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ABSTRACT

Intimate Places and Flights of Fancy:
Gender, Space, and Movement in Contemporary Costume Drama

Julianne Pidduck, Ph.D.
Concordia University, 1997

If social theory and common wisdom might posit a gendered binary between the feminine
principle of stasis and a masculine principle of dynamism, contemporary costume drama presents
a delightfully complex and nuanced feminist philosophical dilemma. In this dissertation, | explore
the tension within this genre between the intimacy of perfect interiors and precise, nuanced
dialogue — and its offer of a fanciful escape into romantic and exotic costumes, landscapes,
situations. My fascination with the gendered implications of these comfortable and confined
interiors (“intimate places”), contrasted with dynamic journeys into the past (“flights of fancy”)
frames this cycle of film and televisual texts through the problematic of space and movement. A
Popular and formally interesting case study, costume drama charts nineteenth-century historical
Spaces embedded with gender, class, and colonial relations of power. As such, this corpus offers
a rich site to work through these complex interrelated axes of power through the audio-visual
blocking of space and movement. in advancing this approach as an alternative to the
psychoanalytic framework dominant within feminist film theory, | develop an original
“topographical” approach to the analysis of audio-visual texts. Figured through a close reading of
textual space and movement, this dissertation advances a detailed critical reading of this
significant cultural phenomenon ~ and proposes innovative epistemoiogical and methodological

avenues for the study of audio-visual texts.
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PREFACE

This dissertation embarks on a paradoxical note. Beginning from a hunch about the
philosophical and textual implications of a tension between feminine constraint and masculine
movement, | was initially inspired by the dynamic possibilities of the moving image — the promise
of screen space and imagined mobility as a site of feminist cultural innovation and intervention.
Scanning the horizon for cultural texts imbued with force, purpose, motion, | found an astonishing
array of kinetic, active, bustling, and busy female bodies tearing across 1990s cinema and tv
screens alike. From action heroines (Linda Hamilton in Terminator I/ (1991), Sigoumney Weaver in
three incarnations of Alien (1979, 1986, 1992), Demi Moore’s one-armed push-ups in G.I. Jane
(1997), to the intrepid female protagonists of the “spaghetti strap Western” (Bad Girls (1 994), The
Ballad of Little Jo (1993), The Quick and the Dead (1995)), | have watched with amusement,
excitement, and sometimes horror as female corporeal and social momentum elbows it way into
mainstream audio-visual culture. However, | was troubled by a certain “obviousness,” a tautology
in reading gendered movement where a female body simply replaces the male narrative position
of desiring-movement, agency, force.

Now, after several long years of deliberation | have arrived at a rather more modest
project. Following some perverse inclination to balk at the obvious, | gradually settied on costume
drama, a body of texts which on first consideration seem to have almost nothing to do with
“movement.” What could be more still, more boring, an absolute condensation of the stasis of the
feminine condition, than these ploddingly slow liberal feminist romantic tracts? In short, costume
drama has never been quite my cup of tea. That is, until | saw Orfando (1992). Even as my
filmgoing companion squirmed in her seat at the fiim's long takes and avant-garde preciousness,
I was riveted. Crawlingly slow, composed, Sally Potter's film bubbles over with a wry intelligence
— a critique of historical social constraint which has furnished Western feminism with its historical
narrative of constraint and liberation. Orfando engages formally and thematically with stiliness
and confinement in a manner which speaks eloquently to my feminist woridview. Yet its
understated humour and Orlando’s astonishing cinematic journey through four centuries and

vii



several continents of English feminist and colonial history evokes an “attenuated dynamism” that
complicates the rather iimited notion of movement as physical displacement with which | began.

Soon feminine costume dramas seemed to be everywhere. They were not to be ignored.
From Orlando to The Piano (1993), to Daughters of the Dust (1991), costume drama has
emerged in the 1990s as a preferred site for feminist formal innovation and historical critique. As
a student of film and a voracious consumer of all manner of audio-visual texts, | have been
amazed by the density of these texts, their informed, innovative, and virtuoso reworkings of
gendered cinematic convention — a common interrogation of narrative form, dazzling
deployments of the sensualities of costume as historical critique, their explosion of rules of
composition and mise-en-scéne. | was hooked. Reluctantly, I shifted focus from the more obvious
examples of feminine movement on-screen, opting instead for the more subtle, intensive charms
of costume drama. These texts tend to confound a simple binary of gendered movement and
constraint, expioring surprising registers of gendered stiliness and intensive movement, the
claustrophobia of “intimate places” and the possibility of escape, “flights of fancy.” From these
feminist auteurist texts, | have extended my corpus to include a concurrent cycle of Austen
adaptations such as Sense and Sensibility (1995) and a series of other literary adaptations and
made-for-tv movies.

Raised on the feminist identity debates of the 1980s, however, | was early on troubled by
the insistent “white,” colonialist, classist, heterosexist, and individualist- puil of these texts.
Through a series of study-visits to England, this research was informed by a wonderful textual
richness in British film studies, as well as by dense debates over heritage cinema. An ongoing
physical and e-mail shuttling between Montréal and the U.K. further prompted a growing
fascination with the way desiring relationships to cultural texts are mediated by spatial allegiances
(a North American fascination with European “scale” embodied in tiny, busy, detailed interiors of
costume drama) — and an impulse toward the virtual exploration of “exotic” landscapes (the neo-
pastoral, iconic Englishness of the countryside imaged in Austen). At the same time, | began to

realise a certain self-effacing Canadian specificity to my readings of these very “English” texts.
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This fascination with space and movement originated in my Prairie childhood, a certain
Montréalais nostalgia for the wide-open spaces of Saskatchewan, and an interest in the chartings
of power through trade routes and landscape inspired by Harold Innis's and Jody Berland's
Canadian scholarship on space. After all this time, then, | arrive at the paradoxical position where
I approach these predominantly British cultural texts from a fragile (nomadic) Canadian feminist
standpoint. Whereas the costume drama seems to be spectacularly about history, temporality,
memory, | have approached it through a primarily spatial frame of reference. And while this cycle
of films intuitively invokes a gendered, class-based experience of stillness and constraint, |
broach these qualities through the conceptual term of movement.

Once the list begins, the paradoxes, the strange ironies of the project spill out onto the
page. Living in Québec, a society obsessed by language relations and nationalism, | return to the
cultural legacy of the “mother country,” yet cannot help but become fascinated by how voice,
accent, the speaking relations of power, inflect the costume drama. Subsequently, | am amazed
by my ability as a lesbian to read “around” the heterosexual romances which feature so
prominently; instead of focusing on sexuality, narrative plottings of desire, | choose to read
background relations of power, voice, different qualities of affectivity, diffuse textual desires
predominantly excluded by the psychoanalytic framework which still dominates feminist film
theory. Finally, somewhere in the thick of a long summer of writing, | am delighted with how the
dissertation crystallises around the movement-image of “the woman at the window” — only to
realise how precisely her longing, what | read as restlessness, succinctly echoes my own
situation of dissertation confinement.

Coming to terms with the wonderful contradictory impuises at work in this project, | arrive
at both the limits — the things left out of the project — and the strengths which grise from reading
both from “inside” and “outside” dominant frames of reference: What can a preoccupation with
space and movement bring to this corpus organised so clearly around history and constraint?
How do my own singular (but certainly not isolated) Canadian feminist observations raise new

elements which speak an English feminist language which | share and yet don’'t? How can | read



the historical relations of class and colonialism in these texts from my own conceptual, voyaging
horizons which have been drawn by the entitlement of middle-class and colonial mobility? Such a
tension between ideological and oppositional qualities also comprises the fascination of
contemporary feminine costume drama ~ a simultaneous implication in historical relations of
class and colonial oppression and brazenly subtle feminist intervention into the field of dominant

cinema.



INTRODUCTION
The Bird Cage

Space, Constraint, and Liminal Movement

The experience of oppressed people is that the living of one's life is
confined and shaped by forces and barriers which are not accidental or
occasional and hence avoidable, but are systematically related to each
other in such a way as to catch one between them and restrict or
penalize motion in any direction. It is the experience of being caged in: all
avenues, in every direction, are blocked or booby trapped. (Frye 1983, 4)

Marilyn Frye's metaphor of the bird cagel describes the experience of oppression in
starkly spatial terms as the structural imposition of forces and barriers which impede motion.
Beginning from the problem of gender, within the terms of common wisdom and social theory
femininity-as-stasis has been opposed to the masculine principle of dynamism. This dialectic
informs diverse historical and social contexts from feminist writings on the constraints of
bourgeois femininity (for instance, Charlotte Perkins-Gilman's The Yellow Walipaper), to Freud's
gendering of the libido as “active” and “masculine,” to contemporary popular feminist hijackings of
the seemingly “masculine” dynamism of sports (Nike's “Just do it" ad campaign featuring women
athletes) and cars (Thelma and Louise’s headiong cross-country road trip (1991)). From Frye's
bird cage to the home-as-prison, to the confined domestic spaces of sexuality and madness, to
the corporeal horizons of force, agency, travel, these interlocking spatial metaphors cut to the
quick of Western philosophical discourses of human freedom and agency. And in this light, the
project of feminism has been persuasively posed as social movement?2 the collective project to
release women from these interlocking bird cages.

Ingrained at the very roots of Western feminism as a revolutionary movement, these
spatial metaphors of constraint and escape also inform a broader social imaginary which is
continually constructed and reconstructed in the texts of popular culture. The contemporary

feminine costume dramas addressed in this dissertation are constructed around the intricacies of

11 thank Robyn Diner for suggesting this salient passage.

2 bell hooks (1984) uses the term “feminist movement” in the dynamic sense “as a radical political
movement” implying process, critique, dynamism, as opposed to a more common “the” feminist
movement which implies something already finished, established, institutionalised.
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individual and collective constraint and escape. Situated within the feminine “private sphere” of
nineteenth-century leisured life, much of the appeal of these texts for 1990s female audiences
revolves around the pleasures of comfortable, elegant, period interior spaces — what | call
“intimate places.” Graciously housing the genre’s characteristic intensities of sentiment,
mannered gesture and wordplay, these retrospectively delicious feminine realms also /imit the
female protagonists’ horizons to the domestic sphere. Predominantly intelligent women of the
middle classes, these costume drama heroines can rarely aspire to the activities of commerce,
land tenure and cultivation, colonial travel and conquest available to their male counterparts.
Framed through the conceptual terms of space and movement, these texts may be seen to linger
on the threshold between these intimate interiors and what I call “flights of fancy” — the quest for
physical and social agency seemingly denied these heroines, and the more liminal journeys into
luscious, costumed, historical worlds which these texts offer their contemporary preferred female
viewers.

Yet, to return to Frye's account, oppression involves different spatial constraints
measured against a (problematic) ideal of unimpeded motion, mobility, agency. Written as an
intervention in feminist theory, Frye's bird cage applies not only to sexist oppression, but to
oppression generally. in this light, we can open up the above gendered dialectic of movement and
constraint to describe interrelated yet distinct spatial blockings of power. In her discussion of
Huckleberry Finn, for example, Toni Morrison (1990) writes of “the interdependence of slavery
and freedom”; not only is slavery understood as the worst form of human constraint, but Huck
Finn’s own process of becoming a social individual, of gaining agency, can only be measured
against the static figure of Jim the slave. “Freedom has no meaning to Huck or to the text without
the spectre of enslavement, the anodyne to individualism.” (56)

Morrison's analysis profoundly broadens a feminist critique of constraint based on the
single axis of gendered oppression. Linked to historically and geographically distinct discourses of
agency, freedom, mobility (for example, Huckieberry Finn's American ethos of Manifest Destiny),

the idea of unimpeded motion signifies relationally. To freely adapt Einstein’s special theory of



relativity, movement and position may only be measured by taking into account the velocity of
the observer who is always-already implicated in the experiment. Further, | would add, in more
social terms, “movement” matters only in relation to the social context or ground where it occurs —
and in relation to other bodies (at work or at rest, immobile or in motion) within the same context.
Transposing these concepts into the audio-visual language of my corpus, the physical,
metaphysical, and narrative trajectories of protagonists, supporting players, and the “casts of
thousands™ who round out the frame (or who are excluded from it) may be read as complex
chartings of social space and movement. Not merely aesthetic choices, these topographical
textual trajectories are imbued with historical formal and social relations of power.

To return to the specific problem of gendered movement, Teresa de Lauretis (1984)

notes a structural division of labour within traditional narrative form:
Characters can be divided into those who are mobile, who enjoy freedom
with regard to plot-space, who can change their place in the structure of
the artistic world and cross the frontier, the basic topological feature of
this space, and those who are immobile, who represent, in fact, a
function of this space. (118)

This statement initially seems to perfectly evoke the costume drama’s topography of
gendered interiors and exteriors. The cycle’s common image of the woman at the window (for
example, Sense and Sensibility's Elinor Dashwood awaiting the arrival of her beau) offers a
succinct image of feminine constraint, the confinement of female characters in relation to the
comings and goings of their male suitors. Yet, taking into account the different historical power
relations that inform these texts, we can begin to complicate this picture with the subtle
backgrounded movements and stillnesses of class and colonialism which fuel these nineteenth-
century narratives and fill in the audio-visual scene. Recalling the previous century’s complex
demographic and social upheavals — not only the emergence of Western feminist discourses, but

the tremendous dynamism of an ascendant middie class and the bloody, expansionist

movements of colonialism — my feminist treatment of social space and movement in costume

3 For an accessible account of Einstein’s special theory of relativity, see Gary Zukav, The Dancing

Wu Li Masters (1979), 120-159. See also Robin Morgan’s The Apatomy of Freedom (1982) which

creatively links “the new physics” with the project of feminism.
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drama charts a whole range of spaces and trajectories which cross the paths of our nineteenth-

century heroines.

Gilles Deleuze: An Epistemological “Leavener”

To further complicate this social and audio-visual scenario of multiple, layered chartings
of space and movement, at this point | would like to incorporate Gilles Deleuze's work on the
cinema. Whereas the problematic of movement and constraint evoked in the bird cage metaphor
functions according to a Hegelian dialectic, part of the theoretical work of this dissertation is to
explore the limits of such binary models. Such an interrogation complicates a simple gendered
scenario (male dynamism/female stasis) with concurrent nineteenth-century class and colonial
struggles. These insights on what I call the “spatial blockings of power” in costume drama derive
importantly from the scholarship of Teresa de Lauretis, Laura Mulvey, Mary Ann Doane,
Raymond Williams, Edward Said, Henri Lefebvre, Richard Dyer, and Mikhail Bakhtin. Concerned
with historical and geographical power relations embedded within the formal organisation of
cultural texts, these authors have inspired my critical approach to audio-visual texts framed
through the problematic of space and movement. Deleuze, for his part, posits a philosophical
approach to the cinema based on a distinctive conceptualisation of “movement.”

Eschewing the dominant traditions in Western thought, Deleuze (in keeping with Michel
Foucault’'s later writings) advances a productive epistemology.4 Rather than the one
(God/author/subject) or the two (dialectical, oppositional binaries), this th;aorist insists on the
many, a range of irreducible singularities in constant flux, tracing distinctive desiring-movements.
Within such a schema, cinema becomes “movement-image,” where the implications of “cinematic
movement” exceeds the sum of its frames, its still “eternal poses” put into motion. t poach two key
ideas from this work. First, to imagine audio-visual texts as the splicing together of “mobile

sections of duration” or “movement-image” is to suggest a dynamic, spatio-temporal approach to

4 For one of the clearer articulations of Deleuze’s epistemological premises, see Deleuze and
Parnet (1987).



the moving image. Second, this work implies a more metaphysical quality to movement, where
“one must be capable of thinking the production of the new, that is, of the remarkable and the
singular, at any one of these [cinematic] moments.” (1986, 7)

This dissertation’s twinned substantive and methodological problematics of space and
movement has emerged through a engagement with feminist film theories, and other scholarship
on space and time, notably Deleuze. As complement and counterpoint to the above diverse
critical thinkers, the “movement-image” evokes dimensions and potentialities greater than
physical displacement, or even the great social “movements” of modernism. For Deleuze,
cinematic movement “is distinct from the space covered. Space covered is past, movement is
present, the act of covering. The space covered is divisible, indeed infinitely divisible, whilst
movement is indivisible, or cannot be divided without changing qualitatively each time it is
divided.” (1) Translating into my earlier terms, to treat audio-visual texts as “image-movement”
challenges the very foundations of an inherited binary mode of thought such as “gendered
movement and constraint.” Whereas this gendered opposition between movement and constraint
provides a productive “critical” point of departure, it can never be the whole story, for the image-
movements and texts in question always involve singularities, potentialities, and may take us
toward new horizons. Exceeding the commonplace notion of physical dispiacement, Deleuze’s
“movement” suggests intensive and affective qualities. To approach audio-visual texts from this
perspective means drawing out not only the expected narrative movements of characters, but
qualities under-theorised within critical theories — particularly psychoanalysis which has been
dominant within anglo-american feminist film theory. To reiterate my core dilemma of “movement
and constraint,” one of the key undertaking of this type of this project's textual analysis is to play
off the “critical” insights of existing feminist and Marxist theories against the productive, affective
insights offered by Deleuzian thought.

As | will discuss at length in Chapter One, psychoanalytic film theory involves the
imposition of a preconstituted, rigid theoretical framework upon any unsuspecting cultural text.

Within this paradigm, texts are treated as symptoms of ahistorical psychic patterns; at its most



reductive, psychoanalysis reduces the complexities and productivities of culture to dreary
rehearsals of a primal scenes and oedipal scenarios. While incredibly germane to developing a
critical account of the subject's engagement with the cinematic apparatus, psychoanalysis works
from a series of problematic binaries, notably an opposition between the active, masculine
desiring gaze and narrative on-screen presence, and a static woman-as-image. While these
insights provide an invaluable point of departure for this project, in placing the (white, middle-
class, Western) woman at the narrative centre and in the driver's seat of the desiring gaze,
costume drama pushes the limits of such theories. In contrast, | approach the corpus, each text
and indeed “movement-image” or “mobile section” as a singularity, a line of force, a potentiality.
Deleuze functions here as an epistemological “leavener” in tension with the inherited traditions
within “critical” feminist and social theory which mobilise the powerful terms of constraint and
movement mentioned above. In the process, | examine the complexities of costume drama not
only in terms of what has been, but as what could be.

Considering that my corpus is comprised primarily of adaptated “classic” female-authored
texts such as the novels of Austen, the Bronté sisters, and Virginia Woolf, as well as the
contemporary works of cinematic “authors” Campion, Potter and Dash, the possibility of
innovative patterns and potentialities seems particularly pressing. As costume drama has become
a pivotal feminine and feminist genre for the 1990s, these texts constitute one vital site where
feminist ideas, passions, and worldviews are explored — not only in re-membgring the past, but in
imagining a future. Yet, in spite of Deleuze’s productive, “leavening” properties, his scholarship
has its own limits which lie in an inability (or refusal) to engage with historical power relations of
difference, including sexual difference.> Perusing these works, | cannot help but note the
disturbing if unsurprising re-activation of certain historically-embedded patterns of gendered,
class, and colonial “constraint” within contemporary costume drama. While at times “leavened” by

Deleuze’s “lines of flight,” these texts commonly revisit an individualist, bourgeois, white and

5 For one influential evaluation of the feminist potentialities and limits of Deleuze’s thought for
feminist theory, see Rosi Braidotti’'s Nomadic Subjects (1994a).
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Westemn feminist historical vision. Roundly critiqued within feminist activist and intellectual circles,
this vision continues to carry significant cultural and political caché. As a key cuitural, political,
and intellectual contemporary aesthetic form, costume drama demands rigorous critical attention:
How does it invoke both the sedimented power relations of historical cultural “spaces” — and the

possibilities of “movement,” the “invention of the new”?

The Corpus: Contemporary Costume Drama

In this dissertation, | deploy these preoccupations of space and movement to address a
small, dense, yet diverse cycle of contemporary costume drama through a series of close textual
readings. Comprised of cinematic and televisual texts produced in the 1990s, the works under
scrutiny here feature female protagonists within a nineteenth-century historical context of England
and its colonies. Grouped according to particular stylistic strands, my corpus includes a series of
wry romantic comedies in the Austen adaptations (Sense and Sensibility, Jane Austen’s Emma
(1997), Jane Austen’s Persuasion (1995), Pride and Prejudice (1995)); the darker Gothic
passions of Charlotte Bronté's Jane Eyre (1996), Wide Sargasso Sea (1993), and Angels and
Insects (1996); and a series of feminist auteurist costume dramas which comment upon and
sometimes subvert the genre's inherited literary and audio-visual forms (Jane Campion's The
Piano and Portrait of a Lady (1997); Sally Potter's Orfando (1993), and Julie Dash’s Daughters of
the Dust). In choosing to investigate costume drama through the “topographical” lens of gendered
space and movement, my project differs from the “women’s genres” or “female spectatorship”
approaches more common in feminist television and film criticism. Through the treatment of
audio-visual spatial blockings of gendered, class, and colonial power relations, and through my
interest in the Deleuzian movement-image, | muster a series of distinctive, rich, and tactile
readings of the corpus. These readings bring to the fore subtle audio-visual textures of landscape;
different qualities of corporeal gesture and costume; aural inflections of music and voice; and

more “intensive” qualities of affectivity which elude other types of analysis.



Both tactile and “immanent,” my particular quality of detailed textual reading folds the
regularities, singularities, and complexities of these texts back into the philosophical problem of
movement and constraint. Especially as these texts present one important strand in contemporary
feminist cuitural discourse — both female-authored auteurist texts like those of Potter, Dash, and
Campion, and a commonsense liberal feminism explored in the Austen adaptations — | use their
textual insights and tensions as a fertile testing ground and foil for Frye's bird cage metaphor. A
compelling combination of intimate qualities of social constraint and audio-visual journeys into the
distant places and times of an imagined nineteenth century, costume drama evokes an intriguing
quality of longing, attenuated movement, digression, which fits only uneasily into the gendered
binary of movement and stasis. Not “static” per se (after all, there are periodic intensive flurries of
movement on the dance floor, not to mention the narrative and affective movements of romance
and emotion), on a formal and intuitive level this corpus confounds the very terms of gendered
movement and constraint.

Costume drama has become one major category of gendered audio-visual text in the
1990s. Along with the other major Hollywood feminine box office phenomenon, the “romantic
comedy,” the costume drama explores culturally-coded “feminine” spheres of sentiment, domestic
space, and romance; for its part, the feminine costume drama commonly explores these elements
through predominantly bourgeois historical milieux. These films feature female protagonists and
are marketed primarily toward an international “upscale” female audience. _Set within a broader
1990s revival of period drama, | am particularly interested in cinematic and televisual texts which
explore nineteenth-century narratives through contemporary “feminine” and “feminist”
perspectives. As | will elaborate in Chapter Two, my corpus includes a hybrid generic mix of
melodramatic, realist, and avant-garde strands. In this light, | treat this corpus as a “cycle” rather
than a “genre,” a series of distinctive yet intertextually interwoven texts and movement-images.

With two key exceptions (the original screenplays of The Piano and Daughters of the
Dust) my corpus is comprised of literary adaptations. Thematically, these films explore the

subtleties of romance, bourgeois domestic life, and female aspiration in a historical, often



European, context. On the strength of pure proliferation, this cycle presents an interesting and
significant contemporary cuitural phenomenon. From Emma Thompson's liberal feminist
adaptation of Austen’s Sense and Sensibility to the more “critical” feminist projects of Jane
Campion’s The Piano, Julie Dash's feminist treatment of the African diaspora in Daughters of the
Dust, to Sally Potter’s brilliant adaptation of Virginia Woolf's iconic feminist novel Qrlando, these
texts project historical feminist visions of different political stripes. As popular reworkings of the
historical social experience of (bourgeois white) womanhood, they toy compellingly with feminine
ideals of beauty, romance, and escape. In the context of postmodern European and North
American culture, the feminine costume drama hearkens back to a series of seemingly pastoral
moments in European social history when gender, class, and racial categories were kept very
clear. Given the almost aggressively heterosexual, bourgeois, high art, “polite,” and “white”
qualities of these films, | find them fascinating as one of the most dense, established, and creative
(not to mention commercially viable) expressions of feminist ideas and artistry in 1990s anglo-
american popular (and not-so-popular) culture.

