformation into bhe image of v{)nìi?n,:sj



üL?.il.Li.iirl (c¡ri*rr-'' -tr: t,r.l--l- l¡ ;-1.Ì:, Llic !1ü'=.11'r: rrf l.Ir¡ i-ir:rt-r:.¡f l-irir ¡:ii;.tiro

tfre siElit of t+liicLi L,r);-lÊs the úeaclliesi thr*¿t oi,itr íililiri'1..:.1-ri+

self , of boundaryless be ing (li:: isteva, Fov¡ers 3-4 ) .

Trelkovsky's Þs]¡chosis ís snch that it is characte::i:ecl L¡T

Llle rlesire Ëor ¡ruriLy, frlr the ¡ioles !;y vhicli he tries to

*stæb1Ísh hims;e1f ãie ti'ie tlìore a¡:chaic "pLrre and irri¡rLlr-Ê. " ::ethe¡

than th,rsr: of sexual difference (Kristeva. povers BZ). In

Kr isteva 's ternts. TTelkovsky is unable to incorporate thc: other,

the revengeful MaLernal who is the guardian.of the pl.ece of

demarcatio¡r betr+¡een tkre profene and the sacred, ancì accorclingly ít

is allrays a vornan vho hinders him f rorn secur ing ref uge in the

f af hr;r 's "r"Ëspectai:¡1e hüu5e. o' (,*s l.lsr . zy calls Ìiis a¡rertnicirl

l¡uilding), anrl who threatens him instead r¡¡ith incorporaLion or

devouritrg (Krí:;teva, P()r,,¡(=rË- 13¿ 72.l-01- ) . TL¡e f irst f emale ,,¿þo bers

his passage into the apartment builrling is the concierge, an<1 her

pet lap dog, tdho wel-cones Trelkovsky r,¡ith ð similar viciousrress¡

is rnerely an exLension of the threat posetl by her exorbitant

body, Sirrilarlyo the cFilirch.,rhÈre Trellicvsky go*s to attenrl tlie
funeral- of Simone Choule eventually turns into a trap for him in

r,¡hich he iri seelt to ternporarily fc:rget,'vhere Lie is't (Cave]],

Must We? 319 ) . The possibility of. ä 'rnatural-" consolation, is

conce ived of by him dur ing the service, r,¡hi 1e he r,¡atches SteÌ la,
and at f irst seems sanctionetl l>y the priest's r,+orrf s, ( "face to

face irr eternaf hlessedness" ). This iriragined Lrossíhility {-r.rrns

intperceptibry inLo the revulsion signalred l:y the image of the

decaying corpse of the crucified Christ, ancl the priest's reminder

trtr



of L¡odily putrif ication: ( "tr{orms shal_1 consume thine eyes, thy

lips, thy mouth . .") The v-ords of the priest cross tlie

lui;rr,ji11 frut'l tiir:i,:f.(liF-lij, t,; hlie'LrIiJi;iItË, i¡utn i_,r¡.tfti,; i-l.j'i1üii'l:¿l

horrifyitrg corporeal rlissolution¡ ès they also seem to tnove frorn a

s(-rurce outside Trefkovsky to one inside him.

At the ¡roint at r¿hich the narrated identity of Trelkovsky

becomes "unbearable. 'r as Kr isteva says, r' . ¡r¡hen the bourrcìary

iretv¡een sub ject anrl ob ject is shaken. and when even the l imit

ircir+eeti ili=it'1.e.1 Tld ottt*irl.r: li,=,:uittc= l-tiltÉrt-,riä. tit-: it,3 l-t-,=tiij=r í=

vhat is cha]lenged first" (Kristeva, Por+ers f4f ) . The crisis

point in Trelkovskyts sanity and the breaking point for his

narraterl identity (v¡hen his hal-lucinations äre plainly juxtaposetl

løith the "rea1Íty, 'r and the suspensef u1 ambiguity of ihe f i lm is

dispel1e.1). conìes accorrf ingi-y r,¡hen Trelkovsky cr:nf uses thc:

Ïrorneless vagratrt l¡ontarr at tþre entrance of the apartrnent i-:r.ritdi.ng

f or Mme . Dioz. Mme . Dioz had earl ier tr ied unsuccessf u11-y tc' get

hint to sfroïr allegiance i¿ith'tcivilized" forces b)'signing a

¡retition against Mme. Garclerian and her disabled riar-rghter,

Lenants, whom she said did "Lìnspeakable ttrings" in "their fair. n'

When Trelkovsky ref uses Mrne. Di-az, she compares his str_rI:lrorn

individuality t+ith the man of sinrí1ar disposition r,¿ho ]ived

opposite and r¡ho vast¡struck down with paralysistrand left the¡e

by his spitef uI neighbors to r'ste¡¡¡ in Lris ov'n juice. " This is all

image of horror for TreIl<ovsky of the I'grossil body open to the

v¡orl-d, the body contaminated by its okrn inside (Kristeva, B_q-V.g-fË-

7L).

cÈ-



TiiE r:lirrli-ii¡L v.lii*li tr¡tþ;¡r"r¡þ1ii hii*w¡ ,t--t,:r ir*i.il-i t:rt

;l¡-ir'rrÉÌ'ri+'r'riiii-r¡i tit* ir*t*¡il,-lr-'ilÈii-ï ,_rt- iii* i_i'._,ü¡ ir. ij=":L_ir_jrit_ifrüt:i'i. i_ri.. ¡i-r*.--gs------'-'--'J

viewer within a thematic binary opposition, This dynamic might

I:e clescrÍbed as the aritipæ.thy betl¡een r+hat I have ju.st c:.rl1ed t,"ier

t'qï.¡ii=tt þi-rrl! T. u;IiluÌi i= ih* bo,il'cliai r:1.*fle= ihre ci¡-t:r-lin¡;c:r-il-itr(:iìl

ÕÊ ihe ['atri"trchal ccl¡itnir¡rit]'¡ and bhat is defirreä kry tirose

hairits v¡hich rnark it as noL being self-contained or complete, but

rather å5 c)pen to the v¡orld. ancl. tlie closed .r.nd con¡:leieiì bucì¡r" 51;

The Ìrody, accorrling to Krisieva aIso, "nust Ìtear no trace of its

debt to nature: it must he cfearr and pr:oper in o;-deL to Ì:re fully

symbolicr' (Kristeva, Pot¡ers l-02 ) . This idea vor:1d account i:or

Trelkovsky's arrxiety aboui his pcTforming the 5ånìe hcrhiiurLal

routines of oral consumption that Simone Choule did, drÍnkinrl her

ntorning c:up of chocolate and snioking her l:_rrand of cigareties.

Consuming, he is consumed Ìry the absenL r,,¡onì,1n r¿hose presence is
ubÍquitous.

Iti Th* Teti;rät. Llic ,Jru:iË {¡-,¡ i.inter¡.r.hl-e} }-ri;6y ai-va1r= ;ì-Lipearir

at the f rontier of Trell<ovsl<y's incor¡rr:rration into the community

and as an infringement on tkre social contract. Consequently,

Trelliovsky's Ieverage in the bargaiiring tor terms is the i-f ci

that the bathroom is arou-nd the cLrr:riclor from the apartrneirt. and

that he is f orcerf Lc by biolagical necess ity to mLlve out of the

spãce t¡¡hich the patriarch cannot mal<e self-contained" FclÌlolring

Msr. Zy's discussion of the terms, during ¡r¡hich he has cor-lLinr:erf

the revolting gesture of picking his teeth, Msr. zy must concede

the inconvÈnience, and Trelkovsky is thereby succÈssfur in

tr- .?



driving his preniiuni price rfor+n"

Once Trelkovsky is ser;tlecl in LLre apar l-nrent. l-iie gross; bocly

is felt tri ]r* cunL.inr;¿11y in violation of tire Ìlounil-:ries; hetr¡¡e,;rr

the índividual and the comnìunity as it is potentially desLruc'uive

to the syntbolic Êconünìy of the grouLr (Kristeva. Prtr,¡ers 56. 57 ) .

This is tLre ccrsÊ r¡¡kien Õrìe of trelkovsky's dirty socks is
discovered in his ap,artrnent by a party guest v¡hi re they are

noving f ttrniture to sei up Èor d inner . This darnning remi¡rd-er oÍ

i:ii* h.:r,.Ltt= c:.:i:r-r:t.1. i=,_rl,ti.c= T¡-Éiþ11i=,'¡þ¡ iä ¿=läir;i-fj:*.5:iiriritL frr:i¡ü lri=_- - _'l

friends r+ho are holding their rìoses and laughing at Ìrim. I.,¿itel:

during the ¡rarty one at Trelkovsky's offices nate Leo urinaLes in

the kiLchen sink, ðñ action v'hich clrar¡s tLie toucl crit icism ol []re

rest of the cerebrants, and inimediateJ-y br ii-ig= about one of

Trelkovskyrs angry neighbors v¡ho cÕmes to complain aboub the

comnotion. The morning af Ler the houser+a.rming party, r*hen

Trelkovslcy is cleaning up the garbage made of foodstuffs, and is

taking ii out to the gari:age cans in the courtyarcl, he rJrops

-fleverë1 ¡:iËcË-* of it Ðrr the staii\,Ìrr.T¡ l:r-rt vhen !rr rcir-;.rir:; tc ¡,'icl.;

them uÞ, they irave clisappearerl" This is tal<en by him a.nd the

audiellce õis a sign of ñ, ploi egainst Ìrim. on tþie pcfrt of ,r.

Tì,3rÌìe less col lect ive ¡:erhaps. ,?nrl i t is f or Tre lkr:vsky

mysLeriously threatening evidence of the vanishing boundaries

betv¡een the organic and tl'le social or symbolic realms.

Excrement, in particular the excrement of the mother,

subsequently comes to rrsignify" Trel-,\.ovsliy's incarparation ii:tc
f Ìic gror-t¡-' ,=tir'l rjriçËï úF irit sLiï-f-ricior-¡:' irrdi.¡ir_1r,r*1ity. l.irrie "
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l- --- --r- --- --t- - ñ"--.-.'1 1..-.,.-_, 1"=, ]-l-_! -. 1_ _ i _.r-1,:luîftLtii r.,JILit ilEI \,/f1e¡i ÐÍlE i_:i_¡lilE= t(_) Lr=Li 'l'rri.l-J-ìù-1,¡;:iü:¡ tJlEì_. iilËi i;

be irig persecutecl by ihe otLrer tenants because of tLre no Í se skre

makes and, she säys, because the girl is disablecl . As Trell;ovsl:-).

Í= sirtnpathetic io her. lfrne " GardeiÍan returns solrìetime af Ler

recÊiving fier evictíon Tloiice to ltrake a whis¡-;ered conlession Lo

hiut tkiat she "did itrr just irr froni of tireir cloors, krut riot in

f ront of his rf tlor. Trelkovslcy must then scrape up s()me of rritrr

and drop it orr his doorstep sÕ that his neighbors r+ill not

suppose that he is the guilty party. This excrernent, Lhen,

Lrec:o¡ies the lrie¡ur:; c¡l disguisirrg his ii'rtegrity oi irís pu::iiy ironi

the vigilante group heade<1 by Ì,lrne. Dioz; rtYou're a saint-i yorl'ri':

tkre only one r,¡Lro caresr il Mme. Garderiarr tells hi¡n. Kristev;r

e labrrrates :

Foorl v.q5te a,-rc1 excrement iìre ãn indication'-rf tliat
t¡hich cornpensates for the 'collapse of the border
betv¡een inside and outside' (Kristeva 53). Excrement
and its equivalents (rlecay, infection, disease, corpse
etc, ) stand for the identity that comes from r+ithout:
the ego threatened by outside, tife by death
(Kri:;teva 71-).

Accord i rrgly, the bathr oom ]:ecomes

the Abjecb as the site of the Other (Xr

the place which houses all the curious

Trelkovslcy because they have failed to

Tr*lkovsliy ii;ia11y crLrssÊÊi üvet iç tiris

¡rhysically incapacitated by fever, in,r

imagined rrf ðte. " The scene in r,¡Lrich he

or-rL of ã hypoihetical scenario that he

the l-ocus of the ALrject.

isLeva, Por,¡ers 54 ) . It is

sights tkret have ¡rlagued

be animated by his gaze.

