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PREFACE

The crux for this research originally stemmed from sempiternal passion
for Movies since early childhood. As the currentrswivels around digital media,
the extensive influence that they have cast upon quotidian life is beyond
imagination. Among the various spheres of the digi#ra, Films have infused a
definite set of values and beliefs in our unconssipsyche. Consequently, this
submerged realm can subtly surface towards ouydagtife, within the social circle
in which all of us are embedded. The on screeresgmtations, especially women
manifestations projected through Hollywood Moviess/é definitely constructed a

layout through which women are portrayed everywiogera global scale.

This Research work has mainly focussed on the @safi one of the greatest
directors of the epoch - Christopher Nolan. Thelkmandertakes a journey through
his movies depicting how far women representatibad been realistic towards
women’s lived experience within the theoretical stulicture of the works of Laura
Mulvey, Janey Place, Fredrickson and Roberts. Toweh female characterisations
under the rigid patriarchal edifices have beenfadyeconsidered and analysed in the
most profound way. Divided into four different cheys, the last three chapters
discuss the cinematic methods and codes as wisledkeoretical frameworks within
which the female characterisations in the moviessaalysed and further studied. The
first chapter indeed gears up towards the grourdtiong works associated with
Feminism and Film Criticism within the circumferenaf which the movies are put

to scrutiny.

The views and opinions expressed in this thesigparely mine and do not
necessarily represent the views or opinions of@hegr individual or group. | hope
this work will amount to turn into an eye-openegasding the methods and
mechanisms through which women can be portrayddtieally in media, especially
films. | believe this work will stand as a testinydior posterity with regard to further

discussions and studies in this field.

A. KRISHNA SUNDER
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INTRODUCTION

A Film can be considered as a cultural artefacicivhepresents the
culture and tradition to which it belongs. Oncenters the cultural
fabric of a society, it in turn influences the cuét also. The actors
also play a significant role in the means of exgi@sin film.

Hence, it can be categorised as a performing avelisAn

essential feature of this dramatic genre is itsalipower. It differs
from a literary text in the sense that the vis@io of the action is
not merely left to the imagination of the audiere®jn a work of

fiction. (Babu 1)

Films have always been a ubiquitous insignia efada@hange since its
inception. Movies have become an inextricable paguotidian life that it is
unimaginable to perceive a world without them. Therent scenario with advanced
technological facets in movies has indeed escataedumber of movie-watchers
and the impact it inculcates in the psyche of astpcannot be underestimated.
This mass influence that a movie contributes tosthmety is beyond description.
Movies can definitely churn out a transgressiothenmindset of its audience and
can definitely bring about intimidating changeshita society. They often signify
the passions and prejudices of an evolving socigtgy are capable of demolishing
and rebuilding the existing social systems by $bing the seeds of change in the

new generation.

Films are independent endeavours constructedghrtihe medium of artistic

creation embossing its reflections on culturaljalcend political aspects of the then
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society from which it is born. Living in a world wre ‘sight’ is privileged as the
keys to reality and knowledge, films have carvezirtbwn niche in constructing a
world for its audience. Though manipulative inatsn terms, Films have been
acknowledged as one of the most powerful pillahenfirmament of visual media
generating its conspicuous control over the emegeha social perspective among
the latest generation. As Walt Disney has opinethVies can and do have
tremendous influence in shaping young lives inrdem of entertainment towards

the ideals and objectives of normal adulthood” (S8adl 222).

In the canvas of global cinema around the worldljy®vood stands as a
larger than life symbol in influencing its mass &pgors and in determining a set
structural pattern on which all movies are builbnpHaving led the culture and
economy of the entire world for decades, Hollywdibd industry has made its own
impact in the history of the film world, both cuitdly and technologically. The
cultural penetration as well as the seeds of dotmein@n binaries has been officially
authenticated as absolute principles through Hallydvcinema. The mass
consumers of Hollywood movies speak enough faratessal presence in the
domain of the cinematic world. However, Hollywoaatats production of
commercially successful movies projected themsedgesne principal reason in the

development of Film Studies, Gender Studies andifiistri-ilm theories.

A glance at the history of Hollywood film industwill retell how
technological advancements and predominant dostand the iconic directors in
each era had spread its own wings in reconstitiliaghen social and cultural

impetus of the society in which it has been embddtiEne well-chronicled history
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of Hollywood moviemaking has been one long testiyntanthe immense power of
visual images to evoke popular emotional responsdeged to reflect and influence

the process of social change” (Codell 232).