Arising in part through the ongoing popularity of the nineteenth-century time-frame for
historical drama, this period presents a rich temporal frame of analysis.® In the thick of the
Industrial Revolution, the nineteenth century provides a fascinating backdrop for my layered
investigation of space and movement as it coincides with a time of tremendous social upheaval in
Western Europe, from the early days of women's liberation, to simultaneous changes in class
relations and demographics, to the aggressive expansionism of imperialism. Although these
profound spatial transformations are often secondary to the cycle's foregrounded
feminine/feminist narrative and thematic preoccupations, | am interested in how formal and social

references to class difference and imperialism form constitutive absences or even shadowy

6 As the historical periodisation in costume drama is notoriously imprecise (capturing a “feeling” of
the past, rather than “documenting” it) this question of dates functions as pertinent cut-off for my
corpus to bracket off the more “modemist” concerns of twentieth-century culture. Many of the
issues raised by this thesis could productively apply to early twentieth-century narratives such as
the Merchant-Ivory productions, or works like David Lean’s Passage to india (1984) or The English
Patient (1996).



presences within these imagined feminine historical spaces. In fact, as | will elaborate in Chapter
Three, historical (and contemporary) discourses of class and colonial mobility help to inform the
very parameters of Western feminist vision — our imagined historical horizons of social constraint
and aspirations for mobility.

| have further restricted the corpus to a geographical context centered in England and
ranging out to its colonies. Such an English imperial mapping imagines its domestic space
through what Raymond Williams (1973) calls the “neo-pastoral” countryside which dominates the
cycle’'s seemingly peaceful and empty countrysides — landscapes seething with the lingering
memories of Enclosure and the consolidation of land and authority by the ascendant middle class.
Moreover, post-colonial theorists have identified how this secure, “picturesque,” transparent
image of the island-home figures implicitly against contrasting discourses of colonial foreignness,
darkness, exoticism. My problematic of space and movement permits me to mine this rich and
varied geographical shuttle between an English “home” and “abroad” for the blocking of
gendered, class, and colonial power relations. Through a treatment of landscape aesthetics in
Chapter Three, | advance a reading of domestic “English” space (exemplified in the Austen
adaptations) in relation to the darker, exotic reaims of the colonies (The Piano, Angels and
Insects).

In choosing to address contemporary feminine costume drama textually through the lens
of space and movement, | take a “topographical” approach to these texts. Thr_ough this theoretical
problematic, | advance a distinctive feminist audio-visual textual criticism that is not organised
solely around sexual difference and the problem of female desire in the cinematic apparatus.
Rather, | address the multiple power plays of figure, ground, middle ground organised around the
spacialisation of gender, class, and colonialism. What | call a “topographical” approach to audio-
visual texts, this type of textual reading derives importantly from Deleuze, de Lauretis, and
Bakhtin. Part of the theoretical and methodological complexity of this project involves a
considered and wide-ranging “borrowing” from fields outside of film studies. Drawing from

semiotics, literary criticism, and critical geography, this strategy supplements, complements, and
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sometimes challenges existing film studies scholarship on spectatorship, genre, melodrama,
mise-en-scéne, costume. For instance, rather than frame this analysis of a “women’s genre”
around the more usual question of gendered spectatorship, | address different aspects of the
meaning-making powers of cultural texts. With reference to space and movement, de Lauretis’s
concept of “mapping” delineates alternative signifying properties of moving images which involve
not only the production of a certain “subject” (the preoccupation of pyschoanalytic film studies) —
but also the powerfully political representational “mapping” of the social spaces inhabited by these

subjects.

Methodology and Structure

ltself concerned with the cinematic treatment of space and movement, my own
methodological programme is intimately intertwined with my more substantive preoccupations
around social movement and constraint. In the shift from a feminist film studies psychoanalytic
(“interior”) problematic of subjectivity and desire to an (“exterior”) audio-visual charting of social
space, | have developed a series of concrete (if experimental) methodological tools suited to this
project. In this section, | will sketch in a preliminary account of my methodological programme;
this programme is fleshed out at the conclusion of Chapter One. The experimental topographical
analysis developed in this dissertation derives significantly from Deleuze’s Cinema 1: The
Movement-Image (1986}, Bakhtin's concept of the chronotope developed in his essay “Forms of
Time and Chronotope in the Novel” (1981), and de Lauretis’s Alice Doesn't (1984). Bakhtin
addresses the spatio-temporal articulations of literary texts through the notion of “chronotope™
(literally, “space-time”). The chronotope offers a rich and productive means of classifying cultural
texts through the historical renderings of social space and time; these elements can never be
merely formal, but are integrally connected to the complex social fabric which produced the text.
Bakhtin's work has been tremendously productive for this dissertation, in that it provides a
concrete and flexible means tc analyse the spatial significances of cultural texts. For instance,

Bakhtin's chronotope of the “provincial town,” an idealised pastoral place imbued with certain
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power relations and a particular sleepy temporality, powerfully evokes the spatio-temporal
“structure of feeling” of the Austen adaptations.

Based in literary analysis, the chronotope raises wonderfilly useful insights on the spatial
blockings of power afoot in this cycle of feminine costume drama. Deleuze's interest in the
specifically cinematic qualities of image-movement heips me develop what de Lauretis calls an
“audio-visual” approach to textual analysis. Deleuze borrows from C.S. Peirce’s semiotics to
develop an approach to cinema which breaks with a language-based semiotics. Unlike a
Saussurean model which treats language as a series of detachable meaningful units, Deleuze
seizes on the intrinsically mobile qualities of film. For Deleuze, in contradistinction to earlier
communication technologies, with the historical invention of camera movement and montage,
Deleuze insists that “the shot [plan/ “plane”] would then stop being a spatial category and become
a temporal one, and a section would no longer be immobile, but mobile.” (3) Deleuze is interested
in this quality of movement, as for him it sets up film as “line of force,” as a series of affectivities
and intensities, as potentiality.

In concert with de Lauretis’s Peircean “imaging,” these two bodies of work approach
moving images as a series of intensities, different qualities of movement, the articulation of spatial
and temporal categories. Such formulations have been pivotal for the theoretical and
epistemological grounding of this dissertation. More practically speaking, | have borrowed from
Deleuze’s three categories of “movement-image” to organise my close textual readings of this
cycle. Thus, rather than framing the analysis thematically, or according to particular films, | adapt
what Patricia Mellencamp calls Deleuze's “topographical” approach to film criticism: “Deleuze’s
way of thinking about cinema is cinematographic, not psychoanalytic, it focuses on topography
more than narrative. Regarding Deleuze’s first observation, movement is not limited to the cause-
effect logic of narrative, or to figures “moving” through space, or to cameras dollying, tracking.
Action is only one kind of movement; the others are perception and affection.” (1995b, 58)

For Deleuze, the possibility of perception relies on a “gap” or interval between subject

and screen. This gap is not fixed, but varies, allowing for different proximities to the image and
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different critical engagements with the text. Each variety of movement-image corresponds to a
specific conceptual “focal length” (long shot, medium shot, close-up) — and to a “material aspect
of subjectivity.” The perception-image, aligned with the long shot, provides the conditions of
visibility, and for Deleuze relates to the philosophical problem of qualities of perception. | borrow
the notion of the perception-image (guided by the long shot) as a framework to consider issues of
geographical and cultura! framing in the costume drama. Chapter Three takes up some of the
questions of the perception-image through the aesthetic and social rendering of historical
landscape, the gender, class, and colonial “spatial blockings of power” at work in the costume
drama.

The second category of movement-image is the action-image. Characterised by the
medium shot, this plane most effectively frames narrative, human actions and reactions. As many
film theorists have pointed out, the action-image or narrative form has dominated commercial film
history; consequently, perhaps, much of this scholarship has focused on the operations of
narrative, often at the expense of other audio-visual qualities. If the perception-image frames the
physical setting and explores movement in relation to nouns or “bodies” (human or otherwise), the
action-image is concerned with “acts” (verbs). For example, the active, vital qualities of the
American cinema exemplified in the action film or the Western turn on the dynamism of the
action-image. Chapter Four takes up the problem of the action-image in relation to the
characteristically digressing plots and attenuated actions of the costume drama, with particular
reference to Oriando and Daughters of the Dust. Working at the conceptual level of the medium
shot, this analysis engages with questions of gendered narrative movement, the work of costume,
the subtle corporeal actions and gestures which fuel the costume drama.

Finally, Deleuze’s third quality of movement-image is the affection-image which
corresponds to the close-up. The affection-image raises subtle yet essential cinematic properties
of feeling, affect, intensity. Perhaps the most difficult register of sensations to describe,
“affectivity” ushers in a register of aesthetic experience which has been taken on by

psychoanalysis, but which for Deleuze, exceeds the limits of cedipalised desire. In reading the
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costume drama through the “close-up,” | deploy subtle, under-theorised qualities of feeling which
saturate this genre. In adapting the affection-image, | address the troubled question of sentiment,
gender, and genre in a distinctive, philosophical manner, delving into costume drama'’s subtle and
sometimes unusual affective inflections of sentiment and sensibility. The affection-image most
often works with close-ups of hands and faces — the locus of emotion and expression in film and
television generally, and in costume drama in particular. In Chapter Five, | take up the question of
iconicity and faces (with particular reference to Oriando and Daughters of the Dusf). Also,
Deleuze’s attention to hands as a locus of expression flags the common trope of musical
expression within these films (especially piano playing, as in Sense and Sensibility and of course,
The Piano) as an expressive means of exceeding the social constraints of proper verbal
expression. These insights about music and voice form part of a quest in Chapter Five to move
beyond the visual dominance in film studies, toward different qualities of perception including
sound and touch.

Having laid out this structure, | conclude by stressing its provisional, facilitating character.
| have organised the dissertation in this way as a means of integrating the problematic of “space”
into my methodological design. Deleuze’s “topographical” thinking allows me to address the
corpus not through individual films or filmmakers (although this sort of framing becomes
necessary periodically in order to investigate the wonderful textual singularities of specific works
and movement-images) — but through a series of formal regularities ar)d variations in the
organisation of space and movement. This structure links my underiying methodological quest
with the epistemological problem of gender, space, and movement. In the progression of this
dissertation, | wish to test the capacities and potentialities of this “topographical criticism": What
can this approach (or more accurately, this diverse collection of methodological tocls cobbled
carefully together) illuminate in my corpus? What are the further possibilities of such an approach
to audio-visual texts? In Chapter One, then, | lay the theoretical groundwork for this

“topographical” charting of space and movement in audio-visual texts.
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CHAPTER ONE
Film Theory and the Spatial Imaginary

This chapter scripts a whirlwind tour through film studies scholarship, highlighting certain
works and suggestive passages that foreground questions of space and movement. Beginning
from early psychoanalytic work on the “cinematic apparatus,” | take a detour through “images of
women” scholarship en route to the feminist psychoanalytic work which has been hegemonic
within feminist film studies for two decades now. Writing in a moment of flux amidst a flurry of
challsnges to psychoanalysis, my purpose here is to engage differently with this weighty and
tremendously productive tradition. Returning to these projects through the prism of gendered
space and movement, | draw out a series of recurring claims about the gendered properties of
space and movement on screen and in the theatre. Drawing from “images of women” claims
about the objectification and narrative constraint of the female body in media texts,
psychoanalytic feminist film scholarship has focused primarily on how these processes translate
into the production of the subject through sexual difference. As a shift in location of critique from
screen space to the unconscious layerings of the psyche, | suggest that this latter tradition has
produced a series of spatial metaphors of gendered movement and constraint organised around
the locus of the female subject.

Highlighting these retrospectively fascinating passages on space and movement, | shift
the focus of the debate from the problem of the subject (the gaze, gendered desire, identification)
to the more social and topographical concerns of screen space (geographical and corporeal
power relations of space and movement). This chapter charts a selective and precisely motivated
tour through what | call the “spatial imaginary” of film studies. In concert with the dissertation's
ongoing interest in reading detail, the seemingly secondary themes of audio-visual texts and
theory alike, my process in this chapter is to highlight significant “subtexts” or backgrounded
themes in an existing field. The purpose of the exercise is not conservative, to produce a
definitive film studies history ~ but rather generative, a selectively rigorous engagement with

existing theories in transition toward a topographical approach to the study of audio-visual texts.
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In this chapter | explore the brilliant and influential psychoanalytic spatial configurations in
psychoanalytic film theory as a way into my problematic of gendered movement and constraint.
Baudry and Heath’s insights provide excellent avenues into recurring spatial arguments in
“‘images of women” scholarship, the psychoanalytic projects of feminist theorists Laura Mulvey
and Mary Anne Doane, and Teresa de Lauretis’s distinctive “audio-visual” undertaking. In the
process, | borrow and to bend some of these ideas in developing my own topographical approach
to film criticism. This innovative methodological programme, which | will map out at the conclusion
of this chapter, reaches outside the spatial limits of the psyche, toward issues of geography, the
spatial blockings of power, gendered, class, and colonial space and movement. | push the
“interior” preoccupations of psychoanalysis with subject-formation and the mapping of the psyche
and open them up, almost like an orange, to the related concerns of social space and movement
at work in audio-visual texts.

Where the psychoanalytic tradition reads the vicissitudes of screen space and movement
in relation to the virtual psychic space of the spectator pinioned in the theatre seat, | wish to
project these questions outward. How are the spatio-temporal qualities of audio-visual texts
(interior/exterior space; landscape; narrative movement) profoundly linked to the social horizons
of gender, class, colonialism that figure in contemporary costume drama? The paradigmantic shift
undertaken in this chapter necessitates a conceptual move outside of the field of film studies

proper. This linkage of the “mapping” of screen space and movement with broader “social space”!

1 While the limits of this project preclude an extensive engagement with this work, | would highlight
Henri Lefebvre’s concept of “social space” as a conceptual bridge amongst different conceptual
layers of space. Lefebvre's ambitious project insists on how pewer relations are produced spatially
through the interrelated realms of lived space (the corporeal experience of the lived environment
through practice), representations of space (aesthetics), and broader spatiai logics of power
(architecture, bureaucratic and demographic mappings, and the shifting geographical relations of
town and country, industry and agriculture). Rooted in a meta-historical exploration of continental
European history, Lefebvre's concept of “social space” suggests the importance of the formal
questions of representation and aesthetics (along with other types of spatial practice) in the
continual production of (and presumably, resistance to) different types of power structures. In this
dissertation, then, | am partly interested in reading costume drama “topographically,” through the
prism of social space in the understanding that these texts participate in subtle and diverse ways in
the social “production of space.” This analysis foregrounds not the production of a subject-in-
ideology (the project of much psychoanalytic film theory) — but rather the production of social space.
(I thank Kirsten McAllister for helping me think through this section.)
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has been implicitly informed by a whole body of exciting new work in critical geography. (See
Massey 1994; Soja 1985, 1989; Berland 1991; Rose 1993; de Certeau 1988; Lefebvre 1991 J)

In order to make this epistemological leap of faith from the psychic “interior” mapping of
the subject to questions of social space, | mine key insights from existing film scholarship. This
selective retrospective reading highlights a series of compelling and productive observations
around cinematic space and movement ~ the audio-visual spatial productions of power organised

around the key concepts of suture, narrative, and genre.

The Cinematic Apparatus: Mapping Ideological Looking Relations
Psychoanalytic film theory from the 1970s and early 1980s offers a compelling series of
interlocking arguments that situate the ideological properties of classic narrative cinema within a
conceptual problematic of space and constraint. Jean-Louis Baudry's work on the
cinematographic apparatus? lays a spatial groundwork for much subsequent critical film theory,
including the influential psychoanalytic feminist scholarship that | wish to address in this
dissertation. This tradition describes the cinema as an ideological apparatus that holds the
subject in place and binds him (for the longest time, this subject was presumed to be male) into
the flow of image and narrative through the very spatial properties of formal visual codes of
framing and montage. Pulling back from a consideration of film texts, or even a more conventional
Marxist political economy, Baudry critiques the ideological worldview embedded in the spatial
symbalic staging of cinematic looking relations. He begins with a critique of Renaissance
“Quattrocento” perspective which establishes particular conventions of framing and viewing. This
centered perspectival system creates a powerful metonym for a Western cultural and historical
spatial imaginary — a space drawn, framed, positioned, and proportioned for the pleasure of a

detached observer.3 Baudry cites the Western painting tradition which presents “a motionless and

2 As an extension of Baudry’s work in a different context, see de Lauretis and Heath's The
Cinematic Apparatus (1980). This book examines the social and technical aspects of cinema as
they coalesce in a certain cinematic metapsychology.

3 For a more elaborate discussion of these fascinating issues around visuality and culture, see Crary (1994);
Panofsky (1997); and Jay (1994).
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continuous whole [and] elaborates a total vision which corresponds to the idealist conception of
the fullness and homogeneity of being.” (1985, 535)
Stephen Heath extends this model to photography, which, he claims, represents the

culmination of an historical spatial worldview embodied in Western art.

The conception of the Quattrocento system is that of a scenographic
space, space set out as spectacle for the eye of a spectator. Eye and
knowledge come together; subject, object and the distance of the steady
observation that allows the one to master the other; the scene with its
strength of geometry and optics. Of that projected utopia, the camera is
the culminating realization...the images it furnishes become, precisely,
the currency of that vision, that space. (1981, 30)

With the incorporation of movement through the technologies of cinematic photography and
projection, the apparatus extends its claims to a certain hiermetic realism. For Baudry and Heath,
the “moving image” continues to turn around the focal eye/l of the spectator. Through the
development of dominant codes of continuity and narrative, the cinematic apparatus sets into
motion the spatial worldview of Renaissance perspectival systems. Within modernist discourses
around early motion pictures, Heath notes a common correlation of eye and camera: “The eye in
cinema is the perfect eye, the steady and ubiquitous control of the scene passed from director to
spectator by virtue of the cinematic apparatus.” (32)

In the epistemological leap from camera to eye, Heath links the structural questions of
apparatus (perspective and framing) to post-structural processes of subject-formation. Baudry
suggests that the cinema’s “arrangement of the different elements — projector, darkened hall,
screen” effectively restages the scene of Lacan's mirror stage. (539) The infant's experience of
physical immobility coupled with extensive visible mobility coincide neatly with the spectator’s
movie-going experience. Through this series of analogies, Baudry’s discussion of spectatorship
and the cinematic apparatus constructs a series of compelling spatial metaphors. The physical
staging of cinematic spectatorship positions the subject in a controlling, omniscient relation to
screened images. However, in a sinister twist, the seeming plenitude of the image framed,

focused, and projected for his enjoyment performs an ideological sleight of hand subjecting the

18



spectator to a pleasurable, hermetic world. The spectator is ideologically contained by the formal

relations of the apparatus.

No doubt the darkened room and the screen bordered with black like a
letter of condolences already present privileged conditions of
effectiveness — no exchange, no circulation, no communication with any
outside. Projection and reflection take place in a closed space and those
who remain there, whether they know it or not (but they do not), find
themselves chained, captured, or captivated. (538)

Heath, for his pant, notes that “etymologically, entertainment is a holding-in and a maintenance —
the subject occupied in time.” (54) The spectator is held in his seat and captivated, enthralled,
entertained — ultimately imprisoned — by moving images. For these theorists, this is the over-
determining effect of the cinematic apparatus, embedded in its spatial organization, and
reinforced, as we shall see below, in the conventions of temporal continuity and narrative space.

According to this logic, one could persuasively read the contemporary boom in costume
drama as a return to this model of “classic narrative cinema.” For instance, Sense and Sensibility
presents one spectacular return to the wide-screen visual pleasures of cinema-going in the video
age; like much other contemporary period drama (Dangerous Liaisons (1989), The Age of
Innocence (1993), and an explosion of recent Shakespeare adaptations) these texts draw partly
on the success of Merchant-lvory’s success, offering a lush audio-visual return to the “thrall” of
wide-screen cinema in the age of television, video, and other emergent outlets for feature film or
serial adaptations. As | will argue in Chapter Three, these period films tend to formally reproduce
authoritarian nineteenth-century dominant ideologies of patriarchal, middie-class, and colonial
power embedded in the landscape painting tradition. On some level, then, | could reasonably
posit the current fascination with a bourgeois, white historical experience as a sentimental return
to a repressive moment; channeled largely through adaptations of “classic novels” of the period,
these texts transpose literary codes of power and subjective authority into an audio-visual
language profoundly influenced by painting traditions and the drive of narrative cinema.

However, the pertinence of Baudry’s model is called into question by the historically
specific cinema-going context of darkened theatre and film projection evoked; the psychoanalytic

analogy between early childhood “mirror phase” and the dream state of the unconscious rests its
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case partly on this physical scene. While by no means extinct, increasingly this experience is
displaced or complicated by video distribution (small-screen, interrupted viewing within a “private”
or “family” context); the convergence of television, wide-screen, and video production/reception
contexts; and female and feminist authorship in the corpus that explicitly challenges existing
cinematic codes. The diverse make-up of my corpus, from television serials to wide-screen
releases implicitly challenges the isolated analogy of the mirror phase as an analytic point of
critique. As | work my way through the balance of these early psychoanalytic arguments about
“classic narrative cinema,” it is interesting to keep in mind the shifting contemporary audio-visual
culture which has produced my corpus: from Sense and Sensibility's wide-screen extravaganza to
the different formal qualities of video or television production. In what ways do the claims of a
critical film studies still apply to the contemporary spatial organisation of audio-visual texts, and in

what ways does the corpus shift or challenge these codes?

Suture: Stitching the Spectator into Motion and Flow

From the theatrical mapping of the viewing experience in the work on the cinematic
apparatus, we shift to an related yet distinctive level of analysis in the question of “suture.” In film
theory's transition from a structuralist concern with apparatus and cinematic language to the post-
structuralist consideration of the subject within ideology, the concept of suture carries pivotal
significance. As Kaja Silverman points out, rather than a purely formalist concern with cinematic
langue, “the concept of suture attempts to account for the means by which subjects emerge within
discourse.” (1983, 199-200) The resulting psychoanalytic investigation within film theory draws
significantly from Jacques Lacan’s account of the constitution of the subject through language.
The primacy of visuality in Freud (scopophilia, fetishism), and in Lacan (the mirror phase) has
provided a productive analogy between cinematic experience and primary processes of subject-
formation. For instance, as mentioned above, Baudry likens the film viewing experience to
Lacan’s mirror phase as both combine the “immature powers of mobility and a precocious

maturation of visual organisation.” (539) Lacan's theory suggests that in the mirror phase the
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infant first constitutes a unified picture of self through viewing the Other. Thus, the subject is
always constituted as split from itself, as alienated, and always in relation to a (visualised) Other.
(Of course, feminists have pointed out that the mirror phase’s Other is implicitly gendered as
female, and that this spatial/ visual analogy is profoundly gendered — a key point which | wili
return to below.)

in this persistent analogy, the cinematic experience compulsively re-enacts a particular
quality of physical immobility coupled with a proffered plenitude of the moving image. Freud's
work on voyeurism locates cinematic pleasure in looking within early childhood experience;
psychoanalytic film theory argues that cinematic codes work to compulsively repeat and replay
formative dramas of subject-formation and desire. Importing this childhood tale into the cinema,
Heath recounts French semiotician Jean-Pierre Oudart's account of suture. From an initial “sheer
jubilation in the image,” the spectator is disturbed by the realisation of the /imits of the frame, of
the absent field outside of the image. The pleasure of plenitude, a sense of an all-encompassing
eye, gives way to an anxiety about what is not seen. Within a psychoanalytic economy, the
unconscious is piqued by the image’s “lack,” its “absences,” what is not seen.