I _ - _ ! r _ -, --t - -¡Llr*.iLI(JJÌ 'i/,ilcli Jli-j iir

fulfillment of his o\,nl

does so is l-he pl.lying

ha:; rle;cr il:ecl tr-¡ t.isr'. 7,y

L- t-l



in ordei- to preEs hi¡ adr¡aritage rluring 1-he bergaining for term;=.

f ,.- ¡-l^.-. -.*--..,!*.-.--+ rr .i-, - .-a..-.- !r--!"!Oi. cnc E¿ËiL1 IrniÕTlt" It 1s a []-Lc1 Ce that is; inarkec'ì by a l.anguage

ili¿L l-= Lrr-r.rÈ =igTriiieL (Flii=tei'ar P(i1';Ërr:i 4-'J*51i. ThË vall-;-, +.i-rj

covered v¡ith hieroglyphics ivhich s igÍli Í¡' ¡i-,u cr_rl-nii:atioii ot æ

¡-rattern r:f tneairitrg wTrich Trel-kovshy is at the cel-rtrÈ of, ]rr:t ihe

liierDgl-yËihit:s in *.nc1 of ihernselvcs¡ ãrr ììì(jãÌlÍng1Ë5:r: 'tini.çlerabl_e
significance in the place of the Abjectr' (ttristeva f1). They

speak of Simone Choulers Ënveloping identÍty, since she, seen

lier+ '-r;:l '1 rrtTrt-iiriläi"¡ " ¡ri't.-'-: ,=Ii uE¡rpl;u1*gi:,r. ,ã:i \.iÈ11 ,i.Ei tli,= iiii: iiiii¡'

or duplication of Trelhovskyos o\,in self " Follor+ing the discovery

of this crypt ic rf messa<¡e, " then, he turns to see his o\{u vri¡rrf oi+

ãcross the courtyard and sees the ini::ror iniage of hirnself

standing there looking baclç at him. Later he sees his heacl made

: ¡ l_ _ 
-j.-_ 

___ _ --rr- _ .l._ t- _.___ _.J -_ _. ._ _ _.! i_ J _. __J._ _i _-_L{Lt L,Lt lLrf_}Ii I _Lf-:.Ë rr llrl{iI1È f_}1{tUl_t f I:i(rl,ijlirlTiiJ Lllr Þc1Sf tl 15 i./lijiii¡V çf E I t

it \./ere the ob ject of s(lnìe game being ¡rlayeri in the courtyarrl .

Final-J-y in a grotesque tableau of torture and coercion he sees

his face ã:i'a tttesk beiirg ¡ilac:e11 rltrtri tfrtre. Gar<lerian's tji.s,:h1erl

rl.tttg!1fs¡" vho ¡-roit-tts r-1I-:ì at Ìrint. clenouncíng irim Ín Ìris Silnr¡¡re

Choulettdisguiset'and making his presence knov¡n to the vengef,ul

Cr o-v¿d .

Trelhovsky's f ailr,tre tc kee¡-r hims;e1f self *coirtainecl i= a

I¡reach of Msr . Zy, s demands f r:r his phys ical and sexua I
integr ity. I{e pref ers that Trelkovslcy rrot be marr ied }:ecause he

and his v¡ife <lo not v¡ant noisy chilrlren in the ÌrIock, yet either

does he want a bachelor bringing around his girlf riencls. ?tny

aùiem¡:t at intercourse l,¡ith the LrpLrosÍtÈ sex is potentially

irJ



iijir¡i¡i¡rti r:tir,çtii:llt-lr i¡ ñ r-1i¡ti_ri_riir_¡ir ¡ii f.itË l:irÊüi:rii:r*i_i ¡iii.¡:+= ¡_r! L=

Fici]'?TÍzed hete-,rosB::11Ê. 1ic¡' ur. r+Ì:,rt is -lctLtÈ:-111'= a 'iljüiiiür*È:¿r,i.=-t-íiy=" 5j
Thus Leors conment later ai rrelkovsì<y's housevarming pa¡:ty:
orPreity suon you r,¡cir'L ËvÈn ]re a]:le t'r jerk ,:f f r+iiirr-¡nt thre

ä=iLl Iii:Af Ët {:(r¡itlll-;rltiiirq, " Lçç ,tri;rç r-{-{{r= r1 ilrateTtiIi,j ütilit;r¡, iri;iCh

to:rilence his ¡1sjr¡hrl_rors in ã sìrcw of mai-rlii-ress tor ttre Ìre¡reÈii

of the meel< Tre Ikovsky.

This ide'* lÍnds frirbher narrative rÉprÊsent¿tiorr cìrrring thre

party sequence in ç¡hich Trelkovsky has his frienrls from worl< over

f or a houser.¡arrning in h j.s neI,¡ apartmerrt. The canerð opens on one

scÊne in t¿¿hich the group of guests, divided into male an<l female

üðnips¿.1r€ irr iitvolvei{ alreacì-y in û collvËrsåticn, t}re =r,lbjccü o.'

r"hich is implied. Lo varying flsc¡rees, but ruhich is discernable as

the abhorrence caused by the siEht of the genitals ¡ ÐT the bocli'

in general. of the o¡rposite sex. A woman is first seen and heard

speaking to her friends and tl¡e vier+er is given no verbal- context

for her comrnents so that the missing referent (the phallus)

ntt-lst be ü¡.sÍtulTreal by the viel¡er f ron r,¡Lrat f of 1Õ\,/s : ( rrYeec:h, I :, ã\,/

one once....etc) The remainder of the con\¡ersaLion Ieaves

litile roonì f or cloubting the sexual- corrtext of the remark, But

the acLuaI ref erence an,1 context is rìever substant iateil s(r Lhat

ve are alirrays left guessing, like outsiders at the party

ourselves, securing ourselves only to the extent that rr¡e c,fn

jr:dge the sigtr; of stereotypicel masculine õ.nd fcmÍrririe Ì:i¡:h¡rviuur

and attitudes in Lire guests. This excrusively polarizerl

conversation e¡¡ds r,¡hen Leo is told to chrarrge ihe subject l_.,y

t:1Uf



another \,roman present¡ dnd he replies, " llhat shoulcl \,/e talk
abor:t then ? I{oinents Lib? Have you seen those mili'tar-¡ts? Its

*Ilüi-lgil ta rn.=1.,c yÐLl L¡.rr.ti rllrËËi "rr

The silence of a homosexual heterosexuålity in the film's

discourse is precisely wFraL sinone choul-e's silent sc:rëanì

undercuts. Trelkovsky's jump into the abyss. is a jr-rmp into the
jagged v¡ound that is the negat ive impr int of the bocly of \,rornan

and out of t¡hich issues the fascinating anrl repulsive cal-l- of the

èF-rj¡ç¡-, * cã11- r+hi,;ii i{1Tri= lË }ra-uätiäg ri,_j¡iitir:.=ïti:i- t¡ ¡,.1--l-,.-¡i:¡_iri:i:'

and evenLs in this world, both f or Trellqovsky and f or us " The

ntaterial expressic¡n of this ntobil-e "signifier" is the scrÈarìì of

S intone ChouIe., hearcl at the start of the f i 1rn, and Lhen perÕe ived

thereafter äs a silent echo i+hich underv¡rites all visual and

verbal language in the film anrl charges scenic and narrative

5p.1ce vithr uncÊTtairr tttearrirrg " Fle read Trelkovsky's s ituatior-r.

his sitting in choule's regular spot in the cafe, for instance,

in lighb of this remembered scream of pain and bhe expression on

Ìris face shor.rs thal- he cloes likev¡ise. The rr¡onì,1nrs silent echo

thus takes up its plece r,¡ith the camera's f ixing narcissistÍc

visionË/ effectively chall-engÍng their authority anrS thereiry

lioicìitig r-15 tentatively Ì:etweetr tvo realms of sce r¡ic :iË);-rce.

betv¡een vhaL qre see, and what !/e do not see¿ but ilfeeIil is.

ntysteriously present " 52 In this \{äy the f ilm r,¡orks outsiile lhe

hierarchy of the senses,- outside the senses, that is, of sight

and hearing, iuhich film theory normally privileges.

This is tlr,rite unlil:e tÌre ir-rircLir:¡i of ihe l{ilui,Ljì's ;jÇrÊ;àr'ti i¡i



Fj r.,ìf fii i-ril i)i?I , Viiir-,ii r_r!_rc_ri1¡ i_ri,, i.i:* l:ri:ijlr,ii:iitifl-s '_,i ,_r ii¡¡i.ii+ i¡i liii:

ini"lgiriüry tTürlä çi th": L-)roi.clgorriut L.E" Jr:tteriË:i, iii=
tantalizing possibility of ä difference which can be fulry
accommodated by Lrim and the vier¿er¿ guäranteeing Lhe integritlz of

]rrith. iJuvEi/Èt:¿ irr Hiichct)ckr¡; visÌon, f iirally. tlie .livitlirrÇ linc

]:etveeri the self ancl Other vhic¡'r the protagonist Ìias

uncollÊiciously set itr place in orrier to preserve the hopeful

silence of the Other is not sufficient protection fo:: the self

from a vrorlrl, r+hich demanrls retribution (Cave1ln Must Ite? Zj6) "

Trelkovsky, l¡Lro lives irr the closest thing to ãT1 cìrrìot¿11 universe.

can only dreant of. the cleat-rs ing punish¡nents of retr iþution.

Tlit: J¡re;-¿k irr tli* ri¡¿rræ.1i,.'e vh j.ch re:rr,ll_ts ,'.rom it= i¡ite nt iuir

to follov¡ TreÌIcovslcy into his insanity, ð break i,¡hich forever

locks L1s outsicle tlie protagonist's mirril, Ís for.lncl by most

virtwers, r vould guessT to be more annoying and dissatisfying,
and dÍssatisfying itr a different wðy¿ thar¡ being held betr,¡een

the Lv¡o scenic reaLnts in ir¡hich !/e initially "f inrl" oursel-ves.

Tlils Ë;ÈÈriìii to rnÈ t¡ ¡rtie:;t tc: tlte *trerigth of desire .lncl_ grirf by

t'¡hich \,/e can stirl be moved, and by r,rhich vie woulrj still be

moved. The scene i¡r which Trelkovsky goes to the hospital to

vis it the tlying S imone Choule anc-l rneets S imone 's f r iend Stel-1a is
indicative of this absurd r,¡orLd, r,,rhich. f ortunatef y, I think. \ce

feer is terrifyingly so, in v¡hich not only can no one can knor.,¡

the pain of the other; but that therefore grief as v'el] aS

des ire has Lost its potentiat pov¡er Lo purl- us out of our

solitary conf inenent. Insteaci Í L prodr.lces revlll_sion and ã

tiJ



rrarcissistic r,¡ithdrar,¡al- " when conf ronted i¿ith the sigl'rt of

S intone Choulers brr:l<e¡r body, and having been waiired af her
¡-f ; -.*!- .-ì---_.j __î _,L_L_ ¡.- _':iËl-i,-{iif l-rit;.'=itli¿i -;i.¡:.i¿; (iit:vt11" Ël]içïürr'-1 frutrì;,. a:uiti'=,i¡ 5LÉl-l-;å, if

seems to flê, makes a frivolously cruel bid to iderrtify herself to

Sino¡re, to hãvÉ the ilyii'rg \,¡omarr acknùwleclEe her" ariil 3lrÉ i.: vÊi),"

uLlsËt later Ì:ecause S irnone 'r<1 idn't even recognize I her ] . " Hr:r

greeting is irr f act v¡hat p::ovokes the unf athonable and repul-s i ve

screanì of horror f rom Simone. Later, !/e are stightly appalterl to

ïÈr tii.tt Etell-: is c:onteni tt-r tr.rcle tlic "].;rrovrrÊ:;E " of Ìi*i:

f riencl's suf Èering f.or. the sensational notoriety vrhich is claimetl

Lry ihe r,¡iLness bo sorre letha] and rrrysterious catastrophe; (,,I{e

1,/ere the last ones to see her aJ- ive, " she boasts l-o a f r iend. )

In concludirrg I v¡ould l ike to ref er to an arrecdote in

Jon¡r'Lh.1n l,fil-lerts Ìrook oÍ intervievrs called StaLes of I"li;rtl.

l"iiller talks to George Handler, i¡rhÕ ciIes discnssionFj r,¡-ì-[,'r l:]ÈolrLi.

who had had severe spinal cord injuries, and ivho were, therefcre,

tlo loriger able to feel sensations ûs strollgly as tkre¡' ¿i¡ ]-¡efore

the ir accicients . 53 Atl of the p"rtients, hr]\,/tlvet:. tol-d him that

they v¡ished they could f eel r,¡ith the same intens i ty as they \rcre

able to previously. It seems to nìe that Pola¡rski has create<i a

film vhich rnakes us long for,l renerøed connectioi-r to the

protagonist and his worl-d, and r,¡hich therefore calls into

guestion ideas about iire spectatorrs 'rdesirerr to occüpy a

I'disemlrodierf" place in frr:nt of the screen. The film¡ ès such,

also conplicates the issue of the spectator's self-possession.