The classical Hollywood Cinema with its periodgarg from the 1916s to
the 1960s consolidated itself within a structurattgyrn of narration and stability. In
every terrain of life, new models emerge as withfiassage of time be it in politics,
history, education or arts. This era of Hollywoadustry had withessed some major
directors like Alfred Hitchcock, Victor Fleming, Sef von Sternberg, Charles
Chaplin, David Lean and many more. Hitchcock haehltde most studied director
since his great moviesycho(1960). He is popularly known as the master of
suspense and has even grabbed an Oscar duringrée.cThe concept of the
audience as the voyeur was one of the abstradtidiisimaking introduced by
Hitchcock. Fleming, another popular icon of the bgemed to the heights of glory
with his impeccable style of direction with movidse Wizard of the O£1939) and
Gone with the Win@939). Being credited with the introduction of @ater
movies, Sternberg was another famous figure duhegyolden age of Hollywood
cinema. He is still remembered for M®rocco(1930) andshanghai Express
(1932). Despite the silent visuals and discreeffplaess, Chaplin was the most
recognisable face of early cinema and hooked gaalarity through his soundless
movies. He wrote, directed and performed therebysamg his audience. His
contributions to cinema had been timeless. Knowrhi® high dimensional epic

forms, Lean became one of the most influentialataes of all time with his movies
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like Lawrence of Arabig1962),Doctor Zhivaga(1965) andl'he Bridge on the River

Kwai (1957).

These classical directors have designed theirtemplates for the future of
the movie industry and they had set their own yiaokis for the upcoming directors.
The dominant ideology was well-preserved and akaga from the existing order
resulted in chaos during this period. Classicatiia customarily focussed on linear
narration, dealt with family and romance and waprsalictable with its cause-effect
story structure. Lasting from the silent era towld of incorporating sounds,
Classical Hollywood cinema witnessed the splurgihefRenaissance elements too
in its manifestations. The movies of this age maddcended space and time and are

still watched, analysed and debated upon in melgpirners of the world.

Since the evolution of the cinema, diverse perppesas well as varied
stances have been accumulated in the contexioffiimmaking, production and
reception by various theorists and critics. Therermus number of movies made
around the world and its impact further corrobadates need for a systematic field
of study in films with countless theories encompdssithin. The early 1960s can
be considered as a springboard from which emexgayts Film Theory. Being
considered as an intellectual pursuit, many youandents and scholars of the era
entrenched themselves in questioning the moviesSdarcherg1956) and®sycho
(1960) with a new fervour. The American cinephdfahe period paved its way to
the development of many film departments in andiredathe globe. These
departments in due course helped in “legitimatfil;® as an intellectual field of

study" (Rushton and Bettinson 3).
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The rediscovery of the rich legacy of the moviesdpced from Hollywood
and American Culture slowly merged with the Europedluenced filmmaking
patterns. Assimilating the French Auteurism intoeiman movie culture, Andrew
Sarris, the American film critic, reconsidered #réstic credentials of the great
directors like Hitchcock, Fleming and Lean in tlght of new theoretical envisions.
The affinity with literature restructured the coptef the director as the author in
literature and marked its way as “a stylistic stgin@ with a distinctive worldview”
(Rushton and Bettinson 4). Just as literature veaisgoanalysed, films were also

being analysed based on their forms, functionssaylds.

With the turn in cultural changes, globalisation dhe emergence of
dominant markets in film production, inclusion efksdrugs and violence became
common platforms to build upon the threads in ciaeihe ideals of the classical
age were completely shattered and more politicdibllenging films arose. This
phase which saw the dawn of new movies which wesghatically and politically
compelling came to be known as Contemporary Hollydvoinema. This new phase
drastically contributed to the mass productionahmercial blockbusters, sequels,
science fictions and high budget movies. The pogdidares of the period include
Stanley Kubrick, Steven Spielberg, James CameramidFincher, Tarantino and
many more. Movies lik&tar WarsandAvataraimed at exploiting global markets

by utilising the pedestals of animation and multiestrategies.

Though Films had already implicated its importamcthe earlier era, they
became an industry in the technical context onyhenlate nineteenth century.

Rather than mere film production, the study aimed\gestigating the historic,
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social, cultural and political mechanisms that tddahrough these visual
representations. The phenomena of Film in itsetbimplex and a substantive set of
theories aided in determining those films to mareuaate comprehensions. These
theories could finally establish how a film workdw they transmitted its
meaning, the functions they accompanied with aedutichallengeable impact of
these visual renditions. With the advent of the péase in cinema, the field of Film

Studies too escalated with new readings, strategidsheoretical conceptions.

As Film theory was evolving through its expansietwork of new concepts
in the 1970s, a fresh step towards individual idiestand emancipatory borders
slowly surfaced. Many film theorists including Mely made use of the different
positioning of men and women in cinema based oouageois categorisation.
Marxism as well as psychoanalysis proved to bestitid allies for studies related to
Films and Film theory. Redefining Marxist idealsfigfedom and identity, a
significant inquiry on Feminist ideals in Films lb@te a domain of lasting
importance. Meanwhile, Psychoanalysis, on a psydical level elucidated how
society placed itself in postulating its structyvatterns designed with a sexist

perspective.