Dominant cinema, the argument continues, sets out to restore this lost plenitude, a
process of “effacement (or filling in) of the absence, the suturing of the discourse.” This suturing is
accomplished through strategies of narrative continuity and coherence, and through “cutting the
spectator into” the narrative through conventions like shot/reverse shot. The spectator is offered a
privileged, omniscient point of view, and in the process is partially integrated into narrative
identification with the characters on the screen. If filmmaking may be technically understood as a
series of spatio-temporal fragments of celluloid which are edited together, then the “gaps”
between these fragments are effaced, papered over by inscribing the subject into the process.
The subject makes the suture, and in the process is “sutured in” to the ideological movement of

narrative. Heath, again:

The major emphasis in all this is that the articulation of the signifying
chain of images, of the chain of images as signifying, works not from
image to image but from image to image through the absence that the
subject constitutes. Cinema as discourse is the production of a subject
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and the subject is the point of that production, constantly missing in and
moving along the flow of images, the very assurance of the flow, with
suture, as it were, the culmination of that assurance. (88)

The subject, then, is the by-product of image-flow, constituted in the gap between the
edits; not merely a place, a locus in the audience, the subject gains a temporal, desiring trajectory
through cinematic flow. This stitching into the flickering movement of images figures the subject
as the product of a dynamic interplay between presence and absence. Explained in this way,
“suture” constitutes a powerful argument for the spatio-temporal production of subjectivity as flow.
This subject is brought into being and put into flow through the gaps which constitute the suture.
The vehicle is in motion, but someone else is in the driver's seat. Such ideological models of
subjectivity consistently beg a version of the question, “But who is driving the bus?” The villains
within this meta-psychological account remain shadowy, but Heath and others generate a
compelling spatio-temporal argument of how cinematic conventions channel subjects, desire, into
the spectator's mistaken impression that indeed s/he is driving the bus (controlling gaze) when in
fact s/he is only along on someone else’s journey, with an itinerary which always produces
variations on the same scenery, the same destination. Not the simple constraint of the bird cage,
this work asserts the more insidious virtual movement which is always the same.

Heath poses the operations of suture explicitly in relation to cinematic movement as a
technological innovation (projection), coupled with the historical development of cinematic codes
of continuity and narrative. The semiotic process of suturing, in turn, “cuts” the subject into the
very movement of the film. This powerful turn of theory harnesses the (ideological) processes of
subject-formation, the production and reproduction of the social in and through the individual
subject, to the routings of narrative, desire, the quest for lost plenitude in the image. The cinema,
then, is seen as a powerful ideological apparatus which intervenes in the process of subject-
formation through the manipulation of time, space, and movement. From the ideological space of
the darkened theatre, the notion of suture offers a precise account of how the subject is stitched
into the temporal “flow,” the movement of images. From the hapless spectator immobilised,

popcorn or no popcorn, in the cinema seat, we are brought along into virtual cinematic virtual
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space and movement. Taking up the case of costume drama, Heath'’s theory describes how we
are imaginatively projected and “placed” within the screen space of nineteenth-century England,
and how in turn we are implicated into the narrative machinations of the protagonists. “Narrative,”

then, emerges as the next key term in Heath's account of the spatio-temporal routings of desire.

Moving Images: “Narrative Space” and “Movement-Image”

From social technologies of framing and viewing, the shift from still photography to
moving images poses the problems of temporality and movement. With the flickering sequence,
the spatial dimensions of frame and screen incorporate dimensions of desire in narrative. Arguing
from a position which assumes the ideological nature of dominant narrative cinema, Heath raises
the question of movement as a technical problem of containment: How are the unpredictable,
mobile elements of movement to be contained and rerouted into new technologies of centered,
controlling subjectivity? For this author, the short (if not simple) response to this problem is,
“through codes of narrative coherence and continuity.”

For Heath, the nascent mobile, moving, shifting potentialities of the moving image might
potentially offer a disruptive excess of meaning, an overflowing beyond the controlling grid of the
frame — ultimately a decentering of the all-powerful Eye. Movement, temporality, successic;n,
narrative development all foreground the powerful motors of desire. However, the diverse
possibilities for destinations, exploration, were shut down in the early years of film production as
the newly-created cinematic space was yoked into a linear process of narrative. “From the very
first,” Heath writes, “human figures enter film, spilling out of the train, leaving the factory or the
photographic congress, moving — this is the movies, there are moving pictures.” (38) By posing
the madcap, anarchic movement of figures, of crowds, Heath suggests a potentiality within the
cinema for different economies of vision — what Deleuze would identify as qualities of movement
distinct from narrative. Unfortunately, for this cinematic history, such possibilities are shut down

through the formal (and, of course economic) monopoly of what became dominant narrative
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cinema. Through codes of narrative, the moving image is consistently reconstituted around a
centered subject.4

Beginning from the question of movement (which in a sense implies a certain kind of
productivity, of possible disruption), Heath describes how film as a signifying practice constantly
produces and reproduces this certain subject-position, moving the subject through well-traveled

routes of desire, of absence and presence.

What moves in film, finally, is the spectator, immobile in front of the
screen. Film is the regulation of that movement, the individual as subject
held in a shifting and placing of desire, energy, contradiction, in a
perpetual retotalization of the imaginary (the set scene of image and
subject). This is the investment of film in narrativization; and crucially for
a coherent space, the unity of place for vision. (53)

Heath's account of movement and subject-formation in the cinema, then, implies a kind of
“running on the spot” — a compulsive repetition of the same trajectory. Beyond Baudry's account
of the imprisonment of the subject within the darkened space of the cinema, Heath addresses the
temporal dimension of narrative, where the subject is threaded through an expertly-plotted
trajectory of “narrative space” precisely drawn along and suspended. But the sinister subtext is
that the journey repeats itself compulsively, that the end-point, the culmination of desire, is always
the same. So, while there is movement, it is pre-scripted, destination set. In costume drama, the
narrative is explicitly organised around the obsessive drive toward heterosexual romance and
marriage, and the acquisition of property; the Austen narratives with their inevitable double
weddings and themes of land tenure offer, at least on the surface, the most conventional narrative
satisfactions. | will continue this important discussion of the vicissitudes of narrative and desiring-
movement later in this chapter with reference to the gendering of narrative movement — a thread

which [ take up again at length in Chapter Four.

4 While for Heath the problem is the centered subject period, feminist film theorists perceptively
noted that the subject of the controlling gaze is male and the narrative somehow always unfolds for
his pleasure. | would also add that this subject is white, very possibly middie class, and located in
the Western world. In the progression of this dissertation, | extend Heath’'s account of the
controliing gaze of spectatorship to uneasily sketch in other axes of power traditionally excluded
from the film studies narrative.
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This psychoanalytic account conveys a powerful interlocking series of spatial metaphors
at the level of apparatus, in the suturing work of framing and montage, and through the spatio-
temporal pull of narrative. These three accounts present a compelling spatial account of the
cinematic experience, where the spectator is at once centered, held physically immobile, and
offered a feast of visual pleasure which “moves” him (and to this point in the argument, the
spectator is male) into the text and through “narrative space.” Paradoxically, in this model the
“‘movement” of the cinematic image, at least within “classic narrative cinema,” serves only to
further inculcate the subject into his ideological cage - simultaneously transfixing him on the spot
and offering him a virtual (false) sense of movement, progression, a journey which is really only a
dreary variation on the same old route, with the same destination. The “movement” here, the
generative work of the system, involves the production of a social subject whose desires (and
implicitly whose imaginative horizons) are continually charted, circumscribed for him — or, within
the context of this dissertation, for her. :

At this point | will reintroduce Deleuze’s work on the movement-image as a counterpoint
to this psychoanalytic model of space and movement. Whereas the tension between movement
and constraint in Heath’s work weighs heavy toward the pole of ideological constraint, whe_re
movement is yoked into the reproduction of inculcated, “limited” social subjectivities, Deleuze
leans toward the potential of “the production of the new, that is, of the remarkable and the
singular.” On a close reading, these distinctive paradigms converge in their critique of the
colonisation of moving images by what Heath calls “narrative space” and what Deleuze calls the
“action-image” — the saturation of screen space with movement at the level of the human figure,
narrative vectors organised obsessively around oedipal desire and the perpetuation of capitalist
or authoritarian power structures. However, where Heath uses classic narrative cinema as his
entire sample (as, arguably, the Hollywood cinema paradigm has colonised much of the global
imagination), Deleuze draws from a broader range of European auteurist cinema. In the process,
Deleuze foregrounds not only the dominant tendencies, but other aspects of different art cinema

and national cinema contexts. Contemporary costume drama as grouped in my corpus offers an
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interesting formal case study as it includes both traditional narrative features (the Austen
adaptations), avant-garde texts (Orfando and Daughters of the Dust), and texts falling somewhere
in-between which make formal and thematic comments on dominant narrative or romance forms
(Angels and Insects and Campion’s work).

My very corpus, then, presents a restless social and textual productivity within
contemporary audio-visual production that both reproduces longstanding cultural forms and
traditions and critiques, perverts, transforms them. In this light, Marxist and psychoanalytic
perspectives contrast starkly with Deleuze’s productive, anarchic universe. For Heath, to pose the
problem of movement is to already to look at containment, where the burden of explanation lies
with how anything ever changes (via the dialectical, negative critique of avant-garde cinema). For
Deleuze, to pose the question of cinema is to evoke movement, potentiality; and the burden of
explanation falls toward explaining how this potentiality, the anarchic spilling over of intensities
and trajectories of movement-image, can be so routinely (if never completely) routed into the
narrow confines of oedipal narratives, generic formulas, and authoritarian spectacles. My project
here in considering the costume drama is to look at both kinds of “movement”: Both the repetitive,
controlled, controlling, compulsive movement which stakes out complex power relations in audio-
visual space — and more liminal qualities, affectivities, digressions, irreducible moments of escape
and contemplation which can never be entirely folded into the desiring movement of narrative, the
nefarious, bone-grinding reproduction of existing power relations so pervasive in cultural texts.

Gender or “sexual difference,” of course, constitutes the core of a network of spatial
power relations considered in this dissertation. in the next section, | will next introduce the
question of gender into this discussion of audio-visual movement and constraint through early
“images of women” scholarship. Roughly historically concurrent with the ideological moment in
Marxist/psychoanalytic film theory considered above, this work offers another series of intuitive
and theoretical gendered spatial metaphors that are taken up again within psychoanalytic feminist

film theory.
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“Images of Women”: Flattening Images of Gender Roles and Stereotype

Claims about the formal ideological properties of the cinematic apparatus drawn from
psychoanalytic/semiotic frameworks underpin subsequent and parallel developments in feminist
film theory. In particular, the notion of the centering of a “preferred” (implicitly male) spectator in
the driver's seat of a cinematic vision-machine aptly shorthands a male “controlling gaze” which
persists through Western art history from painting through to photography, advertising, and
cinema has formed a key touchstone of feminist critiques of representation. An argument
common to early “images of women” approaches as well as subsequent psychoanalytic positions,
the “controlling male gaze” suggests an overarching economy of gendered constraint within
cultural relations of looking. From an analysis of the economic control of representational
institutions, to the encoding work of male directors,> to feminist work on gender stereotyping and
objectification, we can find a common thread in the theme of male framing, point-of-view, desires
produced and reproduced both behind the camera and for the spectator: Heath's “ubiquitous
control of the scene passed from director to spectator.” Women, on the other hand, were seen to
exist only in flattened, two-dimensional form on screen for the pleasure of the male viewer; within
this critique, women lack cultural agency both extra-diegetically as producers, viewers, and within
the narrative worlds of cultural texts.

Within Western feminism, the “images of women” critique of representation has gained an
commonsense persuasive power over the past three decades. Originating in the early 1970s, this
perspective coincides historically with the application of semiotic and psychoanalytic theories
within film studies. Part of the period’s widespread critique of dominant representation, these very
different approaches share common political ground. An important precursor to the feminist
psychoanalytic work in film studies, the “images of women” approach raises issues of power,
exclusion, and distortion in representation which are key to any progressive critique of cultural

forms. As an extension of Heath and Baudry’s scholarship, these arguments can be framed

S For example, see the extensive feminist auteurist critiques of directors like Hitchcock: Rose
(1988) and Bergstrom (1988) — two readings of The Birds (1963); and Modleski (1990).
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around the problematic of movement and constraint. The insertion of gender into the ideological
mix produces a series of important arguments about femininity as stasis or passive element:
images produced for the pleasure of the active, desiring male gaze; men as the inevitable
forceful, dynamic agents of narrative, the accepted “subject” of popular culture played against
women's role as static, two-dimensional object.

As part of an extensive critique of patriarchal ideologies and social structures, feminists
have pinpointed media representations of women as a key component in the production and
maintenance of patriarchal ideology and social structures. From the falsely glamourised feminine
ideals of advertising, to the coercive messages of pornography, to stereotypes circulating in
television and popular cinema, feminists have insisted that different visual media promuigate
“false” or “distorted” images of women. Within this critique, images (from high art to mass-
produced ones) are seen as powerful, and central in producing and reproducing sexist ideology.
Images, then, acquire a key pedagogical role for viewers of both genders as tnarkers and
promoters of constricting gender roles. Produced by a male establishment, these images are, as
Laura Mulvey so aptly notes, “cut to the measure of {male] desire.” For female audiences
(particularly girl children) these pernicious images are seen to offer “negative” role models.

To transpose this argument into topographical terms, the persistence of rigidly-defined
gender roles suggests a narrowing of the conceptual horizons of both girl and boy children. It is
instructive to consider, for instance, a 1976 feminist media manual entitied Positive Images which
listed certain criteria for “non-sexist” films and videos. Such materials would, amongst other
criteria:

* present girls and women, boys and men with non-stereotyped behavior
and attitudes: independent, inteliigent women; adventurous, resourceful
girls; men who are nurturing; boys who are not afraid to show their
vulnerability.

* present both sexes in non-traditional work or leisure activities: men
doing housework, women flying planes, etc. (Artel and Wengraf 1990, 8)

Such definitions partly frame traditional gender roles spatially according to public/private
distinctions. Further, these gender roles ascribe different codes of mobility and adventurousness

to girls and boys. The limiting, repressive power of images is seen to circumscribe the viewer's
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self-perceptions of corporeal and social space (where we “belong”; that is, the types of places and
spaces, occupations and milieux are available to us) and movement (which movements,
gestures, “poses” our bodies are capable of/ are gender-appropriate or “natural” or “desirable”).

In foregrounding these elements, 1 point to how this feminist critique of representation
links cultural and textual economies to a broader gendered “spatial imaginary.” These texts are
seen to describe and circumscribe suitable social/historical horizons and aspirations for female
subjects, and to help encode an “appropriate” range of female comportment, action, realm. Part of
the ideological work of representation, then, is spatial in the sense that it symbolically maps out
social relations of power; an ongoing feminist gecgraphical critique notes the restriction of women
to the “domestic” or “private” sphere (as opposed to a masculine “public” sphere). Hardly
“natural,” this spatial distinction, the physical and symbolic “containment” of women (Frye's bird
cage) must be constantly produced, and representation is one key site where this ideological
work happens.

Shifting to the specifics of cinematic (or more broadly, audio-visual) representation, this
spatial blocking of power can be seen to function through very specific historical codes. For
instance, stereotyping and plot containment of strong women are two examples central tq a
feminist critique of dominant cinema which might be seen in terms of constricted feminine space

and movement. Marjorie Rosen’'s Popcorn Venus (1973) and Molly Haskell’'s From Reverence to

Bape (1974) present historical surveys of images of women in Hollywood film. Like many
subsequent writers, Haskell accuses Hollywood of taking a leading role in perpetuating what she
calls “the Big Lie” of sexism: “In the movie business we have had an industry dedicated for the
most part to reinforcing the lie. The propaganda arm of the American dream machine, Hollywood
promoted a romantic fantasy of marital roles and conjugal euphoria...” (2)

Haskell's critique of Hollywood’s representation of women rests its case on notions of
stereotyping (the virgin, the whore, the blonde bimbo), stock plot containment of strong female
characters, and star images. The stereotype, like positive and negative role models, suggests a

limited imaginary range of gendered comportment reflected in motion pictures. Plot containment
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suggests another persistent feminist spatial metaphor. Haskell notes a predominance of “active,”
“professional” 1940s heroines including Joan Crawford, Carole Lombard, Katharine Hepburn, and
Rosalind Russell, who leave a legacy of “intelligence and personal style and forcefulness...far
surpassing women in movies [of the 1970s].” (31) Haskell describes these dynamic stars as
engaged in a push me-pull me drama of independence against the containing forces of society/
narrative requirements: “Every movie where a woman excelled as a professional she had to be
brought to heel at the end.” (30)

According to this critique, dominant culture works on-screen to circumscribe women's
concepual horizons through stereotype (limited roles/ places made available) and the narrative
containment of “strong women” through standard endings which punish female independence and
place these heroines back in the home. These examples add a gender dimension to Heath's
ideological argument about “narrative space,” where part of the containment of narrative is to
constantly route the protagonists toward the patriarchal enclosure of marriage. Female
characters, according to this critique, are not afforded the physical and conceptual “mobility”
(force, agency, adventurousness) seen as the province of men — and when female protagonists
do exhibit these qualities, they are posed as a threat. This argument continues to hold weight,
through feminist scholarhip on film noir and even contemporary action film. Within this debate, the
costume drama presents a fascinating case study, as these films are organised importantly
around female protagonists. Unlike Haskell's examples, these characters dwell within the
nineteenth-century “private” realm traditionally accorded to white, bourgeois women and their
aspirations often pull toward heterosexual marriage-as-narrative closure; however, these
characters do exert a certain (indirect) force. The gendered movement here is subtle, but present
nonetheless. Primarily affective and intensive rather than dynamic and extensive, such
“movement” may be read as a potentiality or longing and confounds the binary terms of
movement as physical displacement.

Haskell's notes on gender stereotyping and plot containment exemplify a foundational

moment in feminist film criticism. Themes of the potent, airbrushed and glamourised power of

30



Hollywood cinema; of the limiting, repressive pedagogical force of images as misrepresentation
which somehow stunt or distort women'’s imaginary and actual life courses; of the containing
tendencies of narratives and genre — all of these powerful ideas have taken root in a broad-based
Western popular feminism. Yet, as many subsequent critics have suggested. the ‘images of
women” model tends to posit some “true” feminine condition existing outside representation — an
“authentic” three-dimensional female experience which is betrayed, mis-represented, flattened out
into commercial, masculinist “images of women.” (For critiques, see Maorris (1994); de Lauretis's
chapter on “Imaging” in Alice Doesn't (1984); and Waldman (1990).) Further, this standpoint
tends to fall back on an implicitly mimetic relationship between (static) female viewers and the
seductive glamour of motion pictures. While retaining a grasp of the tremendous rhetorical power
of the “images of women” critique for feminism, Griselda Pollock (1990) notes the complex
interplay of representation and identity. Poilock raises the key question of subject-formation
through moving images.

As we shall see, psychoanalytic feminist film theory incorporates and reconceptualises
many of the familiar concemns voiced by “images of woman” critics. Picking up the threads of
psychoanalytic theory introduced by Metz, Baudry, and Heath, this scholarship engages directly
with Pollock’s question of subject-formation in and through the specific mechanisms of cinematic
representation. In this transition from the more social concerns of “images of women” critiques to
the psychic sphere explored by Laura Mulvey and others, we shift from an exterior consideration
of horizons and physical displacement, to the “interior” psychic economies of sexual difference.
Interestingly, many of the intuitions of “images of women” scholarship built upon the gendered
dialectic of masculine movement and female constraint resurface in modified form in the

psychoanalytic paradigm.

Feminist Psychoanalytic Film Theory: Woman-as-Image
Baudry’s and Heath’s projects suggest an obsessive repetition within the drama of

popular moviegoing: A repetitive primal drama featuring a centered subject-protagonist,
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simultaneously “bound into” (his) seat and placed at the centre of the cinematic vision machine. A
fascinating account of dominant cinema's process of subject-formation, the ongoing “suturing” of
the subject into ideology, this picture is disturbed by the arrival of the female figure on the screen,
and the feminist theorist in the field. Feminist theorists reintroduced the figure of sexual difference
out of film theory’s Pandora’s box of the psyche — the ghost of a “lack” which makes the machine
run so smoothly. Laura Mulvey’s seminal essay “Visual Pleasure and Narrative Cinema” puts the
question of sexual difference on the screen and in the audience squarely on the map of anglo-
american film criticism. This article lays out an incredibly rich groundwork which feminist film
theorists continue to mine and critique to this day.

Focusing on the gendered deployment of the gaze within classic narrative cinema,
Mulvey describes how “the unconscious of patriarchal society has structured film form.” For her, it
is this “skilled and satisfying manipulation of visual pleasure” which gives Hollywood cinema its
sinister appeal, its ideological power. Gendering Freud’s notion of scopophilia, Mulvey notes a
division of labour in hard-wired human looking relations, where the woman functions as (passive)
image, the man as (active) bearer of the look. This sadistic masculinist look has three interlocking
aspects: the look of the camera, the look of the male characters within the film, and the look of the
spectator. The common object of these gazes is the woman-as-image: “in their traditional
exhibitionist role women are simultaneously looked at and displayed, with their appearance coded
for strong visual and erotic impact so that they can be said to connote to-be-looked-at-ness.”
(1988, 62)

More specific to the conventions of dominant cinema, woman has a paradoxical double
role as object of desire and as threat of castration. She functions both as spectacle to interfupt
narrative flow, and as a vanishing point in the narrative progression itself. In either case, the
female form must be managed, framed, packaged through a number of cinematic conventions
which “contain” her threat to the male viewer — all the while maximising her allure as object of
desire. As spectacle, the woman's body is put on display for the male viewer, while processes of

fetishisation and fragmentation “manage” her symbolic risk. Always threatening to disrupt, this
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castrated female presence is further contained through stock investigative narratives which
routinely culminate in the marriage, death, or punishment of “active” female characters. Such
notions of containment through objectification and narrative coincide with images of women
scholarship. The spepificity of the psychoanalytic pesition lies in its claims that these
representational processes reflect the “patriarchal unconscious of the society that produces them”
— and further, that the cinematic apparatus has perfected certain looking relations which
obsessively dramatise primary and secondary processes of subject-formation such as castration,
scopophilia, and fetishism. Thus, as the argument about “suture” suggests, the cinematic
apparatus itself, as well as historical codes of looking, converge to produce a potent social
technology which constantly reproduces a particular form of psychic subjectivity inscribed in
sexual difference. This apparatus channels the libidinal energies of desire into gendered patterns
of active male looking and passive female display.

As many critics have suggested,® Mulvey’s model tends to reinforce a monolithic account
of representation configuring femininity as a term of eternal constraint, as a figure “cut to the
measure of male desire.” Tending to totalise dominant cinema and visual pleasure itself as
“ideological,” the Mulveyan tradition excludes the agency of the female spectator, and other
“fissures” in this monolithic patriarchal vision-machine. The controlling male gaze functions as
eternal omniscient jailor to femaie pleasure. Adding what she claims to be the foundational term
of sexual difference to the early psychoanalytic cinematic “scene,” Mulvey re-inserts Heath's and
Baudry’s spectator, now explicitly gendered male, in the driver's seat of cinematic subjectivity and
pleasure. While the cinematic apparatus is constructed, literally, “around” the mascuiine subject's
delicate balance of fetishism and fear of castration, the woman can only exist in the margins, or in
two dimensions as a ghostly, inert image on the screen.