Fur¡ u1¡¡1,1çç¡h i,¡e alr+ays occr-r¡ry ttre position r¡f ¡trivilege r,,¡ithin

Ì-. 
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attein¡:t tci represent the subjecLive

l,Je feel cis thor-rgh \,JË too;i.rÉ r.¡ithout
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As a tilln vhic:h crr-lÊ1I;z per¡i='i;rates tLie t:lefenscr sysi;ern, ay

therrpain thresholdrras Burche calls itn of meny of lts vierr¡É:rs¿

Davirl LyncÌr's Blr,re Velvet_ (f 986 ) of f ers f urther op¡:ortuniiy to

think about the fluctuating boundary between sel-f and cinema, and

tlie '\t()¡tì,irrts rol* in ItcE(lLiating this bounclary fr-ir the vier,,¡er

( Burche, Fi ltn Fractic:e l-25 ) . To my hnovleclge ihere hrave ás ye b

been no comprehensir¡e critical articles i¡ritten on Lyncht= filrir,

through iti the irrrrunterak-r1e tevier+s of it there hrrs beeri e general
L---.-l L- ---..----i- Lt-- -1;----.L___i_.l--r.j¡id l:ü -f Èüi;r.rH î:J-Füä LtiE {:ti-r.i:Cf.ui,rj r_{,1 r iTili ¡ ':1.äi-i 

tt¡jiiiiit*¡litt!

sty1e, and upÕn other innc.¡vative f orrilal c¡ualities cf. his \'rclr].: " 54

In a situation Ehat seems to typify the abstraction of feelincl

fourrd in current film criticisrn, none of the commentato::s on Alge

Velvet mention the facL that in o¡-re crucial moment of tiie fil-rrL

\./È l¡ear.rri È¿ppãrently cleliberate and violent afÈrc-rnt to our

sËnsibilitÍes¿ ê5 \{e are forced to i*atch, anrl this is i.ntleed r^¡hat

it feels 1Íke, irhile a r/¡oman. Dorothy VaIens. is rapecl , in a

graphic anrl tei:rifying nìanner, iry one of film's niost insidiously

al,ijcct of chatac:ter:l¿ FranJ'; Ba+th. tlre eff*ctrl '.rrr ü1-ri r,'.=tiÌ:ir¡q

this rlispray of raw anrl brutar sexual i ty, anrl the tr¡omanrs

F.lì-1f tÈring i-Ìi;tt il ittcui=. racliate or.itvarcl. f o.i:ever altei irrg cui
perception of events previor-rs å¡rt1 to cornÈ¿ ðs v¡e1l as rleriigrating

our sense of ourseLves as protected t¡iLnesses of these evenLs,

êrirf yet abcr-lt this scene there has Jreen amollg critics, v,¡hat paul

Fry might call, ðh I'unnatural- stillness of consensus. "55 llacj

i-here beeir more intens ive stuclies carr ied out, \de might noi have

Ì:'tcä sLirtrri=eii. i-u tiiiil itr.r+.lc{itiq iirc:rr t}r;t i}i* lil¡-n }r+,c'l 1:'reir

66



t*i1i-i{jdL'l r wlTlil ,L rfjinllLifi,: riiir_,t:lrr',r.i, irÌ'r,;*,_l i¡_r,:, 1 L:},Lj:.;lrli,jlil= T}-t¡

--j-,L!_.L_Lj_LI___.t_l___,L:_-_-____!_-.-.-j_,LV(-iYtr-.lil=l---La.: i.iifiriiL-'i.{-. I(-}li iJI l-iiii Tiiitillj {li=l-Fa'tl1'"É ?-iFr-il-=ii{ii-ri=:-i--

Jeffrey BeaumorrL, is nevei: disavou'ed by Lhe film¡ rror is Frarrk

Booth's üedipal trauma¿ äs lJe =ee it ritual-ized in the raLrÉ ctr

Iit-rrr-rf iry V.tl-+ir=, It ì,¡aitl 1(i, itüt *=Èi:Ìir i-{Trl-ii;e1.¡ tii,=t ii-r t}r+=+ :riii.--li¡:r.'

fhr= :ì[]Ècr,1tör i./as coucÉive,:l of as ]reing in ihe sam(j voyÊuristic

rel¡itionship io the !¿ottran?s bodi" as Lhe ¡:roiagonis;t i*. EÍven üui:

o\,/n arguably voyeuristic situation aii \,¡e watch vhat Jeffrey

Beeuntorit. vatches that rright in Dorothy's ðparilnent, . Cc:rÌ;;il i'rì-1,

Blue Velvet would yielrJ to this kind of systematic analysis, for

LLre signs of dn Oedipal logic at r,.'ork; in Lr're narraiive are
--_-_____-1_eVçIJ\'/ilt=i.ii,

To begiri vith. JÊffrey has the obligato.rir task of

reconstrt-tctiirg;lÈFtu'?1 rlifferenc:*, Ðf ¡rolariziirc;.3 l+orlc', tii¡i

threatens to lose its famili.ar structure after the sudilerr

physical collapse of his faLher, and this is his accompiishinent

by ihe f ilntos enc1, its he resLores the patriarciral oriler Lry re-

linif ing Dorothy Valens v.'ith her soTì¿ antl i< i.11ing Frank r¿ho has

separated them f rom each other, and f rom Dc.rrothyts husbarid . As

it does f or IJitchcock's protagonist a1so, a preoccupaLion ç¡i Lh

tLre f ragmented body attends tire young voyeur's :Eanbasy c;f

wholei-ìess' and his detectir¡e enter-prise is undoubtedly,rs much erl

invesiÍgatiotr of the gJ-arnorous Doroth.y Velenrs 'rcë.5'brnterÌ" ì:;ocl¡'.

.ls it is ðn altruistic or sociatly responsiltle attenpt to solve

the mysterious network of crimes in v¡hich she is sonel:iol¡

i¡ivolve rl . l'îo::eDV€:r, duritiE ilis ¡:ieliniinnry invc =iig,rtí*ii¡-:. i-,,rcli
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he and -we see Dorothy as,rn exotic and gramorou;; spectacle, a

vision of p1entítude from a dream of tire fifties. as she

' ml-,.-. ,-1._.", ,-1,.1_ __i_____i- iIL.ËiL.cij_j¡;j ,1r_. titE ;:'ti_!\t {_lt_lj_}¡ \,Jilijr* .JrtIïË.i, .iii:j1_ 
={r=¡_i Jli:r,. .l'1.1Ëil.

later, cturing the rêpe scene, ãs l'{u1vey nright preclict, si're could

be sË{jn to ite r.lnr-ì.ergr:itrg t}re r-1e-cjlauor-izal;j.iin æ.n11 ¡:unis}:rnt:itt t}rall

ref lects Jef f reyrs castration anxiety (llulvey j-4 ) "

llhat iqould be more understandable about such å hypothetical

interpretatiori õìs a response to Blue velvet¡ ds op¡:osed to say
__r_; ..i. ___ìì t__ ...I _.!_i__,_Þ;fji{I }.1 1ili_l(_¡\r.f V/IllL:!! L:i:iU lil Jl_r.;._iL Èi5 \,JËl_ | }:}t:ì üii-.ji-.,=HÊll iiJl: L_rlE ¡r,r.rrrr_

film, if sÊen in these tei:ms, is the seerning rrecessity of it as

,fll intellectual rlefense against this film itself, anrl conversely

the pitiful inadequacy of such a defense in the face of lhe

overiøherniir.¡ viscerar eïperience or Lynch's f ilm" This does ¡rot

ilìË¡ril fh.li iir suggÈ:rtiirg ìtìy [ìisgivingË a]rout t]re [jiìdíp.rl Ë¡;rq:rliçi¡n

äs a nìeans of explaining our responi5e trt Bl-ue VeIvet that I ¡¡¡ish

to ignore the unforgettable cônnecLion liere betr+een voyeurism ancl

.1 he i trtrus rag i ng ðnEer il i recterl to,o¡-:rcì the \,/onìan . Hotøever , \,¡e

liìi-{-,t rtutitÉ hli,=.i t}ri¡; i:l ä,¡i +. cçtrirectiçä r.,"¡liic!: L,}rticl.r $L;I!Ë1 Lt=i l.c

tal<e lightly, in the \.ray thaì: !/e might suggest I-titchcoclç rloes.

There is r¡€.'ry obviousl-y a great deal- more than a mere,'taint of

villain¡'" ÉLlrrounding the nale voyeul: in tilis f ilm (Cavel-Ir',Tiie

l-Jelodrama of the Unknown Woinan" 11-44) . What \{e need to ask,

then, is r,rhether or not it is poss ible to, or vorth tryin<3 to,
publicize ¡,¿hat- the film sÈems to not knorø about itself, (that is,
presumably, its sadisì:ic ecorromy), in crrder to cripple or
- -.,-.-!----.. ! aL - -.-!1- ---r !--cül-illLËïiii-'L T.ilrr ¡Ìl-lf-ilu:L iLi.' Lri ê cÌÌictìitf r.iü sy;t+:üi ,_rf irl=;*{l.uctiv¡:

tt ¿l



j:¡r:È;:ii ( iq¡ciir¡l':i lf:1 I,

;¿i,il itirüi*,ii,]tc i-¡r i:ii-r-l-r-'¡ri viLii tili.;. ttir-'tir,;ii. itii,¡itl. i-i* üiruiÈ¿l irï
the f act that tiris particul ar f iirn seems to ,admil: eveiythirrg, to
o¡rerrly depict the cotinecticn Ì¡eis¡eeri :radisi'ir ancl v(lyËui i:rrir iLrat is

- I 1 -- -. -.-- - - -- - -1Jli_ri!!r,;ìJl]¡ :j¿*-LîËiiij|l {JII f ]: *n (:¡l_l.l ;jiÈìtI I:r], tí¡ij LJli.;iËì_lj:É 1i_ l:rt¿ilij+ 
=

ffi-lïr;f i' tÏrer* cëri be rro dísagreement c:]rcr-rL L)rncFr's sel-f -cÕ¡-tscious

juxtaposif ion of the criniinal under',øorld that is Franl<'s riomainn

and the ntiddle class suÌ-rurban rieighrL;orhoor-1 that lir¡es in qr-iiet

sìlspicion of it. in ternts of the similar forces of desire Lhat

shape the rel-ationships beir+eerr men and lironìÊT-r in e¿¿ch vcLllr',. T[e

filtn also sel-f-consciously rrndermines the binary of active ¡nale

r¿;:tcher atrcl p"**sive f ent*l-e i¡-rectacl-e Ðr ¡rerf .Jï.lrìör " Fur it t1si-,:¡

us specifically to respond to the fact that the \,/om,rn, in this

CaSe, Jëf f re¡'r 5 Eirlf rier-rd Sancly, is lef b or.rt of alt ¿rctive

seek ing anrl arivenLur ing . The cl-osest Sandy gets Lo inve5l ir¡al- ing

alongside Jeffrey is to act the parL of a Jehovahrs }Iitness in

order to drai¿ attention avay f ront Ìrim as he searches Drlrot.hyts

apartnerrt " As such she is merely a visual lure rather tl¡aii a

participant in bhe solvÍng of the mystery.

Wl¡at- I Ìiail L,uIpüSefr;11y, but I Teãli=e. för too casr_lGffi/.

intended to ntake evidenL in imagining this criticism of Lynch's

work wäs the over:simplification r,¡hich results from a critical
me1*hod becorning tnore anrf more sr:phisticated and hence

'rinternally rather fhan referer¡tia1Iy cL.'nsisterrt" (Fry 'Ì, l_0).

As T have tried to show Ín my discussion of Rear !;i¡dov and The

Tenani, a¡id r+ould al_so maintai n in regard to Blue Vel-vetr is tlrat
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Lhe perfec'Lion of forma] method strived for in some

psychoanalytic film theoi:y, lrased as it is on a founclatioi-r çf

litrgrri¡tic:s. ,3t'rt-l tire reification ol the suÌ:jeci that re=r-rlts,

uhile it nìay possibly be conceived positively as a::eaching io

transcend the self¿ precipitates a breach between subject anrf

ai:ie cf vhicli engnlf s t.he lif e of f eli exFeríence (Fry 5 ) . Even

Teresa De Lauretisos calling our attention Lo the need to

"theorize the notion of experience" strikes rûe äs sr-ightry

it,-r.t-;-{il.li.ic;-r.i ( Ãl- i-uË tirr'::.i] i-L l-I } , Frrr=r ¡*lüi¡iir=t t-}i.:t ii:,:r* ,:,=.i!

nevÊr L¡e ð. ", lornaÌ 1iaisorl . " "" or ð corriijieteì-y r'.

mirrored (lpl)ositicn, bËtr,¡een reprerientation arrtf exp{3r ience in

sp.=tiotemporal terms" i3 nor¿here bror-rghrb to bear nìore

pertinently, it seems ta [Ê¡ thai-r in film theories of ihe

perspecLival centering of the subject upon vhich tfie patr ia::ch;tl-

cinematic system is assumed to rest in psychoanatytic theory (trry

6-7 ) . ïn order to maintaj n tire author i bative totality of both

inter¡rreter and text, srrch theories attempt to shelter the

objects of ûLl.T ¡rerceptioti from th* forrnless flow of ti¡rre iii çlric:l'r

\úe and vhat ue observe are both immersed (Fry f 0) . We har¡e tu

11o tlii= to;a ce¡t.=í¡r txteirt it-r ¡rder to rccoltstruct e.-;LrËr-ieäce

af ter the f act. Ìrut aË cf corre c'L ive \,/e might remembei: the

suggestion of vico who, according to Fry, proposes that \,Je becorne

"a1I tÌrings by not r-rn<fersì;ancling them. Ìry not trying to

clisregard bhos;e el-ernents vhrich do not fit our systenrs, ancl as a

critical approach ihis ruould meanrrrefusing ì-o pretenrl not ia
lr*ur: h¿1 e:'rr +ilTüii=.:Ciil hy f+l:;lt t1Ë IÈcìdl rlT 5(jË {Ffy Zf-1 0).- -'- !
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ti.]ir tli¡i;-r.ii¡i-:ii¡ ryit È Tr1 Ì-r ñir t. Êlr¡cr't¿*li,'t¡i- i¡ i¿ l:i-Lüi r,Jhi.riit

,-1 i -- - - !-1-.1 i..,t--.-..-- -..--l L¡- - - -ì-----.-¡-ì -- -=i - ì -L- -. --l--! i - r-- ì IL:,:iLi:iUfl.y ç;:L,:lj.tj_I;itL1=/ ,:ijl{_i L-iìtll,:ìj_lit_-ll_¡LfJ Vli-ii,=ti_1:ir \,'jI!,=l-. i= I+Il-

L:y the specLator ta have been a unif ie ,:l ancì selÍ -coriteirrirrg
Itpoii-rt-cl'-viel¡. r' It i= also arrotl-rÊr çcrk. therclor-e, which

-i--ff +-- i,..--.i,-- !L ---!.----L:J!i¿ ¡ I tjltilf I L.tl: Li-i ¡ Ë-Li'tl.:¿lil. I¡e tntj ilclLüi.rj ilt CÍlr-ì ViÉVËï 'i

irrvolvemetrt Ìry extenrling the corrce¡rt of point-of-viev beyond the

notiorr of ã s¡ietial c:orifigtr:rntiorr rìltd evell beyoäcì thab ot c¿

iigurative point-of -vievr, as Bror'¡ne has talþ.ed about this.56
For, our relationship to this filni is not initialÌy or therea.ftei
entirely contingent upon our alignment,¿¡ith characters r'¡ho hotd

tnatLe:: of Ì:e ing s ituated in the n.rrrat ivr: because of l-l-re f i lrn's

having elicited our synpathÍes for å characten or characters

vithin a rrtoral Ìrii1ary. Our resp()nse tr: Lyrrch's seguence of

establishing sLrots especi"rLly -+eems to inilicete tliat'i;Ìre idc"r oi
point-of-view in this film rrrust include something Iike an

Llncori:icic,ii:;" FrÈ-*>:istitig t'pl:Ë jttdice" tor.¡arc1 l¡hat is ii*en " Ii
riepends upon our Ìro1ding. or Ì:ei¡r.J ruilling to assurùe, åfl attiiude

tor,¡ard the f ilntic evenLs t oy perhaps tovard our place in relation
'bo the f i 1m, even be f ore \+e ðre 'rsutured I' into the story l:y

bei.ng caught up in the characters' tives. 57 It is .1n

orientation anLicipated by the filnmaker, quite accurately, I

thirrk. attd I l:elieve it is a syurptom of our ullcollscious desii'e

for privacy or self-preservation, or for a ¡rreasure in the self

LÌ:rat is not controlled or l imited by an external author itlz, ancl

whicÌ-l is ihcreÍore,3 defcn:rË,r.Eainst the self-,le=tructii¡r:

i'I



poss ibi I iiies of des ire . 58

, 'Lire i:=i¿¿iii'l L,-: ¡eli is .il:rr_¡ d.eiii-re,_--1 ¡iS
a concrete rel ationship eitabling one ì_o
rìeiilÏil irr ilrril=Êl-i¿ i¿5 ;-i 'L.ltÍäE {-)t'tÉ: i-tçtir
Llossesses anrf lras be f orÉ ontl ' s Êye5 . I f to
convert to oneseff is to turn a\,lay Irom the
Llrç(icc:LrLlatioir* *i ilic *;":ter¡iel i+rlrl_t:'l / iïurri
the concerns of ambition, from fear of the
f r,ttnre. thetr otlÊ c;n tr-rrii bacli tir (li-tÊrs ot/Ì1
¡rast, reca1l ii to niind. hiave it unfold aË;
one pleases be Íore one 's o\^/n eyes, and har¡e a
relationship ruith it that nothing can
rfistr-rrlr: ' This is the part r:f or,trl-ime that
is sacred and set apart, put beyond the reach
of all hurnarr nishaps, and removed from the
j - .-. ¡ -- i - --i_lf_¡llt j-Il .L{_¡Il (_ir- f UI L-Ll-llËf t-llË F,=l:I }iíLf ,-:Ìi i7,
disquieted Ì:1'ntl vant, by no fear, iry no
atLacl< of disease; this cari neithe:: be
troublerl nÐr snatched .r\./ay- i t iF. ,tÌi
everlasting and unanxious possessiorr.' And
the experience of self that forms itself i¡r
this possession is noL simply that of a
f orce overcome ¡ ay a rul-e exercised ovei d
po\,¡er that is on ihe point of rebell ing; it
is tire ËHLlÈr ie¡rce Ði a 1-r1e-f ti-:,rË tir,:t i:,uij
takes in onesel-f . The individual l+ho has
finally succeeded in gaining access to
liint;cl-i i:;¡ fur hinr=c1f , Èìn,:ì:,j=ct,-¡f
pleasure (FoucauIt 55-56).

Irr i:ÊLïospect¡,rrrd r,¡ith L.E" Jeffrie=r iir
Lov¡ard the film is sonething which feels like

... ¡ ,- -tiil t iI(.1 " i.] il i r-j i. t- I L. Lli-i lr

an uncharitable

in Lum]:erton,skepticism about the mundane niddle cl_ess l i f e

IJ. s,4., the f ictionê1 setting of ihe j:irm. Because¿ ðs in The

Tenant, the narrative presence in Blue velvet has at times a

conspiratorial intent, and io that enrl, a variable and

"Clttplicitot-is" relatio¡rsirip viih, its vier'¡er, wÊ ä.1:È ii.r;:i tak*ir
into its confidence, and allerwed i-o thinl.. that this

"pre judiced.rr ol: skepiical. point of vier,¡ is a certain,

explicitly authorized (and rearlily available) "point-of-vie\ù'n
i'¡Ë L¿iri LÌre-'t rb;i gi-¡rit ,i rcci_tr È

t.llt

-. -l i .- -. Ll- -r -. i- I 1,..:: -. -irjr-lÈåILi l Jlq Li¡l:' Il-l.itl1C',1¡{iïlii "



l-r-l-,1 {iii¡hiit-,ir'¡fii-Ir ¡ü tù f.[¡È,:.¡i* It,_'tü '/itÈri: Vi ärl¿T ]_iri¡1ÈV tiie

"¡iieirì,f ïy-S¡:eur-aClç', rlf tlie f iliiir iil i;,:i,_,rc it lrij,gtÌlE¡ (iür=L

f iercely in the rape É;Èeuf;¡¡çç ). r+hiat r,¡i11 be ö-ïr a-.;saulL ori us at.

a rrvulneraÌ:Ie and bei¡ildererl eye Isr;sI.rf 50

!-..-!{åL- L-J!f IiL,r1 rt Lr! LIIFj ttJlll¡ LJtËil¡ V* ,:j,iË L.ri_1i¡_L_rji_i L.i_r,:i L:L;i;t_{rj.i

ilvÊi-viÈ\'/ (rl "¡iicLuïÊ-perfeciil irrr,igeË depicLing the Ìra::moirior-tF;

civÍ1 orde:: of sntal] tcir.¡n l-ife Ín LuräberLon, *11 of l¿hici"i *rc

accotnpatrierl on the;;oundti:ack by the nostalgic strains of Boblty

r/intonts rr Blue Vel-vËt " 
I' TFris surrny daydream of a r¡orlcl is

f irst rep::esentetf by the r¡isual cl- iche of the immaculate Iy vrhite

picheb fence, wlrich is a background for glor:ious kodachrL)rrìe.-

colr:rerl ret:i and yellovr tr:lips¿ Lhe vhole efÍect Ìreing s()nìÈthing

lilçe d 3-D postcard. \,Ie see children vialking in orderly fasLriorr

to school, guirlerl by a matronly crossing guarcl, and the leisurely

r'rr:vement of a fi::e engine äcross our path. r+ith.l dalmatian orr

the running board, compretes ä Rocl<r,¡erlian picture. vintonrs

:;oilg. vllrich itseli ¡rrodr-tc:er: nostalgia lor;r. c:,jriäiit l-r¡rqrii:* *ii.i¡
is reninisce¡rt of some earlier time in.å mythical_ past of ou-r

cul-ture. and ihe no\./ seemirrgllz ciistant ancj quaint sentiurent of

il;s iirttocetri r:le:;ii-,= tt; r(ìcaptLrre the LlasL ancl the alisçnt \,t(ltiìaiì

'tirrough flrea.ni üT ìiìetÌì.-)ry a-Lsr¡ ct-:äLril:r-lLrs to ûur $Ëtl:ie oi i.iiis
place as farniliar and recoverabfe. Our impression is of

Luntl-¡erton beirrg e place suspended irr tLre fictionalized past of

our shared curturar memory¿ (at reast the onry curture lrom

inside of v¡hich r can speak ) . Here is yeL another place v¡here

the theory ,rf pr:rs¡:ectival Lrl-.ìc:rìnìËi1t is unabl* Lo ;1ccÐr-rnt for Liui-

.1 ')



experience,, especially for our immediate unrlerstanriing of the

ccmple>< cufl-ural- nteaning associatecl i¿ith styles cf clothing ancj

Ìr;-iir¡;ìLJÊÊ(::i] '1 Ì]d q+:-:tur;: v¡Ìric:Ì: c,=ill friìi e i.Ë;jtj,ril=r: frr:trt Ltij aiitl

are therefore pclrt of the fil-tn's addrÊss. Sigrrificantl¡rn in thj.s

regard, Lynch makes ce;:tain thaì: the siory rfoes not appear: to

take ¡-:lace in any clefj-naÌ:l-e hist<;rical Lirne period, though lre

occäì; ional ly invokes the ê.ura of the f i f t ies with cer La in c j oti:e¡:

arrcl c¿rls. etceter.i" In this \.¡ey \,/e clo not iinlrierse ours;elves in

rl-ti iirii:!iii;.r¡ tÈ1,ìl.i(rir=ltil:: i:¡itli tr "t**.''* lrr¿=i,, iii_i.t iit,-,i,{j,=rrl

reclai.m this medÍated nìenìory.

In this; o¡;enirtg sequence of imaEes ïÌe locate oLrrselves in
the film as a result of our recognizing a completely familiar
world, yet it is a vorl-d rlo i,¡Ìrich L¡e r,¡ou1d nevertheless i:rot

belot'rg. FDI: ¡rlacing curselves in relatit:n to ihÍs i¡orlrl j.:;

collcolììifant l¡itLr oLtr *l:sentitrg Õurselves from ii, though He clo

not perceive our absence,fs such since the artificial-looliing

images of tfie tov¡r al:e so clearly addressed Lo us. Ilt f rgnl of

all ihese siEhis \'/È ùcrìupy the pl,1ù:e of an r:bjective l:yr;tanrler,

an outsider t öt tourist, io r,¡hom a f ireman Lrappiry waves a

r¿elcome. FIe tnust ärite tliai ËvÈT-r this overt auknov¡leticjeme nt of

tlie vir=wer here clces troi Lrri.ng ciisaff*ctJ-oir" or cletre.r:t fi.¡lü úriï

sense of a world of people '¡¡ho åre oblir¡ic,us to our- preseilce,

who do not seÈ ilremselves being r¡¡atched by us¡ but are

nevertheless there to be r¿atched, and só¿.as in Rear tr{incìoi,¡, the

recognizably fictionæ1 qualiiy of the cinematic spãce is
reesslrrirrg raLher tÌian r_1isoi:ieni;irrg.
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!7r-+ ii¡t*lu iüiüi*'-li'¡.1:iii:, ur tiiiü¡i \{': ltiti:iv¡ c."¿,L{¡i- i;= u;1,¡i, ì'i+ irl-*

_-. _ _._+ _.:i !.. ..r-...-r,_....__+.*--,_ J _ i_. _._+. !.1. -. _, _ j.,,_ _,_e.:itiÊ'l:i.È-'i-i Eu ì-tii{-iiri=1..-:nLi úiJ-}çLii i}i*it lInL1ËÈ:;j i.,J¡-' ¡r_:iEii:jú;:,Ë ti¡;i iiir:;.

are LJenerical-1y represerrtaLir,¡e of the supÈrficiality çr ci:i;.:

stlìa1l- ionrr's seÌ-Isibility" Fo1lor.liirg the çrroÌùEue¿ \¿el èl-ÍL] l;¡ior+ ri

..1¿¿,i,.-.: L,- .-.1.,,-. ---...--"-¡ -.--ì ¡ìr:I..-_-._.L r--_...r_,.i;:rj_r= LrJ ¡rlç r_¡u.t¡r-Ivç;j ,:å; I{jltti_ivii_i ,lit(_i {lll:Iet{jilt il:uiìì I..i-ti_: l1{=()l',li_

.1rid lifesiyle represÈntËd., to l-¡elie-¡e oursclves to l:e nÕl- living

as r-lnihinkingly mundane a life as the peopre in this vorld do.

our response t-o the raclio D. J. 's arrrrouncirrg c:f the tinie, ("At

i;he sound of the f all ing tree it's nine-thirty" ) is to en joy the

id.ea. of this tot¡t'r be ing utre]:1e io sÊÈ ít-*eJ-f l-,eii-rg r+eLc:llclT. l:r7' r-l:;.

Tiiis eifect i= cotrLinr:erl s¡roradicaì-1yr,rs Í.or example r,¡Ìren the

logEittg Lrucks f rtint Ltrmberton. wLiich are toacled clor+n r,¿i L;h

enormous logs, roll by in fro¡it of Arleenrs diner. They ere

perceived l-:y r-rs as Ìreiirg bobli I'rråturell_y" pruper Lo the

b.:ckgrou.nr--ì setting anrf as e l<i¡r<l of visual refrain, ot)Ê rìt()re

reassuring connection rde malçe Lo this lçno,,¡able and famifiar

worlrf , r,rhich is itself ¡rassing ]:y in f ront of us.

liiear tFre eTiil of Lhr cred.it 5e(:lLiF-1TìcÊ the fe*1ing t:i l_,*inn i¡r

ihe presence of ä r,rorld totalì-y recoveral¡1e for us by the cämera

i s severe }y altered by our Lf erce iving the canìera, or rlarrat ive

f orces, t.r }re callously anr] inhumanly ¡>assive ,lurinci l,fr.