Extending these meditations on the textual inscription of femininity, Mary Ann Doane
seeks the “place” of the female body within the gendered address of the woman’s film; part of an

extensive body of work on the woman's film, Doane implicitly also raises the question of female

6 See, among others, Stacey (1994) and de Lauretis (1984).
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spectatorship not addressed by Muivey. Analysing certain “paranoid woman's films” (including
Suspicion (1941), Rebecca (1940), Gaslight (1944)) as extreme case evidence of what she
claims to be a generally “paranoid” apparatus, Doane claims that female fantasy is most
compatible with persecution and hysteria. Even as the woman'’s film seeks to represent the
designated “female” spaces of the home, these spaces become fraught with horror through their
association with the partially-hidden, hysterical spaces of the female body. Doane asserts a
primal disjuncture between the sadistic, specular tendencies of classic narrative cinema, and a
“certain de-specularisation...a deflection of scopophilic energy in other directions, away from the
female body.” (987b, 286) Ultimately, Doane’s conclusions with regard to female desire are
scarcely less bleak than Mulvey’s. While this historical cycle of films opens up the potential for
female desire and identification, it “functions in a rather complex way to deny the woman the
space of a reading.” (296) Even within the conceivably gynocentric frame of the “woman’s film,”
for this theorist, both the female body and the possibility of female desire are crowded out of the
frame. Doane’s claim that the cinematic apparatus is generally a “paranoid” system may well
overstep her specialised and small body of evidence.” However, her extreme conclusions can be
related to a general quest for the elusive female figure on the screen, the female desiring-body in
the audience — a quest which runs through much feminist fiim theory.

For their part, Pam Cook and Claire Johnston look at the place of a strong female
protagonist in Raoul Walsh's The Revolt of Mamie Stover. Like Mulvey's analysis of Duel in the
Sun, they choose a film with a strong female protagonist, Mamie Stover. However, they note that
far from being autonomous individuals, “women in fact function as a signifier in a circuit of
exchange where the values exchanged have been fixed by/in a patriarchal culture.” (1988, 26)
The woman cannot be a subject of desire, but is merely collapsed into a sign of (elusive) desire
exchanged among men. To push the point one step further, these authors advance an influential
“symptomatic” reading of dominant cinema, where “woman” functions “as the locus of a dilemma

for the patriarchal order, as a locus of contradictions.” (35) In this semiotic analysis, then, woman

7 | thank José Arroyo for pointing out this critique of Doane.
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functions as a token of exchange, or as a marker of trouble spot — a wrench in the semiotic works
of the apparatus. If she seems to move, this is not on her own volition, but as a function of a male
economy of desire. While Mamie Stover seems to be present and active on-screen, her place and
mobility are circumscribed within a masculine economy. Like Muivey's assertion that the femaie
body signifies castration Cook and Johnston assert that the woman on the screen acts as a
disturbance; but she lacks substance, direction, agency, force of her own in narrative.

These psychoanalytic and semiotic accounts of the containment of women within the
representational field bear more than passing resemblance to Haskeil's position. The recurring
feminist critique of objectification rests on the notion that cinema (iike other media) /imits the
imaginary functions of women in cultural texts to mere adornment for male consumption, or as
disruption/ threat who is trotted out to be be contained and punished. In foregrounding the place
of sexual difference within the cinematic apparatus, psychoanalytic feminist film theory notes how
the very formal codes of classic narrative cinema use the female form to tease along masculine
desire; within a Freudian and Lacanian economy where the libido is male, female desire remains
a shadowy absence. This question of desire may be traced within feminist film theory, from earlier
psychoanaytic projects such as Heath's, through the question of narrative movement. My own
trajectory diverges from these fascinating and fierce debates around desire, as | shift the terms of
engagement from the subject to the charting of gendered space and movement in audio-visual

texts.

Gendered Narrative Movement, Gendered Generic Spaces

In this chapter to date, | have noted some spatial metaphors that haunt the
psychoanalytic imaginary in film studies as a path toward my topographical approach to audio-
visual culture. In the section that follows, | highlight some ideas from this paradigm that move
beyond the general terms of movement and constraint, foregrounding cinematic qualities of

gendered space and movement. Within psychoanalytic feminist film theory, spatial subtexts
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emerge most commonly with reference to issues of narrative and genre. For instance, Mulvey

following statement evokes Heath's “narrative space”™

Playing on the tension between film as controlling the dimension of time
(editing, narrative) and film as controlling the dimension of space
(changes in distance, editing), cinematic codes create a gaze, a world,
and an object, thereby producing an illusion cut to the measure of desire.
(67)

More specifically, Mulvey notes the differential gendered access of spectators and screen
characters to the virtual, emotional, imaginary “movement” of narrative. Evoking Freud'’s concept
of fetishism in relation to the fragmentation of the female body, she writes that “one part of a
fragmented body destroys the Renaissance space, the illusion of depth demanded by the
narrative, it gives flatness, the quality of a cut-out or icon rather than verisimilitude to the screen.”
(63) If woman functions as icon, as spectacle within the film system, then the male character
works in the three-dimensional, temporal space of narrative. Men, in short, move, while women

don't.

In contrast to woman as icon, the active male figure...demands a three-
dimensional space... He is a figure in landscape... The male protagonist
is free to command the stage, a stage of spatial illusion in which he
articulates the lock and creates the action. (63)

Mulvey’s argument about the gendered split between bearer and object of the gaze, between
active and passive designated roles, then, extends into the field of narrative and film space. This
structural split between the dynamic masculine hero of narrative and the static female function of
display hearkens back to themes in “images of women” scholarship; both imply a structuring
narrative code limiting female agency, physical freedom of movement, and desire in cultural texts.

in her essay “Desire in Narrative,” de Lauretis extends Mulvey's intuitions about gendered
narrative movement, positing the question of narrative as a key aspect to a critical feminist film
practice. Within a larger problematic about “femininity as constraint,” spatio-temporal codes of
narrative form one key preoccupation which runs through this dissertation. (In Chapter Four | take
up this problem at some length with reference to the singular allegorical narrative structure in
Sally Potter's Orlando.) Briefly, costume drama offsets any simple notion of “narrative movement.”

Lacking the forceful, active drive of the Western or the action film, the genre’s plot-lines and
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chartings of desire tend to be complex, attenuated, digressing. Feminist film theorists writing of
‘women’s genres” have treated these digressing narratives as exhibiting a gendered treatment of
space and time. For instance, in “Afterthoughts on ‘Visual Pleasure and Narrative Cinema’™
Mulvey (1988b) links»this gendered economy of narrative movement to codes of genre.
“Masculine” genres such as the Westemn offer a wide open, “active” treatment of space, whereas
“feminine” genres like the melodrama are relegated to the interior spaces of domesticity, family
relations, and sexuality. Organised around issues of gendered narrative movement and spatial-
temporal codes of genre, these suggestive binaries offer the bare bones of an argument about
the gendering of representational space and movement on which | will build my case.

in this article, Mulvey addresses issues female pleasure and spectatorship so notably
absent in the earlier piece with reference to King Vidor's Duel in the Sun (1946). She cites this
film as an exception to the bold rules of gendered narrative movement set out above. With its
anomolous “active” female protagonist, Duel in the Sun offers a heroic figure of female
identification. Mulvey asks herself how this aberration, the active female protagonist, shifts the

signifying system of gendered space and movement.

While the film remains visibly a “Western,” the generic space seems to
shift. The landscape of action, though present, is not the dramatic core of
the film’s story, rather it is the interior drama of a girl caught between two
conflicting desires... Now the female presence as center ailows the story
to be actually, overtly, about sexuality: it becomes a melodrama. (74-75)

in this neat turn of theory, Mulvey begins to map out gendered spatial coordinates of genre. The
Western, a genre all “about” allocation of space, history, vigorous movement, corresponds to the
“public” exterior spaces of masculinity. When the female protagonist moves into this space, it is
altered, transformed into the quintessential “female” space of melodrama, sexuality, interior
space. In this vein, a considerable body of feminist scholarship on the “woman’s film” and
melodrama has explored the correlation between femininity and constrained, interior spaces. With
their female protagonists and “female” spheres of action (the home), these films, it has been

argued, present the possibility for female identification.
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Reiterating the opposition between Westerns and melodrama, Doane elaborates on the
gendered spatial and the temporal dimensions of genre: “While the wide open spaces of the
Western suggest a range of options and freedom of action, in the melodrama alternatives appear
to be closed off and I'imited by a constricting domestic sphere.” (1987, 73) The latter “feminine”
economy of spatial and conceptual constraint figures in Doane's psychoanalytic framework as the
“impairment of masculinity” or castration. As in Mulvey, this formulation situates male and female
characters within a dynamic tension of (male) agency and (female) stasis/castration. Doane
describes a system of oppositional roles which may be occupied by characters of either gender
(male characters can also be “castrated”). Yet, as Doane points out, the passive quality of the
female characters of the melodrama corresponds to the “lack of social power and effectivity so
characteristic of the cultural positioning of women."” (73) She implicitly links the spatial
articulations of genre with the semiotic and marketing envelope of genre — and with the horizons
of female experience and aspiration. Such a formulation of gender, genre, and fiim space

presents an interesting point of departure for rethinking gendered cinematic space.

Toward a Topographical Feminist Film Theory

| have lingered on Doane’s, Heath's and Mulvey’s scholarship as these theorists tend to
work with strongly spatial ideas which help me map out certain interlocking spatial concepts in
psychoanalytic film theory: suture, narrative, genre. However, these frameworks are themselves
“constraining” for a feminist project as they are organised around a rigid gendered active/passive
binary. In a more precise elaboration of the intuitions circulating through “images of women”
scholarship, feminist psychoanalytic film scholarship juxtaposes the spatial and temporal forms of
cinema and genre, the “hardwiring” of the psyche, and the social problem of the cultural “place” of
women. implicitly, this body of work extrapolates outward from questions of aesthetic form into
the density of social relations. And there is something profoundly suggestive, intuitively on the
mark about this attribution of representational and actual “constraint” to women. Yet one

important critique insists that these psychic economies of agency and constraint seem almost set
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in stone. There is a hesitation between the cultural attribution of constraint to femininity, and a
more primal, unconscious coding.

For this project which posits (or seeks) feminine “movement” it becomes necessary to
challenge the dualistic structures which inform psychoanalytic film criticism. As mentioned in the
introduction, costume drama makes a fascinating case study in this respect, as it presents an
audio-visual system which is neither truly “still” (as Doane seems to claim) — nor “active” in the
obvious sense. Deleuze’s more nuanced qualities of “movement” (and implicitly, desire) offer a
different framework for costume drama’s intensive and affective qualities of (gendered) movement
which differs from Doane’s reliance on a more obvious register of narrative and physical
displacement. | wish to open up the question of movement and desire here, to read the more
subtle liminal desires at work in costume drama which are not merely about female social
constraint and masculine movement, about heterosexual romance, marriage, and patriarchal
property relations. Rather, there are other axes of power, of desire, of movement at work here.

In this light, contemporary costume drama may be described as an imagined historical
bourgeois feminine experience of genteel social “constraint”; this gendered “constraint” however
gains meaning only in relation to horizon or a threshold or possibility of “movement,” “dynamism.”
These retrospective contemporary feminist texts, then, are shot through with retrospective
feminist longings for movement, escape, what | call “flights of fancy.” Consider, for example, the
following snapshot: A demure lady (probably Emma Thompson) poses motionless beside the
window of a chromatically precise, tasteful drawing room. Delicately pulling aside a pale chiffon
curtain, she peers hopefully outward to the green field outside, anticipating the arrival of her
handsome suitor on horseback (likely Hugh Grant). This vignette aptly shorthands one recurring
treatment of space, agency, and gender that recurs throughout the Austen adaptations and the
other texts of the corpus. On first glance, this movement-image instantiates Doane's claim about
the social constraint of women rendered spatially in film in relation to the comings and goings of
male characters. Yet the story here is more complex, as this image of the woman at the window

implies not only an eternal passivity (Doane’s woman held prisoner) — but also a feminist intensity
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of longing. A longing for heterosexual union and romance, yes, but also for something more
intangible, an escape, a breath of fresh air, a country walk, a sea voyage...

To read this sequence from a classic psychoanalytic point of view, we would note the
positioning of the woman in the frame for the perusal of the male spectator. Perhaps we might
also push the critique one step further, noting the diegetic importance of the woman'’s gaze in the
shot. Is there an implication of a feminine desire here, and if so, is it “active” or merely another
manifestation of the woman-in-waiting? Another frame of reference, the notion of the “woman’s
genre,” might foreground the gendered address of this sequence, the “match” between the spatio-
temporal economy in-frame and the imputed “domestic” context of the female spectator. All of
these most viable observations offer different insights organised around the problem of the
subject, questions of desire read through the gaze and sexual difference. But what is left out of
this picture? Returning to the woman at the window, what else can we observe?

Baudry’'s claims of the “controlling gaze” come to mind here — the desiring, perhaps
acquisitive gaze developed historically in art and science through visual technologies of
knowledge and power. Not merely the gaze of heterosexual desire, Emma Thompson sees not
only the immanent arrival of her suitor, but also the inviting landscape outside. As | will elaborate
in Chapter Three, within the revisionist 1990s feminism of Sense and Sensibility, this image was
developed explicitly as a comment on women'’s social constraint and exclusion from land tenure.
Further, in the historical context of the nineteenth century, questions of land ownership, the very
aesthetic construction of pastoral English landscape, were linked not only to gender, but to
shifting class relations, and, more remotely, to the desiring gaze of British imperialism. This gaze
then, this audio-visual moment of reflection, includes dimensions of power other than that of
heterosexual desire. In this light, through the different stages of this dissertation | will return
periodically to this shot, reading it not merely as “constraint” — but as a retrospective feminist
quest for access to middle-class rights of passage, ownership, mobility that are explicitly denied

the female characters of these texts. In the process | develop a more nuanced topographical
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approach to film criticism which seeks to fill in the background articulation of difference social
spaces and trajectories of desiring movement and constraint.

In this dissertation, | would like to pull on these suggestive threads drawn from Heath,
Mulvey, and Doane, loops in the dense knitting of psychoanalytic film criticism, and use them as a
passage into a different paradigm. These incidental yet evocative treatment of film space leads
the discussion outside of the frame of the unconscious (the structural, structuring play of
presence and absence; a superbly orchestrated mobilisation and frustration of desire) into the
materiality of geography and history. Clearly, the psychoanalytic tradition in film studies
investigates cinematic subject-formation as a process which informs and perpetuates social
relations of gendering; still, this paradigm tends to remain hermetically sealed within the
temporality and spatiality of the psyche. In my own work, | wish to turn this model inside out, to
begin to apply these suggestive spatial metaphors to a set of interlocking problems of
representational space and movement.

Rather than treating film space and time as functions of prescriptive ideological narrative
routings of desire (as do Heath and Mulvey), | wish to bring into relief the dense details, the
“contents of the form.” The above preliminary reading of the woman at the window sketches out
between male movement and female constraint and opens it up, complicates its smug binary.
With reference to a dense, interrelated corpus of contemporary costume drama, then, how
precisely are these gendered qualities of space and movement rendered audio-visually, and how
do they relate to other overlapping backgrounded relations of class and imperialism? Considering
the multiple “spaces” evoked in this corpus, a startling and rich array of topics suggest
themselves — themes of considerable contemporary theoretical interest in the fieids of critical
geography and literary criticism which are only beginning to be broached in film theory: Issues of
phenomenological, corporeal, social location; the treatment of landscape; the relation between
figure and ground; profound issues of geography and history which have remained so stunningly

outside the grasp of psychoanalytic criticism.
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In displacing my frame of reference from subject-formation in favour of the problematic of
“space,” | will examine the textual renderings of multiple social differences through the layered
problematic of space and movement. This helpful groundwork which points out the gendering of
narrative agency and genre implies a broader spatialisation of difference in cultural texts. The
very motor of “movement” (physical displacement, psychological character development,
narrative drive) that informs Western narrative only gains resonance in reiation to other
characters and social groups (women, ethnic, racial, working class “others”) figured as stasis, as
markers in the protagonists’ narrative journeys through space and time.

| propose to explore these dense and interlocking theoretical problems of cinematic
space and movement not in their entirety, but through the lens of gender. This approach seeks to
avoid positing yet another sweeping paradigm. | start from the assumption that the social relations
of “time” and “space” are always-already shot through with the relations of difference — not just
sexual difference, but also differences of geography, culture, race and ethnicity, and class.
“Space” and “time" are considered through the textual implications of (gendered) constraint and
movement. In selecting the term of “movement” rather than “time,” | limit the temporal scope of
this investigation to the spheres of narrative or corporeal movement (Deleuze's action-image).8 In
this way, | explore these questions through a specific generic instance, the contemporary
costume drama, a cinematic and televisual explosion brimming with questions of imagined
historical geographies, of troubled textual and social spaces.

In one final theoretical passage before mapping out my more pragmatic methodological
programme, | wish to address de Lauretis’s work on “imaging” as as a spatially-organised, “audio-
visual”" account of moving images. De Lauretis brings in a social semiotic frame of reference
which opens up questions of space and movement differently from the dominant psychoanaliytic

account.

8 The broader implications of time or temporality for this detailed investigation of the costume
drama are immense, and beyond the scope of this project. This rich topic could imply, for instance,
questions of memory, historicity, not to mention the more subtle philosophical questions of duration

raised by Deleuze in Cinema 2: TheTime-image (1989).
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Mapping the Audio-Visual: Teresa de Lauretis

In Alice Doesn't, Teresa de Lauretis critiques the binaries intrinsic to psychoanalytic and
semiotic film theory as ultimately unhelpful to vital feminist interventions in the field of
representation. In particular, she addresses the problems inherent in critical approaches based in
ideology theory which necessarily posit mutually-exclusive categories of “illusion” and “reality.”
For this author, the whole interlocking system of structuralist thought as applied to film theory
derives from a linguistically-based semiotics. Tracing early arguments within Italian and French
film theory, this author notes how film has been conceived as functioning like a language.
However, the oppositional structure of Saussurean linguistics (unlike a more nuanced Peircean
system employed by de Lauretis) seems inadequate to understanding the (non-binary) “audio-
visual qualities of the cinema,” what de Lauretis calls “the articulation of meaning to images,
language, and sound.” As part of a larger argument advancing “imaging” as an alternative to this
system, de Lauretis posits the cinema not as a “signifying system or langue,” but as a “signifying
practice.” Shifting from structuralist psychoanalysis and semiotics, she revisits the rich (and
problematic) semiotic category of “iconicity” as another “audio-visual” rather than language-
informed approach to cinema.?

In her discussion of iconicity, de Lauretis notes how for Mulvey, the image is associated
with ideology, with illusion.!® In place of the illusion/reality dialectic proposed by Mulvey's
aesthetics, de Lauretis proposes a more fluid model of “mapping” which embraces the illusionary

process of filmmaking as analogous to human perception. Drawing from E.H. Gombrich, de

9 The notion of iconicity, drawn from Peirce, recurs in Deleuze. In fact, Peirce’s non-linguistic
semiotics can be seen as an implicit connection between de Lauretis’s audio-visual approach to the
cinema, and Deleuze's theory of “movement-image.” Both of these theorists are fundamental to my
own topographical film criticism.

10 Doane's “Film and the Masquerade” extends Mulvey's suggestion that woman functions
iconically in the cinema. She correlates the two-dimensional, enigmatic hieroglyphic with woman-
as-image: “The wornan, the enigma, the hieroglyphic, the picture, the image ~ the metonymic chain
connects with another: the cinema, the theatre of pictures, a writing in images of the woman but not
for her.” (1982, 75) Like hieroglyphics, the pictorial language of cinema, and particularly the woman-
as-image” is at once the most legible, the “most readable of languages”; however, at the same time,
this iconic image “is theorised in terms of a certain closeness, the lack of a distance or gap between
the sign or referent.” It is from here that Doane makes the leap to suggest that the female spectator
experiences an uncomfortable proximity to the image. ! will retumn to this fascinating discussion in
Chapter Five with reference to affectivity and the “proper” distance between (feminist) theorist and
screen.
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Lauretis describes “illusion as a process operating not only in representation, visual and
otherwise, but in all sensory perception, and a process in fact crucial to any organism’s chances
of survival.” (61) For his part, Thomas Sebeok (1994) takes a Peircean approach to iconicity as a
relation of contiguity; drawing from Peirce’s three main iconic categories (images, diagrams, and
metaphors), Sebeok notes the inclusion of mental maps, of topographical models, as part of the
process of iconic signification amongst animals. Part of the semiotic process of “mapping,” then,
involves the location of the organism within its environment — a symbolic “mapping” incorporating,
significantly, not only visual stimuli, but all of the different senses. As a challenge to the
Althusserian notion of illusion as ideology (counterposed to the problematic category of “truth” or
“reality”) which disorients the viewer, in this “mapping” or “imaging” process of illusion-production
is fundamental to the organism’s sense of “location” — its spatial sense of body and environment.
De Lauretis draws the “mapping”!! capacity of icons into her analysis of the cinema as an
audio-visual (social) signifying practice. Like Baudry and Heath, de Lauretis asserts the social and
symbolic importance of perspectival systems within Western art, framing them as “a confluence,
in a particular historical moment, of artistic practices and epistemological discourses that
coalesced to define a certain vision as knowledge and standard of meaning: the knowledge and
the meaning of the object of vision (the sensible world) are given, represented, in the subject’s
vision.” (66) Finally, de Lauretis suggests that “in our century, cinema has been the instance of
another such confluence. It has performed a function similar in all respects to that of perspective
in the previous centuries and, what is more, continues to inform the social imaginary, working
through other media and apparati of representation, other “machines of the visible,” as well as

through social practices.” (66)

11 The notion of mapping is common now in different fields of social theory. For instance, in his
spatial analysis of culture, Fredric Jameson coins the term “cognitive mapping.” (1988) This
influential work should be distinguished from de Lauretis’s semiotic mapping in that Jameson seeks
reference points for his mapping in an abstract notion of the totality (the cultural forms of late
capitalism). De lLauretis, as | understand her, works more on the ground level of the semiotic,
sensible world.
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Echoing the accumulated wisdom of theorists like Baudry, Heath, and Mulvey, de
Lauretis describes the cinematic apparatus as harnessing a powerful combination of
representational processes, notably the two motors of desire (narrativity) and scopophilia. For de

Lauretis, “cinema’s privileged relation to desire is built on

the operations of narrativity [which] construct a full and unified visual
space in which events take place as a drama of vision and a memory
spectacle. The film re-members (fragments and makes whole again) the
object of vision for the spectator; the spectator is continuaily moved
along in the film's progress (cinematography is the inscription of
movement) and constantly held in place, in the place of the subject of
vision. If narrativity brings to cinema the capacity for organizing
meaning...the inheritance of Renaissance perspective, that comes to
cinema with the camera, could perhaps be understood as Schaulust
(scopophilia), Freud’s word for visual pleasure... The scopic drive that
maps desire into representation, and is so essential to the work of the
film and the productive relations of imaging in general, could be itself a
function of social memory... Together, narrativity and scopophilia perform
the “miracles” of cinema. (67)

In posing the Quattrocentro perspective, and in its turn the cinema, as paradigmatic
signifying practices which emerge within particular historical and geographical conjunctures, de
Lauretis moves away from theorising representation as a rigid synchronic system of interlocking
binaries — and toward seeing representation as a social signifying process or practice, always in
flux. This move is pivotal to an interventionist tradition of critical feminist filmmaking and fi!m
theory (for instance, Claire Johnston's “feminist counter-cinema”). | linger in particular on de
Lauretis’ notion of “mapping” as a bridge toward the spatio-temporal signifying practices of
cinema. In moving toward “imaging,” de Lauretis seeks to ground the spatial and temporal
metaphors of psychoanalysis not only within the closed box of the psyche, but in relation to the
social environment. With her Peircean return to the question of the referent, de Lauretis wishes
not only to “map” the world of the psyche, but understands the process of imaging as a symbolic
relation to the sensible world — a problematic category bracketed out of Lacanian psychoanalysis
and Saussurean linguistics.