Beaurnont's struggle v¡ith death in his garden. Tl¡e cal_arnity ç¡

the patr j.arch's str icken body is calrnl-y reportecl to us r+hi le

Bobiry Vinton continues to dreami 1¡' ¡e-meniber the \.JC)tÌìðn in ]if ue

velvet. A Lotfrller r,¡anders on Lo the scelle to innocentiy i,iatch

the spectacle of his convulsioirs. ancl a dog Lakes ad.varitege of
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lfr. Beauntontrs misfortune to drirrl< from the spoutirrg L,¿tter hose

Lhat is still gr ip¡rerì in iris Llaralyzed Ì-ianrf . The r,¡oi:1d iz i-io

ì _-_ _-___ __l_ - Ì ì _-=_--_ì_ 1 _ l_ _..--1Ui1.{-r \.,Jilùi-i-i' içüüiiiiï;-il-, li: ilüi',i j:ii_ìCiil-t.tlt--' üi (ji_{i L;ci¡5* r_¡i- f. l'ri,

absurrìity,rf irisrrunsetlÌ'rl sufferincj, ancl of our being altanrlonecl

I:iy the fiin Lo rrLil: siioc:ke,i heiplris;frriiss iii tire facc ti:[ it-. ur.tr

beirrg Ìrer¡rress to see it, v-hen the seeing i:l it is r,¡Ìrat is mt1st

clesperately needed " A threatening dif f ereirce is nÒ!/ perceived

bet'seen the r,¡orlrl as it is present to us. and tLre r¡¡or1d,fs ve are
1-.-- -.-..---! !- -' ! f l i ! ¡- - -_'- f____-. -,t, - _-_L-___._ _,ÈiiË=itr11f, l.r.:) 1î-,ir1 LiliË .IÈiiIey !Jtt,J tçtL{i-I-rl' ttl 1úL)}i. Lì!i¡¡1 iri;

hometol¡n vith an ðlien eye fol-1or,'iing his father's iIlness, we no\,/

regard ð orice fantiliar place and Ìrave the Lrncanlly serìse thr¡t iL
has suddenly become rrsLrange.rl

Blue Vefvet threaterrs us not r+ith our invisibility as The

Tenan! tloes, but røiÛh the niadclening knor,¡led,Je of tire inef f icacy,
p,erliaps the obsoles:cerrce of Çui: ;es iirg; i'ü thre_:ate ir:; to l_rl_unt

the power of our vision, to renrfer its animating force inpotent"

Lytrch's :[ilur seÊnìs. ihrËief ore, to rur1el-y iritend to disabuse L¿i:ì oi

the skeptical assuntpl-ion that "1ce only aniniaLe vhat we see¿ and

see onJ-y i¡hat !/e aninate. "62 This is tantarrount to de¡rrir¡ing u:i

of the f antasy of. having a place of seeinE ihe v¡orld , Òf having ,r,

"¡rr>itrt-of -vier{rr ( Cavelì-, Tire Horlil Vierged ICjZ) . I r¿olllil l_ Íke Lo

suggesL further Lhat the film intentis to give up the pr:etenr=e cf
savÍng us from the desÍre Êoi: presencc to the l¿orl-cl and'rfrorìt

Lhe 1i¡-rks of nostalgia" (Cavell, The World ll9 ) .

Lynch avakens us niost abruptly to the extent that lJe have

trarl.: ci Llre resp{rìlÊí i}:i l ity f ¡r this c'les ire i:illt ciì-titnìrl rs f antas ies



rJt- ¡irir.;,1.r::i.'r¡i Hlt¡¡' t/¡:lr"¡Éii= f-¡.¡,irr ¡ÈrJi-.rÉiiüt:i ,¡,lij-f:ji j-lì lii,t;,;¡,-i i_¡i-;.1

'r:ii¡a{It(-l {ri-]r c:}r..¡igiiiË j:*,1j:= ;¿ii,L ii==iiiTLri.j¿-ifi¡; iit i,-jlijL.lürr it-¡ rii* ;ji:'1.

of lratching, arrd in pai:ticul-ar, vretching the i,r.-LrmËn, Ã= -r_hc

se{luËirL:e }.:egÍli::. tiitir, JÉËÍr*y. iriiiocc¡rl1l. Liu=tiäE iir ih¡:
L-.- -,- -'- 1-.J -. -.- - ¡.- -, L1- j-- -,-. Li- _-__.t-lIülJi:ii-ilr;+.ii{:i= i:'i iii= 5ÉËl-iiq Iiiiiiç;-_r¡ ûlit_ir-19¡i i)iJE llriüiË{:ír;:¡Iç]-:,'

LluÊÉllioiiitig their im¡ro::t.ìrrcË io hirno Fras lii':-lclen þrini>e-Lf i;,r

Dorothyrs closet af ter rrratching her perf ornånce at The SIow Club.

Ài fÍrst rr'rr;.ìT* viccirior;s1y;rp¡rieÌreirsive le=i üur $Llrllr.,q¡.t.e be

r:aught irrside her ãL)aiíintent. We ,1re unrf er the assumption at l-his

point that the greatest dariger to,leffrri,'worrlcl cL)tTre r-,Ê Ìii= ]:'uiir,--;

exposerl as ä vöyeur ¿ of his br: ing seen by the -r,/om.1 n he ¡rlans to
i"atchn enil \{e ¿ìrú cauE}rt uLr Írr his si::ugg}e to hicle }iimsell froli:,

her sight. ÍIe have delighted in the elaborate scheming .r.nd

planrriirg in vhich sandy aircì Jetfrey have inilriers;ed themsci.¿es in
pre¡laratiOn for this monent, and like them r'¡e have not thought

beyond tLre probler*s of how to get Jef f rey into Doi:oLh1r,5

aparttnenL. Any question about lrhy Jef f rey has rfecidetl upon tl.le

underc:ovei: pro ject has been largely unirnporrant " sandy clc-'i:s

pause to tell Jef f rey Lhat she is ftnot sure if ihe is I å

t're Leclive ùT .1 perv*i-tr'r Ìrut tlie place oi rì*siie i¡i ilie :iL:hÊtìii;:

is given only this brief exatnination by Lhem. Of coLìrse ï/e har¡e

been intrigued by their attraction to one another ancl t rieci tr:
(Jauge the extent tr> t'¡hich rlesire urotivaLes their involvement in
the plan ta in.¿ÈsiÍgaie Dorothy r,icf l-Ên::. Br;.L f ¡:: t-[c iui¡:-,i l-].=i¡i.r

\¡¡e berieve a'c this juncture that Jef f rey's seeing anc Dorothy'r;

being seen is å niatter of nìorðÌity arid,/c.¡r legaÌiiy"



TLris has also meant tÌrat- t/e have beerr able Lo ignore our

o\,/l-r investment in ,uatchinc-¡ , ,+¡hicÌr L¡nch pr:ts immediatei y i¡-r,¡ç

_.., _ - !: - ,.rju.e:jtLûTt Ðilce Jetij:Éy Ð.ricf i,Irj cilil sciiüIy tildaiÈìt iil LJi:rruf ityi:;

cì-oset, a.ntf Dorot-hy steps into our line of sight. As we rgatch

vii;Ìi Jef:Èeiy, \,re sÊe fir-riothy sirip ofi Ì:er clui.iring, ci-1 \¡e. lii:-.vç

e:-:pecteri she \'/ouIcl at some point, Ìrul- \,JÊ,rre ¡r<lt prepareri for the

sight of her body, or rather ve real-ize \,/e !/ere preparecl for

;=io¡rÊthirrg r;ther than tTre sight r;f her Ìrorly. Frlr it is revealed,
.'----i--;----.--.---f¡l-,--1---rir-r--?--.L-iÍ Íiui-j] ;åí ü1äelti;a ú'-i, 11 1-i,ji,¡L1'=-r 1r,. i-¡.rrri '.'¡r1 r. 1t 1ùÈl;:i tiJ ijij l-'--r{-!

uncinematic and rea1. We äre mil-11Iy insulterl hy the f act th"rt

lier body seenìs to be clutnsily fleshed, to be unfiitisheit. to neecl

re-shapincl Lo match Lhe image \,/e have Lreid i¡r our rninds of the

naked rsabelLa Rossellini, i,¡ho prays Dorotiiy- rt is äs though

she i;: not to be lt:oketi åt, that i.s, not set Lhere by the f i lm io

be loolEed at Ìry u=¿ 'in{ì iirís is disc:once rtinE. Her t-:oily is

naked j it is not ä nude situated I¡ef ore us f or oLlr: iiiÊqi j i-r{r

pleasure¡ to ¡nake the distinction thaL JoLin BerEer rnakes (Joì'i¡

BÉrger, FIays ot Seeinq 45-64).

Our response to the sight o" this \r¡orùäTl is to try anil veiL

ller somehov¡ in å reL)resenLatiorr of a \+omanrs borly. Al-Lhouc;Ìr !r'e

seË Lrer 'rc1e-'mysiif ieiì. " tiretr, it is as tLrough lre still c.:¡irrt
real1y see her, as though she vrei:e yet ve i 1e¿J by her o\rrt-t botly.

Flhai Pauli¡:e ic.aeI Ìras to say.rÌ:out the ¡raheri Ì:ody of IsaL-re11a

Rossellini. who plays Dorothy, v¡oul-d indicate that it is alrrost
impossible to see the Íemale figure on the scl:een e::cept as ð

rrjl:¡re;errteiitrtr Èven r+hcti LlÌ'l*rg inte¡ri is tr: rerÌtùrk u.¡rüii l-he

tì)



-f: t-._ - - i- -:--- - -- !:- : -.rl i l- l-Éi'Èil iiÈ tiii.!9rlf ¡1 I.ili5 \¡rrltill_¡j i;r ll,:iiiri--1.¡ir_i¡,-.; ,:riii_'l. f_.il- ,ji ji¡lii.i.j,i* ili_rr_i ¡:i

L.ç ?¡tlUji \rC iìi'Ç i.iL:i_:t.jljLf¡IhÉu I

Thele's nothiì-rg r)f the ¡todern Àmerican voiïran a. I:rout her.
IVhen she r5 nal<erl , shers not protecied, l- ilçe i:he s.ì:àr'=
krho ai:e iJLlnnel-1ed into she¡re ancì ligi:teil to ËÌlüìr¡ ilieir
¡nri#cLrIar pËr f (ict i öil. 5hc ' s rle f e¡rs,:1e=s, iact i J-e iy
naked, lil<e tlie nudes the Expressionists painted
( Paul ine KaeI f0t ) .

The ltaked a¡id.¡r.rl-nerable body of tLre vJonìan ðs she is

prij:ieirte,l Ìr,:rc 5(ji;tus to tliuart tÌle viever's sirr;ggie f oi:

possession, rather than äs is usuðì-1y thought of the \,/oÌììarr in
cinema, to embody this possibirity (Murvey 13). This is nr¡t 'che

!i- ¡ -- -, -- -. - -,L 
j,- 

-- -

=;i!li'- [ii1i],_j iå= :ii-I.ìgriSt illg¡ ;aF i'Í+-ri'" ;¡1it-, I]L];ì.ite {itrrs, Lir;-:r =litr
interrupts the narrativers temporal movement becau¡e of hei
ilforretl;ìÍt-iility r,¿itli ih* ícoliic. iin.:Eis'r.ic åsL_ier:t:; Df ,*.i:t€:trü'l

( Mari' ¡¡tt't Do.ìne, The Des ire 'ro Des ire. 5-6 ) . Nitr is it tit suggest

that she stops our attempt to possess tlre vorld from its
perspectiva] centre. Instead it is that àË r¡l"e try to re-ci-eate

the intage of Dorothy Valens's Lrody r.le cliscover our ot/rÌ rreec-i to J:re

recognized äs watching by the fitin, to rÊccvÈr the fanLa.sy of our

unseen presence being acknovledged Lry the r{orLd (cavell Thc_

\{orld l-20 ) " 63 To this erl(:i the aestheticized irnage of the vÐlnan

Ëer\ies as a kind of mirror reflecting our o-v/n priviJ-eged position

in front of this filmic r,¡or1d, and to the extent thai she rfoes so

1-..-- t- - ¡-. -. -r¡ -,---i]Ër ùi'lil J-¡eiïrT aiiraLriirlars. HË r¡ot,ice tÌii., L-ihÈiiû¡TrÈnüi) ui.:a:irrïtìr.iJ

ttietaphor ical1y and af f ectively r,¡hen Dorothy, naked and obviously

viciottsly beaten and b::autn.:tizecl, r+anders c¡r-r*ç irorLi ]:ehirriì iire
heclges irr f ::ont of Je lf reyr s hoilse enrl inailve rti:nt1y sto¡rs the

fight betveen Jeffrey ancì Ì.like foi "pos,se:iJj-o11" of S*näy, I{hen

YôIJ



she coirres irrto vj.ei,¡ our eyes fu::bively arrci guilti11, ro.r* ovÊ.y he::

i;orly trying Lo ¡rut it to,Jethe;: and trying ¡iot to notice i:he

i-'rui.=c¡ ti:.r.i- ¡1 ËËiTt tu rlclti,=i'ir'l ;ì tuli:ii:È =;.'rn¡-:;iiiielic llÊ¡EiLrllJË'[ù lr¡¡
tra,;edy.

Tlie i;rct thaL \i¡e ücìfiTtüt seii Di:)ruilty ,it Linir=o i:, iirt iüi¡li.:ii'

llounr:l up r+ith the fact that l¡e cannot see her cls røanting to be

seen¿ êh idea l¡hich r,¡e encounLer r,¡hen she f Írst takes of f l'rer

clothes, and again, this is partry because her bocly is noi
r..--.--r¡.¿..irr¡,jl l---:---- -- r -..-'. - --._i_L_rL-rçr_:J'/Èu ._¿¡i .u{::j_it{ l_rIcíilj!L-cll- *.* i¿ ¡11{i1Ë t'JÌ* L¡L{i 

=1qi!L, 
,.L'j-jÈ: 1--t:Ï,l{ii_.

of tliis, however." is to mal<e a troubling mys'Lery oi her <lesire.

In Rear VIindor,¡ ve conf ront a s irni ]crr problem as Miss Toïso's
ambiguous rlesire complicates oLlr relatioirship r,¡iì-h her. SoirLeliow,

r think of Ì'{iss Torso as a. "dumb bronde, " though r have no

Êvi(:lËllLre r-rf Ìrer itrtellec:tr-tal capacitl' y¡ruts(:)ÉvÈi . i ihii:l'. r-it liei
as foolishly incapehle of si;eing ]rer:relf üs i:eing r-rl:jectif ied.
Miss Torso seems perversely unsetf-conscious ahouì: thi=

possibility, arid Lkrerefore, somehor¡, r'cleserving" of hei:

objecl:iticaticn. rt is as thor-rgh lieirrg iir.l place Lr: llr: ijijrrn iir
such a manner as she is. \,/ere her orf aultr', rioi- FIitcI-rcocl<'s. (try

c(lncÊiving of being watched as ä kj-ni-1 of ¡.runishment st::ikes ¡Ììe

orr11z ì1o1,/ äs rather al-artuing " ) Hor,¡ rruch of thisr norålistic
response is a defensive reactio¡: against the embarrassment of

having to r+atch her, r do not lirrors. r do knov, hor,¡ever. L¡aL r

arn exasperated because I cannot bel-ieve, thou,¡h ï am plainry

asked to, that ð \,Joniän could not see herse l f be ing r¿atcLied, could

]:tc ç]:1Íi,'l¡t-1¡l t'; t:i=¡=eif ,-r-Ë Ê F-:i,jht iJr;i:ir Eçrgei, TtI-r.y5 (ii;;F-..:-riici

itu



'{l-tì4i, EÉr-';-r.i:{rr= {rt ii,_il ì-lirü':rf-.r.iä a.'¡.!-i1,iu¡1 I r:.iri ¿¡üi-ri:¡r,_j ErJ +,,_-.i-.rlil

ht:r =c:;Lta11y sLiggr=ii.ve tìtovËrìierrtr:;¿lrr-ì ic' iirtet[-,Tr:t, t]i+üi a.r sii,r.L:]l

even though it seems Lhat r am not the intended recipierrt of

fhent; I lttust consetjuently i-,e rËslrunsibic foi L-iÈicei';iiiE Lli¡,:;.-,

..-i¿¿,j-trF-r,1 -: 4.--^ll..-. .---.'Þl-..-.-. L1---- -l-.----.!l -. ----t Lt-- t-..-.-1 -.-Yl];L.t-r.!i:; ;, ñ.-1 çì ri-rLat-. !,:.{.i--l¡rj. Lfl':-:.il (_l(_tllt{_ì;jL-Ii-¡,:iili-i l--I¡Ë j_il-l,i_{_j.Èil t_iï I.i!fi,

ciroicr rrìcì1.*s rìlË c¡uiie rridignerrt.

Dorrrihy Valetlsrs des ire, v¿hich cannot ]re separaLerl f rori, Ïrei:

sufferiirg, is rnuckr norÊ troublesomË to us and to Jeffrey, and our

responsË to her far more complex anrl threatening. I{e i,¡anL to see

her: place iil the scËn,1r Ío of voysr¡¡ isin iL¡et '-rriÍalil¡r 1:¡*ii;içj LiË ã=

l,/ë v¡atch v¡ith Jeffrey Íront the closet in terms of a nìoräl binary/

vithiir wh j-ch \,/ÈÌ lììiiy .joì'irf ort;lþ1¡'- sitr-1,;ie üurJe l-ves, E'he¡ Do::oil'iy

discovers Jeffrey in her closeL and forces him to sLrip at

l':rrife-L-r(¡int ÍJe pa.rtiy feel th,lt tiris is ¡ro*iic: jr.rsIic* irírrf tì'r,ri.

his being Iookerl al- by her nov/ is a fitting, albeit eccentr:_c,

puni.shnterii. This is the one poir:b in the entire episr.rde wÌ'rerr \,JË

are alone in vratching unseen anrl our security in this posiLion

seerùs pai:t1y iLre result of Dorothy taking tLre i:ÊsLtonsiÌ:ilit¡' for

the desire to see.leffrey rÊmove l-lis clothes, and doing oLjr

t'rat-cLring f r:r us " At ihe :ianìÈ time, JÉf f rei', ðs úur surrogabe. is

taking oui: punishment for w.:tchincJ. Therefore, 1re are ftlt a

brief spe11 free l-o indulge our voyeuristic impulses and feef

moi:a1j-y justif ied in doing ;io. For the burden af this sado-

inasochisiic: f entasy is Lre ing c:arriecj f c¡¡: Ljs i_.ri' tlie (:ÌråTacLrr-r.

Accordingly, we arÈ bound to the screen at this point by thr:

terision Lrett+een our conii:inecl expeciatiorrs of. casLiclLion;¿rrcl of

B1



oið,1 sex, vhictr create a nervous and exciting baiance of pleasure

anrl fear in ä vir:l_ent sexuality.

liu'#ËçÐr¡ ';i-{Ï * Êrtst ui rh+ i¡ri''1,=iri¡',-. i:iúis*i ii.ru,.jtur,:: i_ii:

voyeurisnt anrl the fixetl au1-liority of Ì:he watcher is sh;.1<en,.åS

5Ðon as Do¡oLhyrs lnotiVation for wanting L.¡ see: Jetfrey ilriclrrss

seelÌìs to turn f ro¡n an understairrlaÌ-r1y irnpass i oned urge f o:: rÈveng{:

for his illegaf and morally reprehensÍble act of invadirrg hei

pïivacy/ to a nìÊifnìËr.ízing desire for this person r,¡ho has

iiçi¡:t-:itätrtri" iiÈr = t{üv Liie t*¡lti¡ ni tir.=ir. -r.rl-,=t iiir,=iliL-1 }-ri-:çi.iii¡ç

tnyster ious anrl her partial rel inquishing of conLrol in her

overl"'helntirrg desire f or hirn nta.]<es kler see nì ilangerou:i1)i rrr¡sL¿tblc.

lle feel that her rlesire 6u,Jht not to exceed i:he iiniits oi her

indignalion and anger at having been vatched un]çnowingly. Hc::

r:lesire¿ theref ore, seens 'rout of pla.ce, " even though,, if 1,/È

k¡otl¡ered to think aboui it. his.rpparent r+il-iingness to'taba¡rdop
himself rÌ in his desire f or her is no ress ?rinap¡:ropr ia.tr=, r' given

the physical danger of ntutilation r'¡hich she nìay reprij:rent'Lc¡ ïriut.

I{}r.lt dtlÈs i t nìËan to say that \,Je th i nk }rer rf es i i:e i s orrt rt f
pJ-ace. but thai her anger is rrot, coitsitle::irrg i¡\e facl that LÌre),

take her to the same ¡:lace, Lo bhe f eet of the naker:l young

irrt::ude r? I{herÊ cã11 tie pì-ace t}re Lroui:cl¡¿r içs üf }rer 11e tire . ;lti
why is it necessary for us to draw theni? Eecause Dorothl; irarshl-y

refuses Jeffreyrs irrstitrctive üar*es$, r¿hile slie i= tor,rcliiirg clìrii

k iss inca him, an,i shouts at hin to not loo j< at her, because she

does not l¡ant llim to reciproca.Le her passion, l/e ðïe led to ask,

v¡Ïrat is tTre oJ: jecL of he r r-lcs i::e? IFj Jetf rcy Lhreatenec't nct unly
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Suiely rlrc i,:uril'l,ie \,.;ili a:Õnì€ Lo ;¿L)prÈciabÐ J-,)'- rÌtÈ iÍl-¡ri's L1 tjil t.=.

thaL at tnis p<:int her passion is botl-l a f¡ir¡htenincJ mai:li of Ìie::

ünsLahle idie-:äLity, aTld a \,/ûlcorììÊ sign ihai our sì-ìrroEð.te is in ni)

-.---f -f----.--- -! l---- r--,-5-.i e.i L (-i,:iil-jÉ= r ,:i L il(ji jtE_il(:j.::i .

F;:arrkrs ¡iri:ival- f r-trl-her ilisntanL.'l-e s oui expec:têt ir:¡n,*=, e ì:rc¡ui.

i;he rel,rtionsiri¡t beLveen the v¡atcher anrl the watched. lihen he

Ëorìre5 to tFre door \,/c are hrurried. l-r¿icjç i¡rto the closet vitll

Jeffrey again, but this tinie'v/e concern ourselves not so mucir

with r'.¡hether c)r not he r¡i1l be f or.r¡rd 'bo be Lridi ng ii'l tire;:c, åJ \,,iii

t-icl with t+Lr'li ì'r(:iv seÈlits lilcÊ öìir o',rn enti:a¡rnrenL iii tlrÍs place

r+here ir¡€ h;lve f ormerl)' been w.rLching "fteJ-irrg U,ItF_l *çjiirr (Cavr:1¡,

The Worlrf Vier¡¡ed f 6*25 ) . lle ,rre immediately Lhrovrn of f guard by

Frank:'s abus ive language and his cold hard märìuer Lor.,r.ircl DorobLry,

v¡ho is r-¡betfietrtly compliant vith his rfenands, and furtiieí by ti:e

fact that. despil-e his treatment of her she seems Lo understancl

iier victitttizer. They aLlpÉäi: 1-o l'rave ¡rerf ol:nìe(:1 this vùyeui istic

riittal ]:efoie atr,l tÌ-ris is disconcerti.ng ancl. iìlorç theri c. -i-ittle
frightening because \,/e co.nnot understand ii-s riclirlity and iLs

rules q'hich seen to have been clec ided r,¡i tliouL us . ?ih1' ¡n,_*rt L. ll¡e

1i-ghts lre out? I{liy must Franl< have his bourbon? t{hy musi he be

calledrrdaddy" aird not "Lraby"? We cän not cÕmprehend i+hat !Jè

see ¡ anrf \,/e c,ãn do nothinrJ no\,/ except see .

This is rÌo longer tl-ie ad.venture i.¡e Ì:¿til sL) carÈÈuIIy

prepared for vith Jeffrey and Sandy. F::ank seems to har¡e¡

cornplete coinittand of tÌre proceedings. I-lis co¡rirol- of Du::oiliii is



te::::iÍying: 'rspread your legs!r" Lie sinply arrrl ciispas:;iona,ceJ-y

oi:rfers herr,rncl \,/e åïe left v¡it.horrt the sheltei: crÍ oi-il: fa¡ri:a=ies

í-:--'_;¡:ll .t-1,;. -'.j*j:lå l-üli= IL i;--; ;:; i_.hi:r:_i..;it iii* ii_iiii :it.:.ii:itf Viilì: - -. _ 
- 
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defiantly,ssserLing it.s distance from our fantasies, refusing'to

ca.r-ry the llurilen ol theni æny Ìongei-, aiicì si.r ir;.viiig uL; L:irrtililr..Le:-l-j,

at the rrìet:cy oÈ our desire to see r,rith aIl its possibly

terrifying mysteries, and so at one and the säme tine/ iÊclaiming
its pover over us. (Perhaps this is lrhy Pauline I(aeI cð.n ventur¿:

tirc-. i:¡Cil t'j. ¡ìLlqqrj=iiuti 'i-liat L¡.trf:li È1 ïïlÏt;. ti_' it.t'*'r tf iäUe_,¡¡t.+fi iiüri,; lj = j

We al:e made r¡icerir:us1y naked by Lhis commanrf to Dorothy i¡r,ã \-urfy

tfrat \'Je lJere rrot r,¡L¡eti our su:írogate, JÈffi-ey. \rrãs uncl::er;sei-l

belore öur eyes¿ even thoucJh \,re do not actuaily see her body,

since she is f acing a\,Jay f rom us. \,Ihi1e it is, in f act. Frankrs

voyer.ri:ism that L¡.j .ìrÈ vlatclring. ,lutj Dorr:thy r+iro is Ìris oÌrjectu it

is ê.3 tFrough Ìre h.l:r Þtri¡-i¡iecl Lrs af úilr ¡:,iivÍÌcgec-l c:üTcr ¡rirlì i:;

commanding the Lerms of oLtr pr irracy.

lle ca¡triot ii'3y \{h.1t }ie i* rrlovÊd }:y. 'dhdt ís t}re:;ig;iiiic:eiii:*

of his repr:ated phrase. "no\.tr it's clarkr" r,¡hicir seerlts to Ìrave

some ominous meaning only for hin, and to mark a mysterious

transitional ¡:oint in his ntercurial shifts of personality. T¡is
is nÒ longer a matter of;inLple scopophitiac pleasure ir¡ ihe

sight of the bc,dy that ire mu;t vicar iouslii participate i¡:.