Along with Deleuze and Bakhtin, de Lauretis has been pivotal to my development of a

topographical criticism. The productive and pragmatic quality of her though shifts from the

“mapping” of a set system to produce social subjects along preconfigured (ideological) lines,
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suggesting a much more dynamic, interactive engagement between social subjects and the
spatio-temporal chartings of cultural texts. In fact, my borrowing of Bakhtin’s dialogic work on the
chronotope reiterates the idea that part of the meeting between social subjects and cuiltural texts
involves a negotiation of place, space, and time — after all, the processes of narrativity, spatial
representation, audio-visual movements and stillnesses, inclusions and exclusions, all speak to
how social subjects imaginatively orient themselves in their sensible and mediated worlds.
“Topographical criticism,” then, implicitly incorporates the notion of mapping in that it
suggests the importance of space and movement as multi-faceted, layered qualities of cultural
texts which signify, which “move” social subjects. Rather than a meaning-based linguistic
semiotics, my topographical approach perceives audio-visual texts as producing and reproducing
different “maps” and “journeys” (even if, as Heath claims, these narrative journeys tend to be
drearily, monotonously, repetitive) that “place” and “move” social subjects, individuals and groups
of spectators. To approach contemporary feminine costume drama in this manner means that the
stakes diverge from a purely psychoanalytic project. Rather than (or perhaps in addition to)'2 an
account of the gendered gaze, of the possibilities for female identification and narrative
implication, a “mapping” suggests the socio-historical charting of a specific place and time — what
Lefebvre calls the “production of (social) space.” In this spirit, | address the corpus through
contemporary audio-visual conventions and the retrospective social concerns of different
“feminist” projects reinventing nineteenth-century gendered experience, evoking affective spatial
properties of interiority, sentiment, confinement. My very problematic of movement and constraint,
reverberating through the corpus through moments like the “woman at the window,” emerges
from a Western feminist legacy of “social movement.” At the same time, the “journeys” offered by
these historical texts and adaptations chart not only the social spaces of gender, but also the

shared historical spaces of class relations and imperialism. How these popular and prolific texts

12 n differentiating my topographical approach from existing psychoanalytic problematics

organised around the gaze and the subject, it is important to keep in mind that such questions are

by no means mutually exclusive. A discussion which moves beyond the capacities of this

gissertation, these different paradigms within feminist film theory need to continually engage in
ialogue.
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“remember” nineteenth-century gendered space importantly inflects a popular feminist version of
social history — an account or “mapping” which until recently has tended to erase histories of
struggle other than feminism.

Finaily, de Lauretis’s “audio-visual” approach to the cinema informs my topographical
analysis in that it undoes the obsession with visuality in psychoanalysis and Western culture
generally. Beyond Mulvey's account of different controlling gazes, feminist theorists have
explored the importance of voice, of enunciation, as registers of cinematic signification. Certainly
the costume drama’s heavy narrative emphasis on dialogue, speech, eloquence, and silences,
prompts an attention to the aural registers of expression and power. Highlighted in Chapter Five,
questions of music, sound, and voice recur as important aspects of my analysis throughout the
dissertation. Further, to augment the non-visual account of audio-visual texts, | explore issues of
tactility, of touch and sensation which are important to this genre in particular, and to cultural texts
generally. A common saturation with textures, fabrics, details of décor and costume suggests an
ambience which escapes a more common narrative reading, or even the insights of mise-en-
scéne criticism. | address these questions throughout the textual analysis through my “tactile”
descriptive passages which draw out the complexities of movement-image, of décor, of screen
space and montage. In Chapter Five, | return to this point more directly through an examination of
the recurring tactile and affective significance of hands and touch in the corpus.

This discussion of the audio-visual, “tactile” qualities evoked in the textual analysis of this
dissertation forms a bridge from this chapter's broader theoretical concerns toward the more
pragmatic concerns of my “methodological programme.” In the remainder of the chapter, | return
to a discussion of the assemblage of tools, which, taken together, comprise my topographical

approach to film criticism.

Methodological Programme: Tools for Topographical Criticism
Methodological considerations are inseparable from this project's substantive themes of

space and movement. In laying out an account of a subtextual “spatial imaginary” in film studies
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literature, | have sought hypotheses and insights from which | can construct my own
topographical approach. These strong spatial claims about gendered movement and constraint
present a point of departure for the upcoming textual readings. In choosing to address space and
movement, with their fluid, multiple possibilities for critical film analysis, | move away from
preconstituted debates around the psychic aspects of subjectivity and oedipal (narrative) desire.
One of the key tenets of this project is the plotting of textual avenues toward the nuances of
space and movement in cultural texts. In this quest for openness, a more interactive engagement
with the complexities of cultural texts (rather than the imposition of a single “method” or frame of
analysis), | have brought together an assemblage of tools, what | call a “methodological
programme.™3

Topographical criticism, described as a programme rather than a single method, shifts
away from the formalism implied in a single methodology (such as, for instance, psychoanalysis).
This said, the actual work of charting the complexities of audio-visual space, the fleeting qualities
of movement in this corpus, demands specific concrete tools and a facilitating structure which
lends coherence to my substantive inquiries. In Laleen Jayamanne's (1995) terms, | stage an
“encounter” between the hypotheses of film theory (many of which have been introduced in this
present chapter) and the dense, intertextual, and singular audio-visual textures of my corpus. In
the following elaboration of this programme, following the broader orientation of my project, | work
from the specific toward the general, from the intricacies and intimacies of close textual readings
toward the broader questions of movement and constraint which guide, but (hopefully) do not
strangle the investigation. This methodological account proceeds from the specifics of my
innovative “tactile” or “immanent” textual analysis (a commitment to singularity and “reading in
detail”); to intermediary issues of corpus selection and coherence and “meaningful units” of
analysis (chronotope and movement-image); to the broader question of dissertation structure (the

guiding framework of Deleuze's three movement-images).

13 | would like to thank Martin Allor for suggesting this helpful mode of framing.
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Reading in Detail: Tactility, Inmanence, and Dialogism in Textual Analysis

While structuralism has afforded a powerful vocabulary to describe an idealised virtual
subject's identification with certain symbolic structures of filmic narrative organisation, this
paradigm all-too-often excludes the details, the “contents of the structures.” Mise-en-scéne
criticism offers a more precise lens to examine the décor within the frame, yet often this approach
treats such audio-visual details as mere functions, as props, for the all-important narrative
progression.'4 Thomas Elsaesser (1987) claims that in the melodrama, décor and mise-en-scéne
externalise the inner lives of the characters; in costume drama, at times it seems that the
characters are blocked around the set design and perfect details. Lingering within the frame, |
note that costume drama thrives on the cult of the detail: The delicate blue pattern on the china
teacup perfectly matching the blue of the heroine’'s eyes as she is framed by a simple hardwood
doorframe in thoughtful repose (Sense and Sensibility); hairstyles as markers of gothic severity
and repression (Charlotte Bronté’s Jane Eyre, The Piano, Angels and Insects); lace edgings and
flounces pronounce the embarrassed demure exuberance of a sexuality which dare not surface
(the Austen cycle); costume as a dramatic signifier of gendered movement and constraint
(Orlando, The Piano).

Throughout the history of Western aesthetics, Naomi Schor (1987) identifies the
denigrated detail with the symbolic place of the feminine. From Plato into mid-eighteenth century
eesthetics, the detail has been viewed with suspicion as subservient to the more noble (and
masculine) category of “form.” In this vein, we may add the oppositional pairs of form/detail,
general/particular, style/substance to my earlier discussion of the gendered binary of movement
and constraint. The costume drama presents an interesting case which inverts — and hopefully
confounds — these unequally-weighted oppositions. For the form and substance of the general

case (genre) of costume drama can only be arrived at through the detail.'> Working carefully

14 For a distinctive account of audio-visual detail, see Richard Dyer's account of what he calls “non-
representational signs” in the musical in his “Entertainment and Utopia.” (1992, 17-34)

15 Besides Schor's invaluable Reading in Detail, Roland Barthes (whose work has been invaluable
to my own approach to textual analysis) has made an art of reading the detail. (1974, 1981, 1982)
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through the audio-visual renderings of space and movement in the corpus, | come to realise that,
more than the muscular “drive” of narrative, details are what “matter” here: The flick of a fan, a
sidelong glance, the unspoken confidence, the shriek of a peacock in the garden, that soft
suggestive pouch at the crotch of Hugh Grant's soft trousers.

Costume drama compells me toward detail, drawing me into the frame, the precise
blocking of the actors, the layering of image, music, dialogue, and the omnipresence of the
unspoken. Such a “detailed” textual analysis challenges the inherited wisdom of structuralism,
which would insist that the details are only orchestrated to complete the movement of narrative —
what Heath calls “narrative space.” Without denying costume drama’s narrativity, this genre
lingers on multiple audio-visual, tactile textual pleasures which work in relation to, but are by no
means exhausted by, narrative — nor by the prefigured obsessions of psychoanalysis, which sees
a phallus behind every door, and misses a great deal in-between. Implicit within this attention to
the trivialised “feminine” realm of the detail which triumphs in the costume drama, is a claim that
such tactile and audio-visual detaiis form an important aspect of the generic and singular desiring
economies of all audio-visual texts. Even the more “active” (masculine?) genres such as the
Western or the action film are based on certain iconographies (that wide-open sky, the precise
angle of the hard-boiled detective’s felt hat).

In the case of the costume drama, much of the pleasure, the very sought-after (“rare” and
hence marketable) quality of the cinematic/televisual experience rests upon the “structure of
feeling” created by the orchestration of audio-visual detail, whether realist (the Austen
adaptations) or avant-garde (Orlando). This is a cinema of sentiment, of protracted stillnesses
and longings, and these moments are framed, blocked, rendered, through the precise placement
of objects and blocking of bodies, a warm, “natural” quality of lighting, the extravagant under- and
overstatement of costume, timing and turns of speech, and orchestration of music with dramatic
action. This cultural economy of detail in the costume drama reinvents the bourgeois sphere of
interiors and femininity for a contemporary, largely female, audience. This genre renders visual

the historical private place of the novel, interior spaces replete with longings for romance and
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intensity of feeling. Whether these “details,” these luscious textures and deliberate moments, are
somehow intrinsically “feminine” (the problematic of scholarship on “women’s genres”) is not my
primary concern here. Rather, | am interested in the multiple articulations of detail, the “contents
of the form” — how these subtle elements (a servant hovering in the background with a tray) “fill
out” the topographical blockings of these texts.

To extrapolate from these considerations toward the practical nuts and boits of methods,
this approach to textual analysis is both “tactile” and “immanent.” By “tactile,” | mean that | evoke
the audio-visual and sensual textures of these texts — subtle qualities which may well escape
more formulaic forms of close textual reading such as psychoanalysis. | have developed this
approach over the last six years'8 through the inspiration of Roland Barthes (1974; 1981); and
through other post-structuralist literary theories which read details back into the frame in order to
address issues of colonialism and class (Spivak 1985; Said 1992). Many film studies scholars
have fine-tuned the art of close readings of moving images; in this dissertation, | am indebted to
Elsaesser's “spatial imaginary” in his work on melodrama (1987); to Richard Dyer's work on the
musical and “whiteness” (1992; 1995; 1997); and finally, to Victor Perkins’ commitment to close
textual reading expressed in Eilm as Film (1991).17 All of these scholars have helped me develop
an eye for the subtleties of audio-visual detail which may be read inward toward understanding
the film as a functioning text, or outward toward other social and theoretical concerns ~ in this
case, space and movement.

Highly detailed, densely descriptive and writerly, this type of textual analysis relates to

other methods including auteurism,18 humanist phenomenology (Andrew 1984, 1985; Bazin

16 | first developed idea of “tactile” and “immanent” criticism in my Master's thesis (Pidduck 1993)
through the close reading of a cycle of contemporary “fatal femme” films including Basic Instinct.
The notion of a close, productive reading of a cycle of films which informs my present
methodological programme springs importantly from this work, developed under the guidance of
Martin Allor.

17 victor Perkins’ expertise has been most helpful also through his M.A. course in textual analyis at
the University of Warwick which 1 followed in 1995. Finally, many of my fundamental skills in textual
analysis emerged through courses taken with Marc Gervais at Concordia in the 1980s.

18 The much-critiqued question of auteurism does figure in some ways in this dissertation in my
extensive consideration of the works of Dash, Potter, and Campion. in some sense, the feminist
auteurist fiilmmakers of the 1990s, these women's films suggest conscious, careful, explicit formal
challengss to inherited patriarchal cinematic traditions. The first explicitly feminist avant-garde
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1967),19 psychoanalysis (Doane 1988; Heath 1981; Silverman 1989), semiotic or mise-en-scéne
criticism (Elsaesser 1987; Thompson and Bordwell 1976). However, in its sensibility which is both
immanent and dialogic, this project is unique. Organised neither around the author (auteurism),
nor around an abstract disembodied “ideal reader” (phenomenology), nor around a set semiotic or
psychoanalytic framework, my analysis engages with the productivities and singularities of the
corpus and its movement-images. Broadly speaking, such an “immanent” strategy challenges the
creeping rationalism characteristic of formalist approaches to textual analysis — the “scientific”
claims of certain types of formalist semiotics and psychoanalysis. In contrast to many types of
textual analysis that seek to keep the pleasures of the moving image at bay, under control, |
engage with the texts at a very close proximity, highlighting their affectivities and multiple
intensities. This approach derives from Barthes’ sensual textual analysis, from Stephen Shaviro’s
(1993) maverick “masochistic” film theory; and, most importantly, from Deleuze's commitment to
non-rational forms of thought. (1988) (In Chapter Five, | return to the question of affectivity in
some depth through the discussion of affection-image.)

Finally, | must differentiate my own form of textual analysis even from these latter more
“immanent” or “affective” projects in a commitment to a certain “dialogism,” what Jayamanne calls
an “encounter” between texts and feminism. Barthes, Shaviro, and especially Deleuze have been
inspirational for me in order to critique and break away from theories and methods which have
haunted feminist film studies for too long (notably psychoanalysis). Yet these works themselves
must be adapted for my own purposes, as they do not engage with issues of sexual difference, or
other social power relations of difference. For his part, Barthes engages with ongoing formal and

aesthetic concerns, advancing his own playful, productive approach to textuality; Shaviro’s work

works to circulate widely amongst both feminist and broader arthouse audiences, these texts
constitute an important aspect of my corpus; see the readings of The Piano in Chapter Three and
Chapter Five, and the discussion of Orlando and Daughters of the Dust in Chapters Four and Five.

19 vivian Sobchak’s influential phenomenology merits mention here. (1992) Part of my intended
research to extend this thesis involves an engagement with Sobchak and other phenomenological
projects.
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ultimately revolves around his own masculine “masochistic” subject-position. Finally, Deleuze
tends to read his corpus — auteurist, almost exclusively male-authored cinematic “classics” — in
relation to his ongoing philosophical, metatheoretical project which does not recognise the
problem of sexual difference.

My own work, while at times “personal” and whimsical, emerges from feminist social and
theoretical debates. | share certain formal and aesthetic interests with these writers, but my
textual ventures are guided by contemporary debates within feminist theory — notably the urgent
task of challenging binary models of feminism (gendered movement and constraint) to engage
with other axes of oppression which help produce such models (in this case, overlapping frames
of spatial power and subjugation and mobility related to class and colonialism). As | combine the
anarchic, desiring productivity implicit in a Deleuzian or Barthesian textual analysis with such
overall feminist and Marxist “critical” problems of difference and the social blocking of power, the
structuring challenge for this methodological programme is to create a framework which facilitates
“movement” while insisting on rigour and coherence. This integration between substantive and
methodological concerns, then, continues in the next section as | discuss my corpus construction,

and the selection of “meaningful units of analysis.”

Corpus and Coherence: The Cycle

My commitment to a productive, dense, layered, and generative textual analysis
necessitates a small, “contained” corpus. Contemporary costume drama furnishes an apt case
study, not only for the substantive reasons mentioned so far (a digressing temporality neither
propetly “active” nor “passive”; the proliferation of audio-visual details and textures; geographical
and historical settings riddled with gender, class, and colonial struggles over interior and exterior

space) — but also as these texts form a dense, and intertextually-coherent corpus. The term
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“cycle” neatly shorthands this quality of coherence.20 Listed in the Appendix, the 1990s cinematic
and televisual texts of my corpus feature female protagonists and are set in the imaginary space
of nineteenth-century England or its colonies. While I refer throughout the dissertation to debates
within tilm studies over genre (melodrama, “women’s genres,” etc.) this is not my primary frame of
reference. Whereas “period drama” might be approached as a genre, | am interested in the
“cycle” of costume drama configured significantly (if not exclusively) around female protagonists,
and more loosely, “feminine” (interior) spaces. This corpus connects thematically through an
audio-visual exploration of historical settings, themes of romance, intrigue — “costume” and
“drama”! — and social constraint. Moreover, these texts are linked through the contemporary
economic logic of “niche-marketing” toward an “upscale”! feminine audience of English-speaking
Europe, North America, Australia and New Zealand (in short, England and its former colonies).
The “gendering” of these texts, their implicit mode of address is one factor which
distinguishes my corpus from the contemporary proliferation of “period drama.” The time-frame of
the nineteenth century further delimits the corpus. Certainly, with regards to gendered historical
image-space, other possibilities abound, notably the Merchant-lvory cycle (Room with a View
(1986), Howard's End (1992)); further, in relation to my interests in class and colonialism,
twentieth century settings prove more engaged with these problematics (for instance, the class
relations of constraint and affectivity in Remains of the Day (1993) or the exploration of
colonialism in A Passage to India (1984)). Although such early twentieth-century narratives relate
to my corpus through similar British “quality” star codes (the ubiquitous Emma Thompson and
Hugh Grant) and the exploration of pastoral British historical image-space, | have chosen to

concentrate on nineteenth-century texts. As to some degree these twentieth-century texts have

20 |, his discussion of British heritage cinema, Andrew Higson (1993) makes a strong case for the
overwhelming intertextual in-breeding of this art cinema which involves star codes, visual style, and
production context.

21 |n their wide-ranging analysis of “Lifetime” (an American women’s cable network), Byars and
Meehan (1994-1995) describe the genesis of the “upscale” female market within American
marketing of the 1980s and 1990s. Catering to professional women, “Lifetime” constitutes part of a
more general trend toward niche-marketing, and narrowcasting in cable television. The commercial
logic of the “upscale female market” speaks to the circulation of costume drama through cable
narrowcasting, cinematic niche-marketing, and the broader availability of more obscure “art cinema”
texts for home consumption.
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been taken up within British debates over “heritage cinema” (Higson 1993, 1996; Dyer 1993,
1997; Monk 1994, 1995), | have focused my interest the more distant previous century. Not
merely an abstract limit, the texts based in this century coincide with certain post-Industrial
Revolution cultural and social changes which seep into the texts. For, as Grewal and Kaplan
(1994) insist, the century’s emergent feminist discourses which equated “mobility” with liberation,
the acquisition of masculine rights of subjectivity and citizenship, align historically with
simultaneous middle-class and imperialist codes of expansion, acquisition, colonisation. In terms
of gendered space and movement, the corpus suggests a range of retrospective audio-visual
frames which explicitly and implicitly reference the period’s fraught and shifting power relations.
The gendered “intimate spaces” that interest me in the corpus coincide with a
demographic and social shift toward modernity, interiority, and spatial privacy. Literary historians
claims that these historical shifts coincide with the development of the novel. Most of the texts of
the cycle have been adapted from these novels and reproduce, through audio-visual codes,
elements of their nineteenth-century bourgeois “interior” structure of feeling. (See Morse 1990;
Watt 1963). Further, the period’s shifts in class-based structures of land tenure and control, which
may be read through the aesthetic traditions in landscape painting, provide a productive formal
framework for an evaluation of the texts’ retrospective rendering of pastoral image-space. Finally,
as Said (1992) suggests, the nineteenth-century time-frame coincides with a host of different
levels of imperialist discourse. Within the influential imaginary sphere of the English novel, the
more obvious later texts of contact and conflict (Conrad, Kipling) were predated by earlier works
like Austen's which helped establish a “structure of attitude and reference” for imperialism. Such
gendered works helped generate lasting British imperialist discourses of “home and abroad” —
domestic, pastoral, Englishness, as opposed to the foreign, unknowable spaces of the colonies.
While | could have instructively applied my problematic to other historical texts of the
period (notably North American settings), in order to retain a rigourous reading of these dense
interlocking historical power relations, | have limited my corpus to texts situated between England

and its colonies (with England in the centre, the imperial locus of the controlling gaze). As the one
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text which stands outside this geographical/ discursive framework, | have included Daughters of
the Dust as it constitutes a key contemporary feminist costume drama; further, this film engages
in a direct formal debate with inherited aesthetic traditions of colonial representation from a
related yet distinct stance. Along these lines, a more widespread pattern of retrospective formal
and social critique emerges within the corpus, where certain twentieth-century literary and
cinematic works emerge as specifically class-based, colonial, and contemporary feminist
commentaries on nineteenth-century texts (Jean Rhys's response to Jane Eyre in Wide Sargasso
Sea), and literary genres (Angels and Insects’ wicked send-up of realist costume drama’s codes
of sexuality, class, and imperialism).

In production and distribution terms, my insistence on both “cinematic” and televisual
examples, while risky according to academic disciplinary boundaries, makes sense within the
context of technological convergence. Feature-length films destined for theatrical distribution
(Sense and Sensibility, Emma, and The Piano), weekend wonders and direct-to-video products
(Moll Flanders, Portrait of a Lady, Wide Sargasso Sea), more modest arthouse productions
(Orlando, Daughters of the Dus!), and made-for-tv movies (Angels and Insects, Persuasion,?2
Charlotte Bronté's Jane Eyre), and tv serials (Jane Austen’s Emma, Pride and Prejudice) circulate
widely in different national contexts through home video distribution, and through cable
narrowcasting. Differences in form (wide-screen high-end cinematic releases, precious art
cinema, made-for-tv movies and serial dramas) erode in the great equaliser of home video
distribution and consumption.23

As | will discuss at further length in Chapter Two, this cycle can be read intertextually
through a common interest in the adaptation of “classic” literary texts; through recurring star

codes (the prevalence of British “quality” actors like Hugh Grant and Emma Thompson); and

22 QOriginally made-for-tv movies in the U.K. these two films were released in North America as
arthouse films which circulated through repertory cinema circuits, and through the niche-marketing
channels of multiplex cinemas. These channels, along with film festivals, also constitute the
distribution patterns of Orlando. Many of these texts have since been re-broadcast on specialty
cable channels in North America such as PBS or TV-Ontario.

23 For a discussion of the commercial context of the “global audio-visual” through which
contemporary costume drama circulates, see Ellis (1992), and Schatz (1993).
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through their common preferred feminine and feminist audiences. Part of my critical interest in
this cycle springs from the “iconic” status of many of the literary source texts within Western
feminist spheres. Contemporary adaptations of novels by Jane Austen, the Bronté sisters,
Virginia Woolf, Jean Rhys, and A.S. Byatt evoke a specific cultural currency, incorporate qualities
of specifically feminist address; in addition, feminist filmmakers Sally Potter, Julie Dash, and Jane
Campion have gained feminist auteur status. For this reason many of these texts have gained
passionate (if hardly homogenous or uncritical) followings in international Western feminist
circles. My corpus suggests a dialogic, “preferred” address toward feminist audiences,
engagements with discourses, ideas, cultures which feminism has claimed as its own.

These texts circulate amongst a dispersed but nonetheless connected context audience
of Western, English-speaking feminism — what Linda Hutcheon (1994) calls a “discursive
community.” This virtual audience is constituted and continually linked, materially and
discursively, by the circulation of different cultural and political objects and media.24 The films and
videos which constitute my corpus are produced from and speak toward an international feminist
audience, a fluid “discursive community” which shares certain cultural reference points without
being homogenous.25 Further, according to current patterns in niche marketing, one aspect of the
intertextual coherence of this cycle invoives a range of supplemental costume drama
merchandising: “Classic” novels by Jane Austen are reissued in hard cover with the film still on
the cover; film scripts are published along with the writer’s or director’s notes, lusciously illustrated
with production stills and film stills; boxed souvenir packages of Pride and Prejudice and Sense

and Sensibility are sold including coffee table book on “the making of...” videos in addition to the

24 pAlong the lines of the “discursive community,” Nancy Fraser (1993) writes of the “subaltern
counterpublic” as a space providing “parallel discursive arenas where members of subordinated
social groups invent and circulate counterdiscourses, so as to formulate oppositional interpretations
of their identities, interests, and needs.” (14) This framework suggests a distinctive, dispersed
context of circuiation and discourse which [ wish to point to here. For Fraser, this feminist subaltern
counterpublic may be traced through diverse media and physical sites including journals,
bookstores, publishing companies, film and video distribution networks, lectures, festivals, etc. In
this light, this dispersed group which | evoke as the “preferred” audience for this corpus, exists in
physical places, and is linked by different media and discursive networks.