Fra¡rk's nind is lost to us the r,/öy Trelkovsky's Ís . when he:

reaches for a mask, anil turns on,r conte-iner of r.¡hat proltal-., 1y is
rri'trous o:tide, and i¡rsanely and defiantiy takes himseff to sonìê

un¡e;:.Ch'=.lj1c L-rl-c1C:c, lie ]r*Cclti*S LliiC;fitiìl', Eçnie r-l.il]çiiOt+ii It:,j:Cc



-----..-.-!-. l- :... !- ¡---_.--.,_---,.. :-i,---.-ì,-i:'rr:r¡iìLrLb !lriii f* I,j:n¡1¡rrrr-.lìi i]11ü¡Ê1i ril¡i-;--r.iij_-l-r.ilrji:¡ì:i=i-1'rri_i!ü n+üifùiii iil

t:oli'uto] tc:iüttiriciTie clt [Ìre iìierc:]i rri ]-ii; üi,,iil ci*;lLu, irll-'.r- i+¡¿ili

and suppi icating chi l-d at Dr:rothy's f eet, =tei irrg betn==n i:er

leE:; and lrtcerriri.j r:ÈÞLrÌsivelyn "ìiroìììiit'¡.- I-riúrtTfìf ,'i yel- ::c,ìùeiiii¡g r:i

lii= aiiiinaì- iage;=.ìlt-j. ìri:; Ìit:,triirle 1'-r=,fiitiÌtËj cclli-¡i:J r-:.¡iç¿¡i¡1 !];,;.i¡i=i._i *

,-ti L] :i Ëilcì ifç: ii.+ve tlie iíuoj'iÈir- Lli.r. I vË ð.rÈ ritÉiTlü ii:jtìiÈ'r;ltiirg lIi¿it i:i
too pr ivate to be dis¡rlayed on i:he screen. Though l/e har¡e

luxuriated in our comnìuna1 'ope-rticipatÍorirtet otlier tiities i¡r Llie

film, e:l¡recially irr the o¡rening sÊ(JrTìents, this scene is an

uiterly private experience thai lJe fee] ernbarrassecl a|-rorit shr;iriiig

viih others in the tl'reatre. lIe are called upon to recognize ihe

desiie for pú-s-session herc i¡r Ít,s ugliu;1¡-,¿ unfcrthuäi¿iþl¿ çrI:ecL ii:1

a self-rlestructive drive" and sexuatity as a pot/erful- nìeêns of

vei:tur irrg beyorrd the I inrits of cüÌlsci ousness, arrc} Lov¡ard iÌ¡e

rlissolr-rtion ot conÉciousness (lìontagr'rThe pornogr,lphic

ïtttagiitation" 2I2), Scmethl¡rg oi ör_tr i¡rsiii-rc:tive rec{-r.jititioii öt

th is ye,lrning antl our r,¿ish to turn our eyes ,ärdðy f rom tt is I ii<e

Jeff::eyos Èxp*rience of vatchirrE Fra.nh¡ ãrr urrcGriny pÈr.c:É¡-rflx¡1

of himself as another (Itry 63 ) "

Tl¡ereaiter \{ri c-rllliirli lcoil t¿püit tiie,--j.rl'Íre tuï L--}Tr-::Ìçti,;:È,:i¡i

innocent, Lhe \Áiðy it seenìs to be in vintonrs song. part of our

being situated in the film was as ä result of understancling Llle

typicaì- male and female patterns of rel-ationship, such as

Jeffiey'5 nt:ed to ¡:trt- Ìri; êrrìì arLrriitd Ssrrcl1z. vholii ìie Ìi*ri ùiili.'jr-l¡'l
met, rr'hen a group of (Juys in,r car start wirisiliir.3 and yellirrg

suggesiively at lier" we accept 'Lhe need to [_]Ðrforin ;¡ncl cñ1,_ri¡1¡¿

otr
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the aLientiorr of the otLre:: in Lhe r,iay Lriat Jeff::ey cloes his
rrchicl<-en v¡all<trf,.lj: Sandy on the irigirt ti-ie;; meei, and i.:r the.åT

i:urutiiJrs iiiç1e 5(-iÌi L-juËti tr-¡i l¡cr iii tfrc fi¡r¡il _-ccli* i:ii j_.ì¡i,

f ilur. lle see the minor jealcus ies an(l Ìreartache that

accont¡rarries oì-1r írÈ*irr io Lf üsses3 an+the::, and to Ìi*loäg tir

airoiher. Thetr against this Ìrackclrr:und of sÈerftirrgly innttcent

desire for recognition from the other, and possession of Lhe

,rtlrer, \it must somehor+ f irrrl a place f.üf. Dorr:thyrs taunLing

friltll!!ilL.ii L-u rltîirf:i Llti¡.f- :,ilË "ï,Li-L-L i¡i-.; li'ilttli ii't;,ii{* ür lilÈï1,"

Jeffrey finall-y perceives Lhe rfesire he shares v¡ith the

psycliotÍcal1y sentimerital- Frai-rk. ôs a threat- to his sel_f*

preservation and it seelns an increasingly dangeiou;; e xplo.-ation.
Franlç rs beatiirg híni urlconscious, and the clamage to hÍs phl'sical-

pÊrs(lIì is therefÕre c(lmbitrerf r'¡i'uh Llie rlange:: Lrl his: self thai is
cie.tteti Ìry Ìritn stcrri-iig inLr, eyes oi che irìÈtn \/ìlÕ he= 5ril,];iï,:rì Ìiiiri

tøith makeup so that he actuaiì-y l-oolis lil<e his doubl-e.
-v/Lrat.' then. does Jeffrey ttnilerstanci follolrii:g Lhís fo::tn¡-:urs

nighi ir-l wliic:Ìi he mr-lst c:l,liril Fr.fl:kts,lesirr: es his ot/rì, an¡l at
the sänìe time sr.lffer tLre violent, self- llireaiening corìseqì_lrì-ÌcF_,s

oi it? He knoi¿s that he too is capable of Ìrrr¡tarity against a

wùlìiõrl, wltii is t"iÈe, arrit rrtother. end th;ri Ìiis iìe¡irr ior l-ier is
greater tha.n what he thinl.;s shoutd be his respeci: ior hei: ès a

tirother aiid r.¡if*, ûT ih.in r¡l¡ai l-i¿ birink:: the l_iäiits oi his cìr::*ii:-rl

should be, greater even than his respect f or tire pr irracy or

propr ieiy of her person. So r,øhat could that des ire i.¡e f.ctr , Í:i ii
is noi ri:¡r heï, ìir:t only <lirecter:ì Lol*arr:l her. perhaps agai;isi

õtl



ii*rl

Ii'r E-lf.r=--:-li*'Ji-L t,;'"iiCit:; ì1i:i,,::; i-i; l:'¡* î-.itr-, i-ir-i¡ì¡; +i ii:* ijj,:-¡tii¡itlr ;¿:,

it rloes in Rear Ì{indow, bears the burden of rÊpreserrt,=tion, af

r:epr:esenting tLre possibility of r:egãining l-Ìie lcst ubjeci. of

i:icsii-e, Llit= I-rt¡r-ii" ¿1 ¡ i-.ii- \,Jotìi,?n t::or:iÉtl ,ìtirl crl:-l l-rilirerl to lie iÌit veii-. - - .- - - ,
¡ M1._ r_:'_1 _r ._.._j(-ir çi lily-iL=Ly¡ 1..i.i IÉL:ri-e:1 cill IlrË ill-Liaiiiïlili::1 5 Or l_ri*5ËftC:r:.;ì

¡:otential ¡rresencÊ i.¡hich r¿i11 stave off the sight of 1ack. yet

1'-'l!-.^-'t.,l,---f,."-.1.'''tl+lt.--'-fll-.!'-'"-.+I="....-..-.!.-.-..L..ì-.¡cl;) rrEl-!rÐy 5IËü¡L:; .:¿iiULlL Li)S;;eir'-LICL-1.-LLIL:L-Li¡Ê iJULiiliL--L¡il üi l-il 1Í

des ire f or presence mount so the image of tirat ve i I sÈenìs

increasitrgly ntenaciirg to Ìri¡ll ¡itrd ï:L-i Lrrl, Dorr,itÌi'i., ;; \iËj :È11-ri, r,Ê_Ê

her vith her Iifties tfress r sôngs ancf inicro¡;hone is the image of

t-lit t'tlit \,Jr,it-rìü.i't iic:,ii,¡d cìs -''t irr*ttìil.:rt:,1 " (fic L,;r-ure ii= ;T ) ; 1,tict

v¡hen Jef f rey sees her dressed in bf ue ve'l vet, her body is

lite::a11-y clothed in tlie material- which i= c.riliectec'i. Í¡r tl:e

absence of the lost ob jecl- of tles ire namerf by the I i lrir's Litle
and title song l¡hich she perf orms " Furiher. L,ynch's Ltse of ¿ì

brue velvet curi;ain as a screen." a ÌrackErountl ËorLl:ie o¡-rening

c:redii=o ::çcc111s Cävelins idea a.b¡rurt ihe f Ílm screÊn cìs tli;--rt

v¡hich divides the \qioman i¡rto image anrl prÈsence. Hövever:/ the

Lrlt-le velvet gcvlri develo¡r5 i¡rc:reasinEl}'' nioiL¡icl ür r¡iolenL

associations. FirsL Jef f rey Eees Frank make a crazed attenipt Lo

rentake an unbilicaL connectiorr io Dorothy l-iy atiachirrE hiätself tc¡

her v¡ith a ¡-rie ce o! her robe, and iherr Ïre r¿aLches ryhi l-e Frairi<

tries to vÍcior.rsly stuf f sorne ci he r .¡:oi-.ie up her veEiir.i - !Ie:

subsequently see l¡Lue velveL in the mouth of Dorothy's hu.sbandrs

corpse¿ and then finally a piece of it 1re no'hice is tiecl like ¿i



decoraLion Õn the end of Frankos gun as he corl-res lookir.ig for
T ^ t r: - .- ,, , ,r-. _-Jerïi:ey/ v/iiÒ is (lnce ac¡ain hiding in Doi:othy,s close.u.

ErjL:;ii_l:.iqj, !,rÈ,1 ï+ lrriViii:Ìgti_'1. Vitit i;¡ri:¡Vi,¡ilqç t¡i ilii., ¡e;=:i.ji:.-l_

¡:elaf iotrsirip viil'¡ Doi:othy, .lçif rÉ)¡'s inLr:lest i¡-r S,:nrÌ¡y is liiqh];,

alüiriguouL;. ;n11 \,¡Ë cen¡roi tru.s'l; fiis declara,tior¡ cf l-tv"r: f ctr Ireï,

Õx have faith in Lhe meanin,J of the young couples ¡nird display
of passion, and Ll:ie bruth af. this desire, ihe certairitl, of j-ts

obj*cb. Tirat is vhy l3andy's hystericalry plastic display of

gii=i =**ltrl' -iü (jLiuìit:iii \iiitËil lli* iiirij.= (Ji-ti- Ltr,=.i. ii*itrr-l 1r5

relaiionship to Dr:::othy has l:een as a l-or¡eL¿ tlr,rt iiis ilesiie is
aberi:anL, end t-iiat sl're is ricli tlie so-Le object of ii, ùr iroi j-r¡

control oi it.

Ii is the Lfü.Èstion of ieffrry's objectiess desire that

Dt:rothy Valens ¡ruts trl hin. "What rjo yor: 'tailt?, " sire aslçs hirn

that rirst rrigFri in he¡ epal:tmeirt" Like i,.8" Jefr::ie=. Ì'i,lì,Jr:vç¡,

he cên find no ansirer for this queslion. The cl-osest Ì:e cËn coirie

to f índing an ãcceËrieL¡1e ob ject, õTr acceptable änsi¡¡Èr to tlte

qt.test i otr, i s -uo tttake Serrtli' tht: tle f errec'l ,?tiSh¡Cr tc the queËt ion :

( she : "Do yÕu I il<e mysLer ies 1-irat much?It FIe : "you'ïe a rn;;-itËry,

a¡rd I l ilçe yoü, very rnuch. " ) BÊc,euse Ìre knor,¡s that the I i¡nits o j:

his desire do ¡ioi coirrcide r,¡ith ihe limits of íts oirjeci, ìi*

the¡:efore chooses to stcp 1-ris desire in SanClr.