25 For a discussion of the modified Foucauldean premises of the “discursive community,” see
Hutcheon (1994, 89-115).
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video itself, and so on. Recognising the importance of this intertextual merchandising, my corpus
includes not only the audio-visual texts themselves, but also source novels and supplementary
literatures (directors’ notes, film scripts, printed press materials). in considering these diverse
elements | do not seek to “check” the adaptation against the original, but to explore the
vicissitudes of corpus circulation and address.

To suggest the “preferred” feminist status of these texts is not to uncritically celebrate the
arrival of feminist auteurs on the scene, nor to hail the advent of female and feminist niche
markets. In recognising this inflection (which is to some degree built into the textual address of my
corpus), | want to interrogate the spatial ground which is being claimed in the name of a Western
feminist imaginary. Within a context where these feminist-authored or feminist-inflected texts
begin to circulate widely and influentially, my project of tracing the “spatial blockings of power” at
work within these retrospective histories becomes essential. In this light, the tremendous
commercial and feminist imaginary caché of my corpus as an exponentially increasing production
context is both fascinating and disturbing. | approach the corpus with the intuition that these
predominantly white, middie-class, Western, and heterosexual narratives, now popularised and
profitable, have a tendency to reinstate certain dominant power relations, all in the name of
feminist liberation and “movement.” But rather than dismiss this corpus as élitist and colonialist, |
find it essential to engage with its complexities — not only its dreary audio-visual recapitulation of

nineteenth-century power relations, but also the “lines of flight,” the potentialities at work.

Frames of Analysis: Chronotope and Movement-Image

From the dialogic intertextuality of this cycle, | arrive at the more pragmatic questions of
how to structure the analysis. Diverging from a more common framework for textual analysis
which coheres around questions of narrative and respects the boundaries of individual texts, my
topographical approach is organised around the notion of spatio-temporal “regularities” and
singularities (“lines of flight”) which may be read across the cycle. The cycle’s “intertextuality” may

be read not only according to niche markets, star codes, and so on, but also through recurring
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articulations of space and time. In this light, | approach audio-visual genre (or in this case, the
more limited case of the cycle) as the intercutting of formulaic or familiar sites according to
recurring sites, or “chronotopes.” Following this assertion, | consider the cycle “discursively,”® as
an assemblage of spatio-temporal fragments which cohere into specific texts and yet which bieed
into smaller, more stylistically cohesive cycles (the Austen adaptations) — and the broader cycle of
costume drama. Consequently, my meaningful units of analysis are not single texts, but recurring
significant spatio-temporal fragments. in general, | do not seek to treat individual texts
exhaustively (this is impractical given the density of my method) but to highlight recurring
movement-images as “discursive regularities” across the cycle. (The important exceptions to this
rule is the treatment of Orlando in Chapter Four, which considers the problem of narrative
movement by tracing the entire plot progression, beginning to end.)

With reference to Bakhtin and Deleuze, | consider these spatio-temporal fragments as
either “chronotopes” or “movement-images.” The tension between these two terms and their
accompanying epistemological frameworks implies a tension which runs through this dissertation
— the pull between regularity and singularities. Bakhtin’s “chronotope” describes specific spatio-
temporal articulations within historical literary genres: “In the literary artistic chronotope, spatial
and temporal indicators are fused into one carefully thought-out, concrete whole. Time, as it were,
thickens, takes on flesh, becomes artistically visible; likewise, space becomes charged and
responsive to the movements of time, plot and history. This intersection of axes and fusion of
indicators characterises the artistic chronotope.” (1981, 84) More than a trope for literary analysis,
though, the chronotope is emphatically social — an open figure operating in a dialogic relationship
between the representational time-space of literary creation and the world of social subjects living

in particular historical times and places.

The work and the world represented in it enter the real world and enrich
it, and the real world enters the work and its worid as part of the process

26 “Discourse analysis” derives broadly from a Foucauldean framework. Within a project grounded
in textual analysis, this discursive framework allows me to read movements and tendencies,
“regularities™ across the cycle. This way, my intensive readings trace out tendencies and recurring
treatments of space and movement not in single films, but across this broader significant body of
interrelated texts.
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of its creation, as well as part of its subsequent life, in a continual
renewing of the work through the creative perception of listeners and
readers. Of course this process of exchange is itself chronotopic: it
occurs first and foremost in the historically developing social world, but
without ever losing contact with changing historical space. We might
even speak of a special creative chronotope inside which this exchange
between work and life occurs, and which constitutes the distinctive life of
the work. (254)

Of course, as | have been suggesting, chronotopes are dense with gendered
social/zesthetic significance in complex interaction with their racial and class connotations. The
chronotope, then, forges a link between text and world not which is not premised on the subject
(the primary focus of psychoanalytic theory), but on the social and artistic renderings of space
and time through generic and audio-visual codes. This is to suggest that not only do we “read”
films through the profoundly gendered processes of subjective identification, fetishism, desire —
but that genres and particular texts signify through their renderings of familiar and unfamiliar,
public and intimate places; through their spatial and temporal routings of narrative, movement,
digression. As Bakhtin insists, the chronotope’s textual renderings of space and time have
everything to do with genre. Grounded in a Marxist aesthetics that understands power relations
as embedded in the very forms of cultural texts, the chronotope implicitly explores the cultural
choreography of historical relations of difference (particularly class, but also the social spaces of
country and city). In this dissertation, | extend this flexible and suggestive work to consider the
overlapping spatial treatments of gender, class, and colonialism.

Developed within a literary context, the chronotope seems especially apt for this project
given the nineteenth-century novel “sources” for much of my corpus. The spatial imaginary of the
novel, based upon an emergent notion of interior subjectivities and places, connects importantly
with the social articulation of space. Bakhtin's analysis, sharpened by Raymond Williams’
readings of the country and the city in the English novel, provides a topographical frame for
analysis which translates brilliantly into audio-visual terms. In Chapter Two | map out the corpus
through a “chronotopic” analysis of the Austen adaptations. Premised on a suggestive spatial
distinction between gendered interior and exterior settings, this reading creates a rich preliminary

grid for my topographical criticism. The realism of the Austen adaptations offers an aesthetic
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touchstone, a “dominant” form of period drama against which | configure the other general textual
groupings — “gothic” space2? and allegory.?8 My chronotopic analysis of the Austen texts
suggests certain spatial regularities, what | call “spatial blockings of power,” which may be read
across the corpus: Not only questions of gendered interior/exterior space, but also the interrelated
audio-visual mappings of class and colonialism which are cut into the cycle’s very chartings of
space and movement.

If the Marxist impulse of the chronotope suggests generic and historical regularities in the
cultural chartings of space, Deleuze's “movement-image” offers a more philosophical inflection of
reading which leans away from identifying critical “regularities” in social space, toward
“singularity,” potentiality, and lines of flight. The image of the “woman at the window” which recurs
through the Austen cycle and throughout the corpus marks a “hinge” in this epistemological and
methodological tension. According to a chronotopic reading, in a film like Persuasion, this
significant moment marks the confinement of the female protagonist within the space of the
home. Considered as a “movement-image,” a similar sequence in Sense and Sensibility gains a
different inflection which highlights the intensive qualities of this moment, potentiality, or longing.
This example indicates my process of topographical textual analysis: | analyse key recurring
moments (the woman at the window; the country walk; the woman at the piano) both in their
specific incarnations in individual texts, and across the broader scope of the corpus. In this way, |

highlight both the regularities or “spatial blockings of power” in evidence across the cycle — and

27 The notion of “gothic space” as employed in this thesis marks out one genera!l stylistic and
thematic trend in the corpus that may be read spatially. Influenced by the literary genre of the
Gothic and the related audio-visua! conventions of Expressionism, gothic space evokes the dark,
polluted, hidden spaces of sexuality, madness, and unbounded romanticism which emerged during
the social constraints of Victorianism. Within this cycle of films, the strongest examples of gothic
space include Campion's The Piano, Wide Sargasso Sea, Jane Eyre, and in a hybrid, partly ironic
sense, Angels and Insects. As | will discuss in the latter half of Chapter Three, the dark spaces of
the Gothic tend to be evoked in this cycle of films in relation to the exoticism of colonial space. Of
course, Angels and Insects is the obvious exception to this rule, and a later made-for-tv movie, The
Tenant of Wildfell Hall (1996) provides another fascinating text that may offer new and exciting
dimensions to the analysis of gothic space.

28 As | will discuss in Chapter Four, Orfando and Daughters of the Dust imply an allegorical spatio-
temporal and narrative economy. In some sense both a pre-modemn and postmodern form, allegory
ushers in a type-token or “exterior” model of character and subject that differs from the interior,
psychological subject of the modernist novel; allegory also implies a diiferent narrative modality
which is more didactic or social rather than rooted in discrete individual character development,
conflict, and resolution.
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the singularity of individual texts and movement-images which complicate, contradict, or
somehow digress from these regularities. This topographical approach to textual analysis
straddles a commitment to the delightful economy of the audio-visual detail so prevalent in
costume drama, and a broader “critical” perspective on how these details form into (and
challenge) prefigured patterns of social movement and constraint.

As noted in the Introduction, | have used Deleuze's three categories of movement-image
to create a loose facilitating structure for my three core chapters of textual analysis. These
categories have been adapted to structure my analysis. Based on three varieties of montage (or
assemblages of movement-image), the movement-images operate at distinctive conceptual

proximities from the text, suggesting distinctive yet interrelated levels of analysis.

These three kinds of spatially determined shots can be made to
correspond to these three kinds of varieties: the long shot would be
primarily a perception-image; the medium shot an action-image; the
close-up an affection-image. But, at the same time...each of these
movement-images is a point of view on the whole of the film, a way of
grasping this whole, which becomes affective in the close-up, active in
the medium shot, perceptive in the long shot — each of these shots
ceasing to be spatial in order to become itself a “reading” of the whole
film. (1986, 70)

The perception-image or long shot explored in Chapter Three corresponds to the problem
of framing and perception, condensed in this project to a detailed reading of landscape; this
“perceptive” frame of reference provides a broader mapping of the interrelated gender, class, and
colonial spatial blockings of power at work within the frame of the costume drama. At the next
level of analysis, my reading of the action-image in the corpus evokes the realm of character
actions and reactions, of agency, corporeal movements and stillnesses; Chapter Four treats
action-image not only through the important question of narrative movement, but also in relation
to attendant corporeal questions of costume and gesture. Finally, the affective, intensive, and
contemplative sphere of the affection-image evoked in Chapter Five re-reads the corpus through
“affective” readings of faces and hands in close-up — and through a discussion of voice and

tactility as non-visual “intimate” aspects of audio-visual texts.
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This structure seeks to integrate a spatial conception of audio-visual texts into the very
design of the project. Experimental and flexible in form, the three movement-images help to
delineate distinctive modes of textual reading and topographical thought. Given the centrality of
methodological questions to this project, the integration of substantive questions of space and
movement into the tools employed to analyse the corpus, | include ongoing progressive
meditations on method at strategic points throughout the dissertation. In choosing to write the
method into the very fabric of the textual analysis, | treat the “topographical analysis” itself as a
quest, a movement, a progression which is tested throughout the different moments of the

dissertation.

This present chapter has undertaken the immense project of mapping out a theoretical
framework for my argument and establishing the methodological programme. Chapter Two shifts
focus, delving into the specifics of costume drama. In a blending of corpus and method, | map out
contemporary costume drama through the modalities of gendered space and movement —
specifically, through Bakhtin's “chronotope” applied to the textual regularities of the Austen
adaptations. This chronotopic reading provides the methodological and substantive basis for the
following chapters of textual analysis which take up particular types of readings across the

diverse texts of the corpus.
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CHAPTER TWO
The Woman at the Window: Chronotope and the Austen Adaptations

Gender, Genre, and Women'’s Spaces

Home...brings out the characteristic attempt of the bourgeois household
to make time stand still, immobilise life and fix forever domestic property
relations as the model of social life and a bulwark against the more
disturbing sides in human nature. The theme has a particular poignancy
in the many films about the victimisation and enforced passivity of
women — women waiting at home, standing by the window, caught in a
world of objects into which they are expected to invest their feelings.
(Elsaesser 1887, 61-62)

Elsaessers observations on the melodrama suggest a powerful spatial framework
through which to consider costume drama. Recurring through many of the texts of the corpus, the
image of the woman at the window offers an evocative point of entry into the gendered spaces of
this genre. In this chapter, [ will map out the corpus in some detail through the frame of gendered
space. Examining the Austen adaptations through the spatio-temporal concerns of chronotope, |
extend and instantiate through example the theoretical and methodological arguments from
Chapter One. The Austen adaptations constitute a culturally and aesthetically influential,
intertextually cohesive cycle which presents a feminine account of early nineteenth-century
England. Following the general orientation of this dissertation from the particular to the general,
from this dense case study, | work outward in the course of the dissertation to explore the
distinctive stylistic and spatial strands in the corpus: From the pastoral “realist” and lightly ironic
chronotope of Austen evoked in this chapter, | move in Chapter Three toward the dark, cluttered,
gothic spaces of The Piano and Angels and Insects, to the flatter, more open “allegorical” and
self-reflexive spatiality of avant-garde feminist costume drama explored in Chapter Four's
treatment of Orlando and Daughters of the Dust.

To contextualise this cycle of contemporary costume drama, several works on
melodrama and the woman’s film incorporate a spatial frame of reference. In a more neutral

account of the gendered spatiality evoked in the passage from Elsaesser cited above, Christine

Gledhill describes the spatial configurations of the 1940s “woman’s film.” For this author, this
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gendered sub-genre was “distinguished by the large space it opened to female protagonists, the
domestic sphere and socially mandated “feminine” concerns. The fact that the home and personal
relationships provide common ground to the family melodrama and the woman'’s film has given
substance to the assumption that the latter constitutes a sub-set of melodrama, tailored
specifically for female audiences.” (1987, 10) From soap opera to melodrama to romance, the
diverse historical body of texts that have been called “women’s genres”! foregrounds the
domestic, intimate spaces of family, romance and sexuality — spheres commonly associated with
“feminine” experience. Geoffrey Nowell-Smith (1987) equates the production of the melodramatic
space of bourgeois domesticity historically with the eighteenth-century novel. Shifting from earlier
epic, tragic forms featuring and addressing nobility, the melodrama, like Austen’s novels, is
preoccupied with the emergent “middling power relations” of the family and the small town.

If cultural forms can be seen to re-present the historically and geographically specific
gendered spatial categories of Habermas's “public,” “private,” and “domestic” or “intimate”
spheres, the spatial codes of genre, like those of political theory, are profoundly gendered. Within
the field of contemporary costume dramas and historical literary adaptation, texts that feature
female protagonists generally “limit” their sphere of action to these “private” spheres. In the field
of costume drama, | would argue that films such as The Madness of King George (1994)
organised around male protagonists divide their actions between the boudoir and the corridors of
power. Lingering on romance and intrigue, costume drama would seem to evoke what has been
coded a more “feminine” sphere. Yet, delving into the wonderful intricacies of cultural texts, we
can identify the crudeness of such spatial mappings. Zooming in on the undertheorised lived
space of the “domestic sphere,” the woman's film lays out what Mary Ann Doane calls “a

topography of spaces” within the home. Doane's topography includes the unseen spaces of the

1 The notion of “women's genres” has been an important field of debate within feminist film and television
studies. (See, for instance, Gledhill's entire excellent collection Home Is Where the Heart Is (1987); Kuhn
(1984); and Brunsdon (1990a; 1991). While | have identified the costume drama as a 1990s “women’s
genre,” | only refer to this influential body of work tangentially (as in the present reference to “women’s
space). Organised primarily around psychoanalytic questions of female desire and historical female
spectatorship, my own project explores topographical aspects of audio-visual texts.
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attic (Jane Eyre, 1944; Gaslight, 1944) or the hidden room (The Secret Beyond the Door, 1948);

the staircase (Notorious, 1946; Caught, 1949); and, finally, the window (Rebecca, 1940).2
Within the “woman’s films" as a whole, images of women looking through
windows or waiting at windows abound. The window has special import
in terms of the social and symbolic positioning of the woman — the
window is the interface between inside and outside, the feminine space
of the family and reproduction and the masculine space of production.
(1987b, 288)
Coupled with Elsaesser’s image of the window cited above, Doane’s remarks point to the cultural
resonance of particular rooms, nooks, and crannies within the “feminine space” of the home.
Unpacking the blanket social term of the home and thinking about this symbolically dense placed®
as a series of interconnected, culturally coded sites, we arrive at a productive beginning point for
thinking about how this choreography of interiors works audio-visually.

Iif a film is made up of a series of spatio-temporal fragments, or spatially framed “scenes,”
the audio-visual text could be analysed as a series of “locales™ spliced together within particular
generic conventions for particular narrative, affective, and cultural resonances. However, where
Heath's work on “narrative space” or Bordwell and Thompson's work on Ozu (1976} suggest a
rigid, closed structural coherence of these fragments achieved through suture and narrative
closure, they neglect the polyvalent “contents of the form” — the cultural connotations of these

spaces. At this point, Bakhtin's chronotope is helpful in conceptualising not only the broader

spatio-temporal workings of genre, but also in pinpointing the “micro-chronotopes” (my term) at

2 Doane’s corpus of “paranoid women's films” of the 1940s corresponds roughly to what | call “gothic
spaces” which resurface, modified, in my own corpus: The Piano and Angels and Insects. The opaque, dark,
cluttered, and frightening spaces of the gothic contrast with the natural, “wholesome” lighting in the Austen
adaptations.

3To clarify my use of terms here, there is a core distinction to be made between the terms of “space” and
“place.” Broadly speaking, “space” is the more general, generic term while “place” connotes specificity,
positionality. Doreen Massey differentiates the terms as follows: “Space’ may call to mind the realm of the
dead or the chaos of simultaneity and multiplicity. it may be used in reference to the synchronic systems of
structuralists or employed to picture the n-dimensional space of identity. Likewise with place, though perhaps
with more consistency, it can raise an image of one’s place in the world, of the reputedly (but as we shall
see, disputed) deep meanings of ‘a place called home’ or, with much greater intimations of mobility and
agility, can be used in the context of discussions of positionality.” (1994, 1) In this dissertation, | use “space”
to refer to the more structural production of cultural and social regularities (cf Henri Lefebvre's “production of
space”); “place” is deployed more sparingly to reference more specific spatio-temporal sites within the audio-
visual texts, corresponding roughly to the analytic level of micro-chronotope.

4 Elspeth Probyn's intriguing use of the term “locale” is germane to this analysis. As part of a triumvirate of
related terms (local, locale, location), she describes “locale” as designating “a ptace that is the setting for a
particular event. | take this ‘place’ as both a discursive and non-discursive arrangement which holds a
gendered event, the home being the most obvious example of this.” (1990, 186)
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work within each genre. As mentioned in Chapter One, the “chronotope” describes the literary
articulation of space and time. For instance, toward the end of his essay on the chronotope,
Bakhtin rounds out his meta-historical journey through major novelistic forms with a discussion of
recurring narrative situations including the Encounter, the Road, the castle, the provincial town,
the threshold, and the spaces of parlours and salons (associated with the writings of Stendhal
and Proust).

As | will demonstrate in the following Austen analysis, Bakhtin's work, though rooted in
the textual qualities of literary space and time, translates brilliantly into what de Lauretis calls the
“audio-visuality of the cinema.” The spatio-temporal qualities of cultural expression do not merely
facilitate narrative movement (as Heath’s work on “narrative space” insists). Rather, to read
literature or audio-visual media through the chronotope is to suggest that spatial and temporal

relations are constitutive of the work of representation.

It is precisely the chronotope that provides the ground essential for the
showing-forth, the representability of events. And this is so thanks
precisely to the special increase in density and concreteness of time
markers — the time of human life, of historical time — that occurs within
well-delineated spatial areas. It is this that makes it possible to structure
a representation of events in the chronotope (around the chronotope)...
Thus the chronotope, functioning as the primary means for materializing
time in space, emerges as a center for concretizing representation, as a
force giving body to the entire novel. (Bakhtin 1981, 250)

Implicit here is the fantastically, dramatically contested and complex nature of these
chronotopic sites. In Deleuzian terms, historically, culturally, and generically articulated, these
micro-chronotopes are sedimented with affective qualities, and with the territorialising work of
difference. Within the costume drama, these chronotopes operate through both gender and
genre: the profoundly gendered spaces of the boudoir, the kitchen, the entranceway.5 To extend
Doane’s suggestive “topography of spaces,” the contemporary cycle of costume drama presents
an intriguing array of recurring spatio-temporal sites and situations, from the parlour sites of witty

repartée to the rolling countryside which presents an inviting place for a romantic walk.

5 Clearly, these spaces are articulated generically, as there is an important distinction to be made between
the role of the window-as-interface in the horror genre and in melodrama.
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Interiors, Exteriors, and the Hydraulic Economy

Iin this chapter, | read the Austen cycle using my own adaptations of Bakhtin's
chronotope. This preliminary topography of the Austen cycle will help iay out some spatial
commonalities amongst the costume drama cycle, providing a mental picture to build from in
subsequent chapters. The aesthetic coherence of these texts (both feature films and made-for-tv
movies) is a testament to Austen’s strong authorial voice — and to the dense British stylistic
traditions of period drama and costume drama. To differentiate between these two terms, “period
drama” could be seen to encompass the general body of audio-visual texts set in historical
“periods.” “Costume drama” suggests a particular instance of period drama, a sub-genre
digressing slightly or greatly from the demands of realism, delving variably into the realms of
delight in play with costumes, fantastical settings, romance and melodrama. Within different
affective, stylistic, and political shadings, the distinctive chronotopic moments of the cycle share
an interest in “costume” (and attendant pleasures of disguise, fancy-dress, the gendered
bourgeois body) — and “drama” (the play of romance, affectivity, desire and disappointment).

In relation to the rest of the corpus, the Austen texts represent a “dominant” narrative
tradition in adaptation which ranges across television mini-series, first-run features, and made-for-
tv movies. What | call the “Austen cycle” might in fact be seen as a sub-cycle of the broader
corpus, an intertextually dense grouping of texts with a strong industrial and aesthetic coherence.
Organised around the ongoing adaptation of Jane Austen’s early nineteenth-century novels,
these works might be seen to stand in for a certain dominant “nostalgic” version of an English
cultural and historical past both in the U.K. and abroad.5 As Clare Monk (1995) argues of the

Merchant-ivory cycle, the Austen adaptations function as “gendered texts” through their core

6 within Film and Television Studies in the U.K., this tradition has been framed by a debate around “heritage
cinema.” Notably, Higson (1993) lambasts the Merchant-Ivory films as well as texts like Chariots of Fire
(1981), Another Country (1984), A Passage to India (1985) and so on as mobilising an ideological, nostalgic
Thatcherite version of the British (usually, in fact, English) “national past.” While Higson's argument focuses
on these films of the 1980s, the Austen adaptations fit comfortably into this established realist tradition of
British historical filmmaking and television drama.
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feminine protagonists, the domestic, romantic sites and situations depicted — and more generally
through Austen’s iconic status as a feminine and feminist novelist.