Sarrc'ly verì:alJ-y ex¡:rÈ:rseii rather tl¡clTl embocl_ies ë- vi¡icn ol
r,¡holeness for Jeffrey. Accorrlingly, the clrean, of consolation

which she describes to him following his fÌ::st shcicking nigh'L ai
f:i;i'i;t-]i¡.'¡9. i¡; d rL¡e;rÏiì ,¡i ir;¡r*\-{iIl(:liinL l(ivij¡ ,i ='.:i:L oi Di;ne1..



'jÉ-t.¡iuil iJI i:lÉ1,¡Éi'-r.iiri¡l¡. v:ii¿-,ir ¿-l.i-rl¡ iir-rl, iii r:ii:'î,:,:i'iii.,,:i:ii-:,ii

--.- - -.t- I - i -f - _. i -_Lll_r.{ilii.roilì u= ili¿;iic, i;-it-i{iï iiii:--i: ji _Lri iili_f ii,lt:Ì,:+i_i l,:, i-i= ai.r; ,:1

portrait of her face only,;u-hich fills up the scrÊeli Ímrnediatel-;..

=,iì---, l-.-,,-. "--r--r- - -ìLi:LL-r v1c ilG-vtj \,JiiLi--ii,ijLi düLtIcI¡ r_i.Li:i-ii InÉ a;;i-i;ilijSi j:i*iliìì(:i ii-r.iii .

l---- ------.-!-.! l--,--- 
-".i --- !- Lì-i-, J-i--Híìt.-a lilil l!Ë¡

'- - I 1 -..-- -:1içll-{i\'jiji:l 
'1 
rtirey¡ üuL i-,r ¿i irig}rttÍärc: vaLk, ê.riiì.'Llleri Ì-ric¡dcd i::uiii

ltis figure do'o¡n into the diseml:odied and <iecaying ear of ihe

niiss ÍrrE Ìiu;barrd,/f ather " Jûf Í::ey's aÌ:)peã.tance ou Delective

\{i 1I ianis' tloorste ¡r, then , í:= made to seem I il<e Lhe f irst s'cop Lrri

a suL-:terraue,ríi vL\yðige, and fhe first l;rnilmai:h ci Ìri= jonräe¡,

v¿hic:h v¡i11 eventuall,y take Ìrim inLo the underwo::Irl of Lumbertr-rn

is tliis inraEe c¡f Saridy v¡liicrLl ittar.]çs the psythÍc l-iÐLl-r{-i õiri }-;Éti,.,t-:,,:,ii

the upper a¡rd underwo::ld o f the f i l_m "

Womarl,, accoi:cìirrg to f)e L*u-retis. 1s LT:e grourrcl oi

represeni:ation, t'at once the rf reamts ob ject of desire and the

reason for its objectification . ,,,'rboth objeci and supporL

of ä desire v¡hich, intinately bounrf up r,rith frolrer and

c:reæ.iívify, is th* rÌìöviri!i forçs cf cultnre arrd hi;tc-,ty,'(Atic:e

Doesnrt 13). The dreani of the retreatin,J !/omaü is, she

ntainfains, ihe driving intpetus fc'r civilization" The im.:gc oi

the volnan itr Lynch's tiim also stands , â3 such, ät the bound.ary

of the naiural world and civilization, and it is the

rÈLlresentation r:I the \,roltan (often quiLe ]itera11y in ihe fornr

of a po.i:l-rairT or picbure on ð billboard) l¡Lricii La,hes riÌj t-he

place at the boundary of tÌ:e civilized./conscious familiar v;or1d

aricl the 1-lì-icottscious. tire strênEe r+ilclerries= of ÌrcínE vliic:li

B9



beco¡nes unf ami l- iar (li: "uncänny. ,,

Bl-ue Velvei, lilie T'Lre Tenarrt and Rear [rindcir,+/ ca]-] be seen as

f h,= proiagonist'r: ,:.ct ,rf rÌ-f.lrrätrrlogy in r¡¡liicll he I'n.l.t:l:,l.tivizes"

tlre \,/onian's botiy, In this casË ii is one tha'[ involvets Jef f lÈ]¡rr5

abstracling the Èxperience of Dorothy's bod;' (Leliing ß,:i:cl1z of

ihe fecL= i:i Dorot.h"¡,is i-jrÉ.-iíc.l;ü+iti. r¡çL ¡¿Ì:¡uirt vÌì;ti lle 5*\..i), lìLr.i-:l'i

the vay ihat crii-icism has abstracterf Lhe e:{perience of i-he

}rütìi.:r1-rrS Ìrody irr ciir*ln¿l in tli,- f-¡;i*i. Fin.i1iy, hui,,'evÈT. j.ìr r= i.Ìie

-.i-.ì-i --.-.-.-i-, l--i__ -_t__:_.1_ i-_ _._j .--.__.L _-___!r_f__í-.JLlIlt-. .Jl- L.J!Ë Wirlll'lli'= l-)fiaji'i r{ill-L-:ìl liË_: ,::.iiü \',r* liii_J_ijE ¡ji:jTi_içi,_-].Ì__ij +.jlr_i

'nnarr.?tívize" in this f ilrn¡ Lì.s in Lhe oLhr::: tlu'i-r, ¿rnä ii .i s rilis
sigh'c r+hich ttt.lkes ì-ts conscir:i:s of (lu.r rfe,-:ire for Llossession anrl

our part in o]:rl iterat ing tlie l,¿orììan r s presencr that this iies ir r:

ËccãE i on= .

90



cot{gruslo.Ål

Iii iirÈ iui,;:i'J-ritT I j'l;i;': ,:ilti:;iÏi[-il.çii i.,-,,1-!rji--r¿.1 iÌ'¡r1 '1. iirr,

specta'¿or'= piace in fro¡rt of tir= r-ìcl:eÈil i= nlt :irtlpiy

iclei-itifi..ìL¡1Ê ðs the stí1] ccrrLie of a inoving s¡-iatial
.L1--! J! :1---- .---f --.-L-1._ì _ __f__._ .rl-.._.r*Lif!r1çLli,-lLIi_ii], t_. Il{{t- j-L l*{ l,=ì-l-lçi eiì uÌi..!-(Jc:,:E;i:j!--L_i-1 ,1a;il¡r_rr,_-

ì:¡ouitd.tries üf Ê1eif tìrú cii¡euta co¡:iiiiuaily oveilap¡ring and lieirrE

rÊ-r-i¡¿r¡¡¡¡. In g{:rìÉr.ì}/,flld to varying rleE;:ees, i}re ihree filrn;; i

ire-ve clisc:¡.tssecl sugEest the ar]:itiarir'less of 'bhris bouirclarli þ;r

threatening our sense of privacy and self-Llossession. As wÊ see

in Rear I,Iiiiiìot+n ihis t= troi núcessrìrily;rcccinpl-isirr=ú i:y Lhc

filnirs calling Õur atieritio¡r Lrr its'tilì-:clerrÊss" öL its ficiirl¡-i¡*l-

ï1;:{tì-lïç.' ur r,;li;rL î'{*iz niiE}-li. i}iiirk ¡f ã:; it; i1ùj/Ê:1-r.ri=tic Èi:i.iiiL,iirj¡

( Imaqinary liiq¡ifier 9t-97 ) ln llitchcockf = fi1m¿ ãs I sr-igr3est

Ín chapter Lt+o, !JÈ h¿rve the sense of oc;cupyinE cineniatic sË)ace

anrf ttrealrr sp,lce simultaneously, though ar3ain there is nct,l
distinct ol: siinple separation betr,¡een these realms. tror et tlie

tnotnent of ouj: ]rein(J toucherl l:y l,fiss Lonel-yhearts's pain \c(l

L,ecoüie 'rvrì.iÈ i)Ì ÕLl:í "te.1 l-'r di=tauc+ ircrltì }iei, .1 Ë1 ;. sr-lf Í(ll: iilg
person, rather tharr a= a car icature of an trold mê icl , tt and

c:oi¡lciclcntally, ctrri d result¡ vr ririglit;a.y fþ.r,f !¡Fi åiB tììüiF: Èu111'

etrEagecì in the imaginary realm of tire f ilm at this time.

Iii T'L¡e Teiiant tl'le sens(l of oul: o\,Jn coherent Llreseìlce ii-l

Iront of the filmic l¡orld is eventual_ly dirsrupted by ou::

inaL¡i1it1' ¡¡ ::e-f orm our sympaLhetic corineciioir r¿i LLr Tref kovsjliy

after Ìris märfness Ì¡ecomes evj.dent. ancl by our feeling that his

insane mÍnd is uncðnny, thaL it is all ind j cation of a r¡orld of

JL



ilieanirrE ouLside of the oTìe bo i¡hich r¿e have vi,suaf access. I{e

feer dislr:caterf their j.¡i spite of. tirc faci- ì:h;t ,ne stili r:cid ti:e
ii.- -,,--; f - --- -1ti --i - -,_ --L. r-t_ _"¡-:iiïi1ËTÈi-i" t,fli,-* irI iir= l:r*r=f-¡Ê,-.,t-iïi.¿],:r¡:l¡-trÈ ni: ti'¡i.:r i..,iii.tiii'j.=

Sintilarly, Blue Velvet tlisorients uFj by changing the terms

,-.f: :..,..,-.1,.-.-.-.-- .'-. --r--¿- .1r,-j-,---1-..:._..-. +t_.._ tr- _ì. _t.,r L,L{l JIIV{-}.LvçiiiËílL.lij \.ii¡iìt. \.,r8 liee, l}'f aifiLuij_itflrj L.ti|: "i-ùit{-::iÊ,.ji(-:ï

Õf identif ication'r \¡re have assumerl \,iås oLleil to us (ne Lauretis,
Alice 2B ) . To sta::t ¡¿¡ith \,Je believe \,Je are watching a

controllerl voyeu.ristic fantasy, controlred by us in the sense

+1..-+. ;! l---¡.--ti¡¿t 1Ì. i1'L-i 1I-5 i-fi;-i.5;üt] î-¿-¡ irÈ ril tiLli iiçrtlg f ii*r.: " 1' ii;-.i: f.f È ii ¡'+

subseqr-lently obrigecl to watcir is, ironicaily, a conti:ollerl

voyeurisLic fanLasy, but this time ít is conLrolled by F'rank

Brroth, r,rhose presence effectively usul:pË our o\tnt leaving us n(flJ

to v'a-tch cotnpletely uÌlsËen¿ our j.rivisible presÊuce seeìÌìingl¡'

unnot i ced Ì¡y the i i lm .

Tir ¡¿l-1 tlirec iilft:; I iitrrl tli;i ih* ir',iage ot il:e \,J.ir;j,il Tr.=s

the potential tr: a. lienate the vielrei:, re'cher than Lo oiii:,: Êil

aufor,tatic åssure.rrce of self'-possession. Iri The Tenai:t it sÈËilì5

tirat the posjsiÌ:ility of this assurance is e><pressly avoirled i¡
Folarlskirs decision to mask lsabella Acljani's attractiveness.

C()nverst=Ly t I cannot say r'rith certairrty hou' the 'dcnìan'rl irorly

ntiEht ir* contpo=eil õrrr-'l æ.estiietici=et-1, r1s i L is i¡i R{:;-ii- I{in('iùi,i.- t¡
the end of provirling ai-r äclino'*rledgment of th= vieiç'e¡- r= be inc¡

the::Ë io look ai it, and lrot'.' Irer "beirig" Leirät to "disap¡:ee:l " cìs

a resr-i1t. Nor c,f n I dete::mine exactly hor,r Isabella Rossel-1ir-li 's
body is masked by our desire to see it aestheticized. Flo\,ieveí/

rciì;he:: th.=ii evalr:atitrg ihe \,/orìl,lntË iirvisiì;iJ-ity es i:i *unsili=fu.eti{:Ë
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af j:eci; of seeing ïsabe]Ìa RosseilÍllif s body, f or exainple, is a

resttlt of sll,qrec-ì e:iL-iec:tation= about the aesth*Licizec"l iriir+ge oi

ihe \'/omaltrs body from cinema and t>t.her merlia, and that no irral-ter

vhat other p:: iv.:tc f anLes ies i,JË i,¡oitlcl br iirg ia Ìie y Llilvit i l iiig ih.,i

oui: percept ion ot it "¡ould result in some sort of insecur it.y, ancl

ih= sLtt¡sequenf Te*Èi./al-i;ati i;n oÈ oLrr st¿l Lu* as ¡r.i: i u'i ì_cçccì

r¡vatchers . For f ii'ial ly the des ire to I:e seen by 1-he f i Im seenìs j:o

ilìe f o be as consequerilial- as our des iie io see ,

^aI -)
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Àdde nd um

I real ize too late that I have negr-ected to achnovietf ge,once again, the influence of stanley cávelr_. In chapter two,
P-9" 39, the phrase "open secrets" ãpp-ur" in quotation marks. ïhave appropriated this phrase f rom Cãvel-1,s article, ì,postcript(1989): To whom It May concern/" r¿hich I have not included in my
Plbliography. but r¿hich is f ound in critical rn(]uiry- 16.2 (winter1990): 248-289' (254). Another pr,raã, ,,pararyzed fantasy,,,found on page 4r of my thesis, rt-r¡.ru -i=o used in dn entireÌydifferent context than the one in i¿hich he uses it, is from thesame articr-e by cavelr,, page 267. As wert on page Ár, r iefer tothe idea of "fantasies oi privacy. " This concept is dÍscussed byCave]l- on page 251 of the i'postsãript,, article.