The Austen cycle in question here includes the British made-for-television movies and
television serials Persuasion, Pride and Prejudice, and Jane Austen’s Emma, and Hollywood
wide-screen releases Sense and Sensibility, and Emma.” In spite of the blend of televisual and
cinematic texts at work here, | treat this cycle as an aesthetically coherent body that mobilises
many of the spatial and narrative features of the “classic narrative cinema” which has become the
object of critique for film theorists like Heath and Mulvey. While the television serial form® differs
somewhat in narrative structure from that of a feature film, the chronotopic forms are remakably
consistent across the cycle. This established cultural and audio-visual tradition makes a pertinent
spatial and cultural centrepiece from which to consider the rest of the corpus — particularly avant-
garde works like Orlando and Daughters of the Dust which play off this familiar imperial, pastoral,
and gendered “structure of feeling."®

The literary roots of Bakhtin's thought match the chronotope well to the analysis of literary
adaptations. However, | have made certain modifications in my borrowing of this concept. First,
Bakhtin explicitly links the chronotope to genre and the spatio-temporal operations of genre,
which Doane in turn correlates with gender. However, adapting Bakhtin's open concept, | use
chronotope not as a means of delineating genre, but more precisely to identify certain recurring

tropes within costume drama. The second qualifier | would make in the translation from Bakhtin's

7 Douglas McGrath’s Emma may be the single text that does not “fit” this coherent narrative and spatial
vision, with its atypical, more Hollywood-driven casting of American Gwynneth Paltrow as Emma and
digressions into surreal image-space. For this reason, this text figures less prominently than the other fourin
the following chronotopic analysis. Produced within a North American context, this production differs from
the more established British period tradition, and also from Ang Lee’s Sense and Sensibility. The spatial,
stylistic sense of McGrath’s film is decidedly more postmodem, slightly allegorical in the sense that the
flattened interiors and exteriors are rendered much more like tableaux (like Orlando) than according to the
theatrical, dramatic depth model of classic narrative cinema.

8 For an analysis of the formal temporal qualities of television serials, see Caughie (1991).

9 Raymond Williams, of course, coined the term “structure of feeling.” Eschewing the more commonsense,
“private” term of “experience,” Williams describes the structure of feeling as follows: “We are defining these
elements as a ‘structure’: as a set, with specific internal relations, at once interlocking and in tension, yet we
are also defining a social experience that is still in process, often ideas not yet recognised as social but akin
to be private, idiosyncratic and even isolating.” (cited in Sawchuk 1995, 7-8) Williams's processual, at once
“private” and “social” account of the imbrication of people's lives with power relations and affective structures
speaks eloquently to my project here.
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literary realm to my own audio-visual corpus involves the problem of temporality. In this chapter, |
will focus primarily on the spatial qualities of costume drama, leaving a more detailed chronotopic
discussion of temporality, movement, and narrative for Chapter Four.

The following chronotopic analysis works from the basic spatial differentiation of interiors
and exteriors within scriptwriting: The standard forms “INT” or “EXT” designate the fundamental
practical distinction of inside or outside location of the shot or scene. In this initial analysis, |
deploy the tension between interiors and exteriors as a starting point for what | describe as a
“hydraulic economy”19 which functions in part through the contraction and extension of space
within the shot and through montage. The notion of the hydraulic economy derives in part from
Elsaesser's analysis of melodrama with which | began this chapter. For this author, melodramatic
mise-en-scéne externalises the inexpressable claustrophobia of the characters through the
“sublimation of dramatic conflict into decor, colour, gesture and composition of frame, which in the
best melodramas is perfectly thematised in terms of the characters’ emotional predicaments.” (52)
This analysis suggests a disjuncture between the narrative plane and the medium’s audio-visual
excess. For Elsaesser, the “unspeakable” hysteria and unhappiness produced by the constraints
of middie-class American life in the 1950s were externalised into expressive mise-en-scéne and
dramatic musical scores. He describes the social and dramatic pressures of bourgeois life
erupting in the liminal zone of visual image and emotional release.

In a resonant argument, Richard Dyer (1992) highlights the “release” of dance numbers
in the musical in relation to the audience's sense of mundane, everyday space. This argument,

re-articulated in terms of racialised cinematic space in his later work on “whiteness,” speaks

10 The notion of the “hydraulic economy” is borrowed from Deleuze and Guattari. In their “Treatise on
Nomadology ~ The War Machine,” these authors state that “the hydraulic model of nomad science... consists
in being distributed by turbulence across a smooth space, in producing a movement that holds space and
simuitaneously affects all of its points, instead of being held by space in a local movement from one
specified point to another.” (1987, 363) The strangeness of the terminology aside, Deleuze and Guattari's
work, as | understand it, evokes an understanding of matter based not on solids and stasis, but on
movement, fluidity, becoming. Not a closed system of mechanical causality, the hydraulic model implies an
open, radically exterior system affecting all elements simultaneocusly. Slyly juxtaposed with the commanly
psychoanalytic film studies scholarship on melodrama, | use the hydraulic economy as a hybrid term
between Deleuze and Guattari's radical exteriority, and the depth modei of interiority and expression evoked
by Elsaesser, Doane, and others.
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poignantly to Elsaesser’s description of the dramatic and visual “pressure” exerted on the
characters of melodrama through mise-en-scéne. Elsaesser’s description of the melodrama as an
audio-visual genre coupled with Dyer’s kinetic economy of social constraint and release provide a
distinctive and rich theoretical base from which to consider contemporary costume drama. The
present cycle of films shares the melodrama’s preoccupation with the realms of feeling and
romance in a “compressed” social context. Within the formal and social limits of politesse and
attenuated gesture, what cannot be expressed in words is often displaced either into mise-en-
scéne and/or a dramatic use of music (and occasionally dance numbers) in the soundtrack.
Although not framed explicitly around the problematic of gender, Elsaesser’s account of
the social pressures evoked by melodrama speaks directly to my own project of figuring costume
drama through the lens of (gendered) space, movement, and constraint. As discussed in Chapter
One, Doane articulates generic spatio-temporal codes with gendered address. In contradistinction
to the bold narrative strokes of conflict and action typical of the Western, costume drama, like the
melodrama, expresses the interior lives of its characters. These gendered texts specialise in the
symbolic spaces of a closed, cluttered, sometimes claustrophobic world. Within these careful,

china shop spaces, the range of action is limited, the characters acted upon.
The social pressures are such, the frames of respectability so sharply
defined that the range of “strong” actions is limited. The tellingly impotent
gesture, the social gaffe, the hysterical outburst replaces any more
directly liberating or self-annihilating action, and the cathartic violence of
a shoot-out or a chase becomes an inner violence, often one which the
characters turn against themselves. The dramatic configuration, the

pattern of the plot makes them, regardless of attempts to break free,
constantly look inwards, at each other and themselves. (Elsaesser, 56)

Like the melodrama, the costume drama commonly evokes interior spaces, subtle gestures, and
attenuated action. Elsaesser’s twin workings of cramped space and the sudden dramatic use of
emotional effects in music as part of the melodrama’s exploration of social and emotional
pressures may be extended to consider the “hydraulic economy” of interior and exterior space

and chronotope in the Austen adaptations.
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The Woman at the Window: Chronotoping Austen

In this light, | might describe a recurrent spatial play in the Austen adaptations between
the more formal, cluttered, and mannered treatments of interior space (dense dialogue and
human interaction) and outside sequences (country walks, picnics, coach rides, expansive
orchestral scores) as offering an audio-visual release. Of course, in keeping with the broader
argument of this dissertation, this hydraulic chronotopic economy is profoundly gendered, at least
within a particular historical class formation. Anne Eiliot, the heroine of Persuasion, says it best,
when she describes the devotion of the “weaker sex” to the men who come and go from their

lives.

We do not forget you as soon as you forget us. We cannot help
ourselves. We live at home, quiet, confined, and our feelings prey on us.
You always have business of some sort or another to take you back into
the world.

Jane Austen's characters derive from the landed gentry of early nineteenth-century
southern England whose lives of relative ease and comfort unfold in the duty-bound interiors of
the country estate and the landscaped gardens that surround them. In their audio-visual
incarnations, Austen’s stories linger in the precise details of interior and exterior decoration and
the subtleties of conversational dexterity. The “situations” of Austen's heroines (invariably her
plots are built around strong central female characters), the Misses Dashwood and Bennet, Anne
Elliot, Emma Woodhouse, exemplify one paradoxical historical feminine experience. Equipped
with relative wealth and privilege, correct social graces and good education, these women's
horizons are constrained to the house and garden. Banned by good manners from any “useful”
occupation and even of inheriting their own fortune, their time (and the film time) transpires in
polite conversation, and, most importantly, in matchmaking and romance. The men who travel
between these country villages and “business” concerns in London offer the only destination for
our heroines. The paradox of so much intelligence spent on such minutiae makes for the charm
and the claustrophobia of the Austen adaptations.

Perhaps the image that best expresses this paradoxical position of comfort and constraint

is the image of the woman at the window. This recurring image condenses the costume drama’s
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spatial and temporal “structures of feeling” of waiting, of longing — and also the self-conscious,
framed and reframed beauty of the moment. For example, consider one sequence in Sense and
Sensibility where Elinor Dashwood (Emma Thompson) sits at a writing desk facing the window.
The muted golden English sunlight streams in through the thick period glass, illuminating her face
in a soft glow; her startlingly blue eyes exactly match her simple dark blue dress with its modest
gauzy white veil over the bosom. Meanwhile, through the window (a pre-framed vignette set in the
green landscaped and lush garden) the younger Dashwood sister Mary comes into view with
Edward Ferrars (who is just becoming Elinor's love interest) in tow. Holding long sticks, they
pantomime a fencing match, and Ferrars demonstrates the “lunge” for the precocious Mary, who
promptly guts him when he's not prepared. Elinor glances up to watch them, smiles fondly as
witness, and turns back to the task at hand.

A scene that establishes Elinor's and Edward's respectives characters, this sketch may
be used to indicate the importance of stylised qualities of interior and exterior space at work in the
costume drama. Elinor, the responsible older sister, sits demurely inside, attending to the tasks at
hand for the small family living in genteel poverty. Nonetheless, she often hovers by the window,
hoping for Edward’s arrival. Hers is the role of waiting, the good-natured, understanding waiting of
the “good sister.” Her younger sister, Marianne, the temperamental “sensibility” of the dyad, is
less inclined to wait. She ventures out unwisely into the dangerous open ground of demonstrative
courtship. Ultimately, events return Marianne to the “proper” confines of femininity, of interior
waitings, or approved, chaperoned “outings.”

Sense and Sensibility's male characters, on the other hand, true to de Lauretis’'s
gendered economy of stasis and movement, tend to come and go, moving freely through the
countryside. It is fitting, somehow, that Elinor watches her beau through a window, even as he is
first glimpsed thundering on horseback across country toward the Dashwood home. Similarly,
Willoughby arrives heroically on horseback to rescue Marianne in a rainstorm after she has
sprained an ankle. Colonel Brandon, for his part, is a “man of the world” who has served in the

colonies, and who, like the other men, is regularly called off to London, or to other properties, to
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attend to his manly “business.” This thumbnail sketch highlights general trends in Austen’s gender
roles — the woman at the window, the man on horseback. Keeping in mind this preliminary image
of gendered constraint and movement, in the following analysis | will undertake a more complete
exploration of the play of spaces within Austen. In the process, | highlight in a preliminary manner
some interlocking spatial blockings of gendered, class, and colonial power at work within these

texts.

The Provincial Novel and the Knowable Community

The Austen novels take place within an early nineteenth-century southern England
pastoral, “idyllic” country or village setting. Austen writes in the early decades of the Industrial
Revolution, at a time when deep-seated changes in gender and class formations were unfolding
in the fabric of English country life. Set in the midst of rapid industrialisation and urbanisation,
Austen’s pastoral settings of country life exhibit a nostalgia for earlier pastoral times; this
hearkening back to imagined idyllic times recurs in the audio-visual lushness of 1990s period
drama. For Bakhtin, the idyllic chronotope features an organic unity of “folkloric” time, the binding
of daily and seasonal cycles with the events of human life; this form involves “an organic
fastening-down, a grafting of life and its events to a place, to a familiar territory with all its nooks
and crannies... This little pastoral world is limited and sufficient unto itself, not linked in any
intrinsic way with other places, with the rest of the world.” (225)

One specific type of idyliic chronotope, the “provincial town” (characterised in Bakhtin by
Dostoevsky, but comparable with Austen in a British context), features this cyclical, everyday
time: “Time here is without event and therefore almost seems to stand still. Here there are no
“meetings,” no “partings.” It is a viscous and sticky time that drags itself slowly through space.”
(248) This is a cloistered chronotope of comfort and security, what Williams calls a “knowable
community,” where Austen's characters lead lives within a limited spatial frame. Busy with picnhics,
petty intrigue, and the life of the heart, very rarely are their lives directly touched by worldly events

(such as the aftermath of the French Revolution, the Napoleonic wars, the Enclosure Acts, or
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colonial expansion). In crass terms, however, as Williams and Said argue, this leisured life
derived directly from the exploited labour and plundered lands and wealth of the working class
and colonised peoples. Thus, as | will argue in Chapter Three, part of the reterritorialising “work”
of Austen and in turn of contemporary adaptations of her novels, is to push these histories into
the background, or out of the frame altogether. As Williams writes so poignantly of the landed
literary protagonists living it up in the city:

What they brought with them, and what they came to promote, rested on
the brief and aching lives of the permanently cheated: the field labourers
whom we never by any chance see; the dispossessed and the evicted,;
all the men and women whose land and work paid their fares and
provided their spending money. (1973, 54)

While Bakhtin foregrounds the “common” peasant qualities of the idyllic chronotope, he
sharply notes a departure from this tradition in the the provincial town's later bourgeois “family
novel of generations™ “From the narrow feudal locale, the “unchanging natural surroundings” of
earlier forms, at best the idyllic unity of place [of the family novel] is limited to the ancestral family
town house, to the immovable part (the real estate) of capitalist property.” (232) Implicit in Bakhtin
are historical struggles over land ownership in the countryside and their relationship to European
literary treatments of space and time. Williams explores similar issues within the the rendering of
urban and rural space within the Biritish literary tradition. Echoing Bakhtin, Williams notes how the
provincial town of early nineteenth-century southern England offers pastoral settings explicitly set
apart from the commerce and mayhem of the city. Featured briefly but emphatically in Austen as
the site of high society (as her provincial characters timidly taste the snobbery, artifice, and crass
wealth of the city), urban spaces signify the vices of moderisation and industrialisation. The quiet
country town, in contrast, hearkens back to Bakhtin's ancient idyllic tradition, re-rendered within
Austen’s novels and their adaptations into an ideal of English country life.

As Williams peints out, this neo-pastoral ideal functions historically within English
literature since the seventeenth century as an escape, an innocent retreat from ambition,

disturbance, war, and later, the vicissitudes of industrialisation. An early exchange between Elinor
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Dashwood and Edward Ferrars in Sense and Sensibility perfectly describes the idyllic quality of

country life at the heart of Austen.

Edward: “All | want, all | have ever wanted, is the quiet of a private life.
But my mother is determined to see me distinguished...”

Elinor: “What do you wish for?”

Edward: “I've always preferred the Church. But that's not smart enough
for my mother. She prefers the army, but that's a great deal too smart for
me."

Elinor: “Would you stay in London?”

Edward: “I hate London. No peace. A country living is my ideal. A small
parish where | might do some good. Keep chickens, give very short
sermons.”

From the general chronotopic setting of the provincial town within the surrounding
“pastoral” countryside, | can distinguish a number of what | call “micro-chronotopes” that suggest
precise narrative situations within the broader chronotopic context. Bakhtin does not distinguish in
register of generality, using the term “chronotope” to describe everything from aesthetic genres or
settings (“the pastoral”), to narrative structure (“the journey”) to fairly specific narrative situations
and scenarios (“the parlour”). For the sake of precision, | find it helpful to distinguish between
general settings and overarching structures (“chronotopes”) and the particular settings and
moments that unfold within them (*micro-chronotopes”).

The good Edward (one of Austen’s ideal males) introduces the significant micro-
chronotope of the country church in Austen — a kind of moral centre for the ethical considerations
of correct comportment which preoccupy these novels. Nested in the countryside, the church
offers a sacred confirmation of a “natural order” which emanates from the land, an historically
specific system of ownership, the country estate. In explicit contrast to the excesses of urban life
and industrialisation, the normative civilising power of this feudal structure rests in the moderate,
wise hands of the country gentleman who rules wisely and well. Mr. Darcy, Colonel Brandon and
John Knightiey embody this ethic in Austen. Williams attests that “the social order is seen as part
of a wider order: what is now sometimes called a natural order with metaphysical sanctions.” (29)
The rightful ownership and control of the natural bounty of the countryside is vested in the
gentieman who, now and then, spectacularly, shares the fruits of the land with his poorer vassals.

Thus, the sacred and economic sanction of the wedding which spills out of the quiet country
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church and into the countryside. In this vein, the micro-chronotope of the wedding feast (the
continuation of the line, the blessings of the people on their lord) marks the joyous, triumphant
ending of Sense and Sensibility and Pride and Prejudice with their double weddings, and Emma’s
huge party at Donwell Abbey.

Within this neo-pastoral setting, Austen’s focus on face-to-face relationships and moral

conduct takes place within what Williams calls a “knowable community” of landed gentry.

It is outstandingly face-to-face; its crises, physically and spiritually, are in
just these terms: a look, a gesture, a stare, a confrontation; and behind
these, all the time, the novelist is watching, observing, physically
recording and reflecting. That is the whole stance — the grammar of her
morality. Yet while it is a community wholly known, within the essential
terms of the novel, it is an actual community very precisely selective.
Neighbours, in Jane Austen, are not the people actually living nearby;
they are the people living a little less nearby who, in social recognition,
can be visited. (166)

The micro-chronotope of the visit explores these intricate class relations of the provincial town.
Part of the moral correctness of Austen's heroines involves charitable outings to their ailing or
less-well-off neighbours. On an insincere mission of mercy, Emma Woodhouse grudgingly visits
Miss Bates and her deaf mother who have lost their money and position; Anne Elliot more
graciously visits the ailing Miss Smith in Bath. in addition, Austen’s main characters will often visit
the homes of more proletarian folk (like the salt-of-the-earth farmer Robert Martin in Emma, or the
Hartvilles of Lyme in Persuasion). Visits to impoverished and wealthy neighbours and relations
explore the complex class relations of the day. Where the most élite circles, as figured through
their elaborate but artificial manners, are seen to be pretentious and stuffy, the plain country folk’s
modest sitting rooms and wholesome kitchens are looked upon approvingly. Themselves a
vanguard for the emergent middle class, Austen's heroes and heroines benefit from a less
snobbish attitude toward these working classes.

The “doubling” qualities of these two latter micro-chronotopes of the church (the sacred)
and the visit {class relations and community) pinpoint Austen’s characteristic ironic sensibility.
The deep-seated cultural roots of these sites are mobilised, yet the romanticism of the pastoral

and of the sacred are attenuated through a light ironic touch. In the case of the church, the pastor
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often appears self-important and insincere (Emma's Mr. Elton, and the bumbling and ridiculous
Mr. Collins of Pride and Prejudice). The merciful visits of Austen’s heroines gain a doubled
nuance, as evidenced within Emma Woodhouse’s insincerity and impatience with Miss Bates and
her mother. Austen’s lightly ironic sensibility, a slight distancing from the full romantic implications
of the chronotopes distinguishes the author’s characteristic voice, which is preserved in the

adaptations.

Exteriors: Great Houses, Gardens, and Country Walks

Williams's most apt discussion of the “knowable community” as the general social milieu
for Austen’s novels can be productively further broken down into different zones of action that are
implied in the novels and “dramatised” in the spatial plotting of the adaptations. Carefully
selected!! and periodised settings of the Austen adaptations and within much of the corpus
centre significantly around one country estate: Emma’s Hartfield or Persuasion’s Kellynch-hall.
These “Great Houses” are frequently pictured from the outside with their impressive, landscaped
grounds, in establishing shots reminiscent of eighteenth- and nineteenth-century paintings. These
houses are connected to and apart from the town proper. For instance, in Emma, Austen
describes Highbury as “the large and populous village almost amounting to a town, to which
Hartfield [Emma’s home], in spite of its separate lawns and shrubberies and name, did really
belong.” (39) The Great Houses contrast interestingly with the more simple abodes of Sense and
Sensibility and Pride and Prejudice. In Sense and Sensibility, for instance, when the Dashwoods
are demoted to genteel poverty they take up residence in Barton Cottage, an adjunct to Barton
Park. In spite of ongoing snobbish put-downs by the Ferrars about how “charming” a cottage can
be, Barton Cottage figures as a remarkably homey space. Unlike the stifling oil paintings and
heavy furnishings imbued with the weight of patriarchal history of the Dashwood family seat, the

cottage is clean, bare, free of clutter, full of windows streaming with sunshine. The front door

11 For instance, see a precise and loving account of the “finding” and transformation of Austen’s Highbury of
the A&E version of Emma in Birtwistle and Conklin (1996) “Finding Highbury” and so on (27-45).
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always stands open to welcome visitors, and there is here an idealised porousness between the
cottage interior and the lovely Devonshire countryside.

The chronotope of the “Great House” figures symbolically across much of the corpus as
the “family seat” at the familial, romantic, and economic nexus of feminist retrospective histories
which foreground sexist laws of land ownership and inheritance — and a range of statements
about romance, class mobility, and delight in the trappings of luxurious imagined pasts. Austen’s
characteristic light ironic ambivalence treats the Great House variably as home (Emma), the place
of desire for aspiring middle-class girls of a marriageable age (Sense and Sensibility, Pride and
Prejudice), and/or as the seat of rotting, corrupt, greedy aristocratic power relations (Persuasion).
Focused around the film site of the Great House, these gender and class tensions around
ownership and entitiement recur in the more avant-garde, “critical” texts Angels and Insects and
Oriando.

If the provincial town with its semi-detached country estate sets the stage for the general
chronotope, the Great House may in turn be subdivided into micro-chronotopes. The characters’
comings and goings are routed through the main entrance of these houses, against the
impressive backdrop of the house, complete with servants standing at attention. Not merely a
static site, the front entranceway may be read dynamically as a narrative threshold. For Bakhtin,
the threshold is “highly charged with emotion and value...whose fundamental instance is as the
chronotope of crisis and break in a life.” (248) Within a cycle of films primarily grounded in local
country settings, organised around the viewpoint of female characters who are both actually and
metaphorically “house-bound,” the threshold, the place where arrivals and departures occur, is a
focal place.

Against the sleepy old maids’ existence, for example, of the Misses Dashwood (Sense
and Sensibility), the arrival of suitors Edward Ferrars and John Willoughby are highly anticipated
events. As | will suggest below, if the window represents another threshold — the transparent
barrier between inside and outside from which the women watch for their beaux - the doorway

represents the actual physical arrival, the crossing from the roughly gendered “male” exterior
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space into the “female” enclave of the home. imagining the cycle in spatial terms, the threshold,
whether window or door, forms a “hinge” in the hydraulic economy between interiors and
exteriors. (Throughout this dissertation, particularly through the figure of the woman at the
window, and in the tension between interiors and exteriors, | explore the recurring significance of
thresholds across the cycle (doors, windows, mirrors); these micro-chronotopes themselves may
be read as key markers in different types of film theory, notably Lacan’s “mirror stage.”)'2
Meanwhile, just outside, gardens and grounds offer scenic, pruned settings for country
walks, picnics, and secluded conversations. While there is no precise boundary between
“grounds” and the countryside surrounding, the grounds mark an intermediary space of
landscaped, formal gardens, and stables (domesticated nature), in contrast with the “natural”
settings of picnics and country walks. The country walk recurs throughout Austen as a convenient
excuse for informal, intimate, and private conversation away from the prying eyes and ears of the
village and estate. This trope presents the possibility for gossip and exchange between friends
(girlish confidences, as in Emma) and the chance for courtship. (Within the romantic tradition,
Williams notes the transposition of “the hyperbole of feeling” associated with courtly romance into
the neo-pastoral country walk.) Interestingly enough, the country walk and the treatment -of
countryside as offering social safety and privacy disrupt the broad binary of “private” interior
space and “public” exterior space: The characters must go outside in order to be alone with their
thoughts (in nature). The most striking example of the retrospective “constitutional” value of the
country walk occurs across the mini-series Pride and Prejudice. Each of this series’ six episodes
begins with heroine Elizabeth Bennet on a stroll through the pleasant countryside. This revisionist
blocking ambitiously projects its feminist protagonist outside the window into the inviting green

fields outside.'3 As | will discuss in Chapter Three, certain of these country walks present

12 For a fascinating Lacanian psychoanalytic account of the complexities of gaze, door frames and window
frames in Fassbinder’s films, see Silverman (1989).

13 Fuller (1996) notes the “robust modemism” of this version of Pride and Prejudice in contradistinction to
the 1980 version which was scripted by Fay Weldon. In his article about Emma Thompson’s Oscar-winning
script for Sense and Sensibility, Fuller emphasizes the importance of the scriptwriter in the adaptation
process. On this note and in terms of the stylistic/authorial coherence and intertextuality of the 1990s Austen
adaptations, scriptwriter Andrew Davies must be mentioned as the writer of both Pride and Prejudice and
Jane Austen’s Emma.
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thematic and stylistic departures from the more cloying interiors of traditional adaptation, and may
be read as an audio-visual bursting forth — at times, a feminist retrospective projection of the
female body into physical movement, out into the “natural” world of knowledge and land tenure.

Besides these private walks, Austen novels commonly include group expeditions (notably
the painful “long walk” in Persuasion), and picnics — a micro-chronotope that transiates admirably
into the 1990s lush wide-screen audio-visual experience. Drawing from the ancient tradition of
Dionysis, the feast, Bakhtin’s agricultural idyll of plenty “creates a...common bond between the
phenomena of nature and the events of human life.” (227) For Williams, within the English literary
tradition, the pastoral “ethic of plenty” revolves around the feast and the dining table: “a willing
and happy ethic of consuming.” (30)14 As opposed to a more structured “inside” dinner table, the
picnic offers a slightly more spontaneous common event (one that is therefore, possibly socially
disruptive, as in Emma’s cutting comments to Miss Bates at Box Hill), which can easily include all
of the major characters. Figuring increasingly in contemporary period drama from Much Ado
About Nothing (1993) to Merchant-Ivory, much more than mere backdrops for narrative situations
and dialogue, these lush exteriors constitute an important part of the “structure of feeling” — the
retrospective “pastorai” appeal of period drama for contemporary audiences.

While the picnic and the country walk represent a meandering spatial and temporal
experience of a leisured class, the micro-chronotope of the road, implying a set destination,
punctuates the normally localised events of Austen’s country gentry. In these adaptations, such
moments of passage (for Bakhtin, narrative functions essentially through segmentation and
passage), the road figures regularly as an in-between space, a respite from the densities of the
social interactions at the various houses. Framed in fong shot, the coach or open carriage is

silhouetted on the “high road” in an empty yet picturesque countryside, seemingly existing only as

14 williams argues that the feast, the celebration of plenty within the neo-pastoral tradition, becomes
increasingly premised on the erasure of the agricultural labour that produced it. Thus, there is a slippery
slope from the celebration of the fruits of the land to a grotesque gluttony. Angels and Insects’ extraordinary
picnic full of strawberries and cream takes this tradition, absolutely elegant in Austen, over the top into a
bizarre experience of greed — all to be spoiled by the ants. | will return to this film in Chapter Three. Further
on the tapic of picnics, see Chapter Five's discussion of hands, food preparation, and community in
Daughters of the Dust.
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a pleasing backdrop to this journey. During these sequences, the orchestral score comes up,
giving the viewer audio-visual breathing space. These brief structuring journeys of passage
(between houses or country villages, or between the “knowable community” and the city), like the
country walk, also offer opportunities for intimate or uncomfortable exchanges at close quarters:
trysts and commentary on other characters not present. For instance, in Emma, Mr. Eiton
engineers a coach ride alone with Emma to declare his love. In this case, the closeness of the
quarters makes for an awkward situation, as Emma does not return his feelings. In Persuasion,
Captain Wentworth exclaims his pent-up feelings for Anne Elliot over the sleeping head of
Henrietta Musgrove during a carriage ride. Intercut with (brief) shots of the wide-open
countryside, these carriage rides may often extend (and even aggravate) the compression and
claustrophobia of the genre's mannered interiors.

Writing about the chronotope of the road as related to the general narrative function of
the encounter, Bakhtin notes that “on the road (“the high road”), the spatial and temporal paths of
the most varied people ~ representatives of all social classes, estates, religions, nationalities,
ages — intersect at one spatial and temporal point.” The chronotope of the road, then, entails the
elements of chance meetings and “the collapse of social distances.” (243) Insofar as Bakhtin's
work notes regularities across different cultural traditions, what is striking about Austen’s roads is
their emptiness. Sites neither of opportunity nor of danger (often women travelling in the
countryside are seen to be at peril), these roads traverse socially emptied, prettified “natural”
settings of eternal spring and fair weather, unmarred by the presence of wild beasts, bad weather,
or especially other social classes.!®> An exceptional event illuminates the rule in Emma when
Harriet Smith and Miss Otway are accosted by a band of ragged gypsy women and children.16 [iI-

equipped to fight off these “little grubby hands,” Miss Otway almost immediately turns an ankle,

15 | will return to the question of this “transparent” picturesque landscape of the romantic painting tradition in
more detail in Chapter Three. It is interesting to contrast Austen’s “natural” settings (pleasing open fields, the
gountry road leading the eye to the horizon) with the gothic threatening woods and brooding moors of the
rontés.
16 Notable as an exception to the ethnic homogeneity of Austen’s world, the gypsies function merely as a
plot point of brief unknown threat, soon forgotten. Like the working class walk-on characters discussed in
Chapter Three, the gypsies pose merely a brief digression in the ordered, elegant narrative trajectory of the
protagonists through “their” countryside.
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leaving the ladies to be rescued by the dubiously gallant Frank Churchill.17 Similar to Marianne
Dashwood's ankle-turning episode in the rainstorm, where she is saved by the dashing
Willoughby (and later saved again, from herself, by the slightly less dashing Colonel Brandon),
these adverse events in the countryside do not contradict the eminent, well-established
homogeneity and safety of Austen's “knowable community” (the village and the space

surrounding it).

Interior Spaces: Confinement and Repartée

From about the 1770s came a change in the interior layout of the large
country house... Increasingly the comfort, enjoyment and privacy of the
family became paramount... Indeed Jane Austen’s lifetime witnessed a
feminization of the home in spirit as well as visual detail. From being a
rather masculine area of pomp and display, in which women’s concerns
had little place, it became the setting for cosy domesticity where men
might look to women for their soothing and civilising influence. (Maggie
Lane, Jane Austen's World, 1996, 106)

In keeping with the hydraulic economy introduced above, | note a general (if never
absolute) tension in this cycle between the pleasing, pastoral countryside and its cramped, more
audio-visually dense interiors. Interior spaces in the Austen adaptations are characteristically
rendered replete with tasteful nineteenth-century furnishings, heavy oil paintings, expensive
ornaments. Part of the precise “period” detail which lends weight to the adaptation’s aura of
“realism,” such staging evokes a sumptuous scene of a longed-for experience of gracious
nineteenth-century living, surely one of the great selling points of historical film — the precise
match between the blue of the china cup, the wall, and Emma Thompson’s eyes. Yet at times,
this panoply of detail, can create a sense of claustrophobia — in this case, the weight of history,
oppressive patriarchal laws of inheritance, especially the strict codes of proper comportment
which Austen at once problematises and upholds. In the adaptations, this lovely miniature world

of grace, beauty, and social constraint transpires through the subtle densities of dialogue,

gesture, glance. These “interior” worlds may be roughly juxtaposed with the more open and

17 See Birtwistle and Conklin (1996, 128-129).
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spontaneous interactions in the outdoors (although of course these boundaries are fluid, as the
mannered dialogue often continues apace outdoors, even if the film language opens up).

In a preliminary rough sketch, we can situate all this detail within the walls of the major
“homes” that house much of the drama in Austen. Within Western cultural traditions, home and
hearth are associated with the feminine, although in Austen they are pointedly “owned” by men. In
this sense, the home may be seen as a place of refuge and safety — or alternately, as a place of
confinement. This is the tension amongst the Austen adaptations, and across the cycle as a
whole which | explore below through the ambiguous image of the woman at the window: She is at
once resplendent and comfortable, perfectly framed in safey, and a prisoner in someone else’s
home, forever doomed to await the arrival of her suitor in order for her life to proceed. For Gaston
Bachelard, the phenomenological significance of the house is seized through the primary function
of inhabiting, the cherishing of “our corner of the world™: “All really inhabited space bears the
essence of the notion of a home: in the most interminable of dialectics, the sheltered being gives
perceptible limits to his shelter.” (1969, 5) From this premise (the house as a kind of primordial
womb), Bachelard undertakes a “topoanalysis” which charts the phenomenological significance of
different nooks and crannies within the space of the home — an account reminiscent of Doane’s “a
topography of spaces.” Such approaches are evocative in my topographical charting of micro-
chronotopes in Austen’s interiors.

If the road is the place of encounter within many ancient cultural forms, Bakhtin notes the
appearance of the space of parlours and salons in Stendhal and Balzac as a distinct site of
encounter first appearing in European literature. “From a narrative and compositional point of
view, this is the place where encounters occur (no longer emphasizing their specifically random
nature as did meetings “on the road” or “in an alien world"). In salons and parlors the webs of
intrigue are spun, denouements occur and finally — this is where dialogues happen, something
that acquires extraordinary importance in the novel, revealing the character, “‘ideas” and
“passions” of the heroes.” (246) Whereas few encounters with characters outside of Austen’s

selective knowable community occur on the road, the drawing room hosts the core of the
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narrative “action,” which transpires significantly as dialogue. The drawing room (or alternately the
library or the parlour) is the most public room of the great houses, offering a comfortable and
presentable space in which to receive visitors.'8

A few more remarks are in order about the audio-visual blocking and orchestration
(Elsaesser's term) of the intricate network of dialogue, gestures, glances, and silences that make
up this genre. The micro-chronotope of the drawing room may involve key private conversations
between two or three particular protagonists (for example, Emma, Mr. Woodhouse and Knightley
commonly speak together in a comfortable setting in front of the fire). In more extended parties
(tea, evening visits), in order to make the scene work the filmmakers must play carefully between
general conversation and subtle, semi-private “asides” or commentaries on other characters
present. In Emma, Emma and Frank Churchill constantly engage in gossip of this kind, especially
about Jane Fairfax, who turns out to be Frank’s secret love. These confidences are framed in
close two-shots, often with the two characters sitting in a love-seat. In Sense and Sensibility, Lucy
Steel quietly announces to Elinor her secret engagement to Edward on a rainy afternoon of
sewing and card-playing at Barton Park under the watchful eye of Mrs. Jennings. The constant
surveillance of other characters creates an intense pressure for Elinor, or in this case, to hide her
feelings — and this suppression of feeling amidst a ruthlessly attentive crowd forms a vital
component of the hydraulic economy at work here. Interior spaces in Austen are constantly
patrolled (“the walls have ears”).

One precise extension of the drawing room sequence is the micro-chronotope of the
music recital, an (in)formal pianoforte concert where the (usually female) protagonists can display
their instrumental and vocal skills. Within the extremely constrained, mannered, spatially and
socially cluttered structure of feeling of the costume drama (and Austen in particular), the recital

offers a socially sanctioned opportunity for the characters to express their deepest (and often

18 The spatial function of the drawing room as a place of encounter and exchange may be taken by other
rooms, depending on the adaptation (and presumably the particular rooms at the disposal of the filmmakers).
For instance, in Persuasion, the library provides the key meeting point for different characters, whereas in
the Jane Austen's Emma the library is a slightly more private sanctum reserved for the family.
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hidden) feelings. Particular characters are designated as the “romantics” who express the
powerfully restrained (and for that reason, very compelling) emotions which lie just under the
surface of these films — feelings and yearnings that cannot be expressed within the rigid confines
of social decorum. These characters include Marianne Dashwood (Sense and Sensibility),
Emma's Jane Fairfax, and Anne Elliot, the heroine of Persuasion. As | will elaborate in Chapter
Five, music (condensed into the image-movement of the woman at the piano) offers a release
from the dense dialogue that characterises the genre. At the same time, in keeping with the
spatial/narrative hydraulic economy, the formality of the recital heightens the tension between
social decorum of dialogue and physical composure, and the intensity of feeling and longing
expressed in the music. In Persuasion, for instance, Anne Elliot sits with her cousin and suitor Mr.
Elliot as Captain Wentworth (her true love) stands awkwardly on the sidelines; seeing his true
love with another man, the Captain stalks off, only to be intercepted by Anne, who begs him to
stay for the “beautiful love song” that foilows. Although the Captain defers, this scene marks the
first dramatic break in the star-crossed lovers’ composures, as they begin to recognise their
mutual affection.

This is the peculiar structure of feeling of Austen’'s romances, always profoundly
complicated by the niceties of social convention, opportunistic scheming, and the cultural and
class-based reticence of the characters. Dyer (1992) highlights the structural and emotive
importance of musical “numbers” as narrative breaks from the characters’ worldly dilemmas:
Through music and dance, the characters are able to momentarily step out of themselves and
express the utopian hope for a better existence. In the costume drama, music generally, and
these recitals in particular, offer a measured, attenuated mode of expression (quite distinct from
the carefree exuberance of Hollywood musicals). In contrast to the apparently more spontaneous
conversation and courtship prompted by the romantic countryside and country walks (commonly
punctuated with swelling orchestral scores, or carefree, festive ditties), these interior deployments
of diegetic music offer an aestheticised (and scrutinised) form of entertainment. Similarly, the

micro-chronotope of the ball, with its carefully orchestrated dance numbers (featured in Emma,
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Pride and Prejudice, and also across the corpus in Angels and Insects, Orlandd's ice waltz, and
Portrait of a Lady) offers a visually lush, formal site for coupling and the alternately painful and
playful intricate switching of partners of which Austen is so fond.

Another key interior micro-chronotope that foregrounds formalised conversation is the
dinner table or, slightly less formally, the luncheon. While the picnic offers a natural pastoral
setting for the feast, the dinner table presents a more formal, choreographed micro-chronotope of
plenty. In contrast with the picnic’s more spontaneous celebration of food and drink, the dinner
table is physically structured to emphasise power relations, with the patriarch at the head of the
table, the servants bustling behind (after bringing on the food, servants tend to miraculously
disappear at picnics). With its extravagant display of wealth, silverware, goblets, etc., the dinner
party emphasises the fortunes of the host — and in the process, marks the lesser fortunes of
certain guests. Finally, the dinner or luncheon provides a focused site of group discussion. For
instance, in Persuasion, the dinner at Uppercross highlights the theme of seafaring adventure as
Captain Wentworth and Sophie discuss whether or not women should be allowed at sea (a key
exchange which | will return to in Chapter Three).

This latter sequence well illustrates the profoundly chronotopic nature of adaptation, a
theme which | can only touch on here. This scene in question first gives us an insight into Captain
Wentworth's character, and brings issues of romantic attachments into the story’s recurring
tascination with seafaring and adventure. Austen's novel only briefly situates this exchange at a
dinner table, focusing primarily on the said and the unsaid and much interior monologue. In the
made-for-tv movie, in contrast, many of the reticences, pauses, and key exchanges are rendered
not through the incessant commentary of Austen's narrator or the characters’ interior monologue,
but through the nuance of light, gesture, glance. In the novel, these exchanges about the navy
and seafaring adventure take place over the course of an evening, in different rooms (rooms
alluded to but not detailed). The film/tv adaptation in turn condenses the key exchanges into the
micro-chronotopic situation of the dinner, dramatising a palpable early nineteenth-century

bourgeois fascination with sea travel, around the intimate table. Here, the director captures the
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circle of intent faces, the warm glow of candelabra in the centre that both divides and unites the
dinner guests around a common passionate center.

Behind the drawing room, ballroom, or dinner table so central to Austen’s settings (and
costume drama more generally), behind-the-scenes locations such as the kitchen figure only
occasionally. Elinor's visit to the kitchen to announce the Dashwoods’ departure from the family
seat in Sense and Sensibility stands out as a rare glimpse of the kitchen. In this scene, the
servants are all seated with their backs to the camera, providing an audience for Emma
Thompson. The fruits of the labours of the kitchen are appreciated in the elaborate feasts located
in the dining room. But in general, the servants do not have names, nor do they have a
represented “place” to work or to live; they appear in the background of drawing room
conversations and dinner, pouring tea and wine, and carrying things. Servants in period drama
generally do not talk, they bustle. They rub up against the protagonists in transitional spaces like
hallways and stairways — spaces shared by gentry and servants.19 In general, though, it is telling
to note the relative absence of the stock “upstairs downstairs” plot structure in Austen — a form
which explicitly foregrounds class relations. Brilliantly rendered in the Merchant-lvory production
Remains of the Day (1993), the absence of this explicitly spatialised narrative trope within this
cycle signals the relative invisibility of questions of class within the imagined histories — and the
relative invisibility of working class people within these films. The notable exception is the film
Moll Flanders, which chronicles the fortunes of a its dirt-poor, oppressed heroines. The Bronté
sisters’ heroines tend to occupy an inbetween position of genteel poverty, custodians of an
education which elevates them above mere “servant” status.

Recalling the careful blocking (and exclusion) of the working class in the outside shots,
servants within interior space similarly serve as asthetic props to frame the actions of Austen’s

protagonists. One or two examples might help explain what | mean by this. Within the narrative

18 Angels and Insects, a contemporary ironic take on this genre, brings into relief the position of the
servants, who, all clad alike like worker ants, hurry emphatically past Robert Adamson in the stairways. In
constantly returning to these transitional passages, the natrow back stairways, Angels and Insects brings the
labours of the servants into relief, through the eyes of the sympathetic middle class Robert and Matty
Crompton. | will return to Angels and Insects in greater detail in Chapter Three.
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ebb and flow of Austen'’s intrigues, smaller conversations and schemes build up to larger dramatic
wide-screen “events” like balls, dinners, weddings. As part of the build-up toward important
events (the Eliiots’ departure from Kellynch-hall; Emma’s wedding feast), the slower tempo of
dialogues and measured exchanges of characters gives way to a busyness of servants, a
speeding-up, a running to and fro (accompanied by quick, up-tempo music). In this sense, the
expert pouring of the tea (a gloved hand reaching into the screen) punctuates and facilitates the
tiny, pointed actions of Austen’s protagonists. On a slightly broader scale, within Bakhtin's
structure of segmentation and passage, the narrative segments (dinner, drawing-room chat, balls)
are ushered in on the uniformed coattails of servants: The camera follows the maid bearing the
tea tray up the stairs and into the sitting room.

Organised around a fluid and productive distinction between inside and outside, this
preliminary chronotopic analysis begins to touch on the subtleties of audio-visual space and
movement, spatial relations of foreground and background, inclusion and exclusion at work in the
costume drama. | take up these observations further, the charting of what | cail the “spatial
blockings of power,” the interlocking spaces and mobile trajectories of gender, class, and
imperialism, in Chapter Three. At this point, though, | will complete my chronotopic analysis of
interiors to further consider the gendered spatial implications in Austen, and in the cycle
generally: From the topography of interior and exterior places explored in the chronotopic
analysis, | wish to “frame in” once more, to a related discussion of “interiority” which correlates
eighteenth- and nineteenth-century domestic bourgeois spaces with discourses of privacy and the

rise of the novel.

Bedrooms, Confidences, Interiority: A Room of One’s Own?
Leading into a discussion of the question of gendered interiors and privacy, the final
micro-chronotope that | will discuss is the bedroom. This micro-chronotope has two major

manifestations in Austen: First, the sick bed dramatises the melodramatic function of illness within
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the genre, either related to issues of inheritance (at the outset of Sense and Sensibility) or as the
site of (female) extreme distress or hysteria seen as iliness (for example, Marianne Dashwood’s
breakdown, or Jane Bennet's timely iliness). Profoundly female and private, the bedroom also
offers an intimate setting for confidences amongst the ladies, particularly for the sisters’ private
discussions in Sense and Sensibility and Pride and Prejudice. In Austen and most of the texts of
the corpus (with the notable exceptions of Angels and Insects and The Piano), the bedroom is
notable for its absence as an explicitly sexually charged location. Sex, in Austen, is reserved for
after marriage (only after the end of the story). Instead, the bedroom houses female innocence,
all flounce and lace and whiteness and giggling as in Marianne and Elinor Dashwood's shared
bedroom. Men's bedrooms do not figure here in the same way. A site of confidences, the
bedroom also houses the mirror, the “dressing up” table — the construction of the public (pretty)
self; male characters, in contrast, arrive on horseback ready-made, already-pretty.

The dressing room might be seen as a female inner sanctum. The quality of privacy, of
feminine interiority implied by this reading of the bedroom may be extended as an affective spatial
ambience which runs through much of the corpus. Such “interior spaces,” corresponding to
certain social transformations in eighteenth-century Europe, have been read through the history
of the novel. Suggesting a complex interrelationship between the social, economic, and
architectural advent of bourgeois private spaces, the feminine “private” practices of reading, and a
certain type of subjectivity organised around the bounded individual psyche, this scholarship
proves intriguing for this project. Not only do many of the texts of my corpus derive from novels,
but as | will argue below and in Chapter Five, this “interior” structure of feeling — what Virginia
Woolf calls “a room of one’s own” — informs not only the spatial imaginary of my corpus, but aiso
of a certain type of feminist vision rooted in such an imagined nineteenth-century gendered
experience.

Drawing from lan Watt's seminal The Rise of the Novel, Margaret Morse (1991) notes the
association of the eighteenth century English realist novel with a significantly leisured female

readership. Increasingly located in the designated “feminine” private sphere, and concerned with
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leisure, literacy, privacy, and upward mobility by means of personal relationships, the emergent
cultural space of the novel corresponds to the ascendancy of individualism and interior
subjectivity. Austen’s novels are exemplary for their foregrounding of domestic, leisured space, a

conceptual separation from worldly matters of state.

A major feature of the novel...is its valuation both of the detailed
presentation of everyday life in all its particularity with “optical accuracy,”
and concern with the individual life in all its singularity against that
background... This preoccupation with realism, defined in this manner,
marks a change in values and patterns of awareness in English society,
distinguished first by a diminishment in scale from broad public concerns
to private life and personal relations, and then by valuation of the
autonomous individual as opposed to the social order and its hierarchy.
(159)

This passage evokes the myriad of “realist” detail at work in the Austen adaptations. it is
fascinating to trace this quality of leisured interiority here, as the essentially “private” refiective
experience of reading gets “adapted” into audio-visual form.20 The inner sanctum, the micro-
chronotope of the woman's bedroom, implicitly pushes the rather crass preliminary (gendered)
interior/exterior or public/private spatial disintinctions toward the problem of privacy and interiority.
If, in a general sense, the space of the home has been associated with women, in delineating the
“topography of spaces” within the cinematic mapping of Austen’s “Great Houses,” the space
becomes fragmented, fraught with an array of relations of difference. Although Austen’s universe
explicitly privileges the perspective of its (bourgeois) female protagonists and their romantic and
social intrigues, these dynamics are explicitly housed within a class-based and patriarchal system
of ownership and inheritance. Thus, while wornen work behind the scenes to match-make and to
consolidate power, the actual control of these precise spaces stuffed with expensive belongings is
ambiguous. For instance, while Emma Woodhouse stands at the core of the narrative action, her
father, Mr. Woodhouse, though doddering, remains the owner of Hartfield Hall. These implicit

power relations become much more complex with the politics of extended families and marriage.

20 since the “invention” of reading to oneself, the activity of reading has been a solitary one; on the other
hand, the consumption of audio-visual materials transpires in much more ambiguous settings, from the
public experience of wide-screen cinema-going, to smaller “cineplex” experiences, to the distinct family or
home contexts of broadcast or narrowcast tv and video. These questions, which may only be raised
rhetorically here due to space constraints, form an interesting framework from which to consider the
questions of adaptation, privacy, and the changing social spaces of cultural consumption.
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