Irrespective of the glory and distinction thaséwn to Hollywood film
industry, the ‘Celluloid Ceiling’, in associationtiv under-representation of women
existed unequivocally throughout the history of Iwebod. This indeed evoked an
extensive enquiry in the fields of Film as wellfesiinism with a combined effect.
'Celluloid Ceiling’ or ‘Glass ceiling’ is a metaphcal coinage which denotes an

invisible barrier that keeps one particular comrufitom rising above the set
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pattern in a hierarchy. A glance at the HistoryHoflywood and its women
representations would shed more light into thisréthice Lawrence, a Canadian-
American stage performer and actress is oftenrexfdp as the first actress in the
history of Hollywood who appeared in many motioatpres since 1906. She
played the lead female role in the moldaniel Boone 1907) and the story
chronicles how a father rescues his daughter frgmoap of goons. This initial role
played by Lawrence in this movie during the silergt has set the tone for
Hollywood female characterisations for the centuteecome. Martha Lauzen, the
executive director of SDSU’s centre says, “The fihdustry has utterly failed to
address the continuing under-employment of womdambethe scenes. This
negligence has produced a toxic culture that supgdhe recent sexual harassment

scandals and truncates the careers of so many wWdirerzen).

The groundbreaking ess¥jsual Pleasure and Narrative Cinerbg Laura
Mulvey, the British Feminist Film Theorist expoundie insignificantoles
assigned to women in films. The essay illuminated lwvomen are utilised as
objects on screen to render pleasure for the npaletators. Initially published in
Screenn the year 1975, Mulvey'’s re-reading of Hitchcaciovies likeVertigo
(1958),Rear Window(1954) andMarnie (1964) and Sternberg’s movies like
Morocco(1930) questioned the objectified role of womenva$i as amplified the
need for more authentic women representationsmsfiThe history of Hollywood
had always been one of male supremacy and malendoce and the emergence of
Mulvey’s essay opened its doors to more innovadive creative inquiries on the

existing association of women and films.
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Gender identities are often fostered through gesttieepresentations,
especially movies, where gender differences aregtied in a visually subdued
format and take its form in the most vigorous &disontours. What is presented on
screen take its ultimate shape through its audienaesociety. An analysis of the
current movies in Hollywood will give us a precgeture on the true nature of
gender divisions as it is presented in today’s @&ofhe portrayal of women in films
and how they are used as palpable tools to enlthageles of heroes on screen
turns out to be a grave concern in the currentat@mwhereby it can directly result
in affecting the normal life of ordinary women witlthe society. Movies often
highlight the physical aspects of the heroine igrgher very many inner
sensibilities. Though published in 1975, Mulveyssay rebounds and glues its
prominence even after decades due to its lastipgitance in the contemporary
scenario where women are denigrated in their rmhescreen. The very same
ignominious roles for women are clearly visibleNolan’s movies too. However, a
reading of these movies in the light of Mulvey'sa&g will reframe them in a
different landscape. Female representations eidgmeain peripheral to the plot of
the movie or are marginalised to disparaging tamtke present scenario. In both
circumstances, it is her beauty that voices otnerathan her competence and

sensibilities.

The first step to qualify as female hero in a mawdsld is to be
young and beautiful. If not young, then she musBbtxed to look

young. If not beautiful, then she must have silebneasts, be aided
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by plastic surgery, wigs, make up and never ewerirgkle on her

pretty face. (Schubart 34)

Uncovering the antiquated myths about women igtimost importance to
build a future devoid of gender bias. An analysithe movies of the most
influential director in Hollywood, Christopher Nalawill illustrate as where we
stand with women representations despite the desgmd movements carried over
for women'’s liberation and emancipation for ye&islan’s movies spanning over a
period of more than two decades will mark the preseof women representations
and how realistic they stand towards the real lieegerience of women. Though
women liberation movements and feminism have cotaegway, Nolan’s women
characters will prove as to how stagnant they ranmaihe current world reechoing

the very traits of male domination.

Contemporary Hollywood cinema has pinned its fomus large scale,
towards the male protagonists and in due coursenioas or less dunked the women
characters. Since Christopher Nolan’s movies aboomch in the substructure of
Noir traits, the most evocative es3dpmen in Film Noiby Janey Place is also
taken into consideration along with Mulvey’s workdathe movies are read in the
light of these essays. The specific gender construderived through this
artistically created genre, focusses on the twoeexts of women portrayal, either
as a Madonna/Saint figure or as a Spider womabotin cases, her diversity is
nullified and she is pushed to a realm beneatmtasculine power. Apart from the
female representations on screen, the hazardeet®tif such manifestations in

society is also thoroughly discussed through thigjé€tification theory”. Thus, the
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experiential consequences faced by a woman fogkseimoman in a patriarchal
culture can be further understood throughG@gectification Theory: Toward
Understanding Women'’s Lived Experiences and Méi¢alth Riskdy
Fredrickson and Roberts. A meticulous investigatbfiims in these frameworks
can throw more light into the seriousness of timdar-representation. Since the
feminist movements from 1960s, women representatma women inclusions
have been talked about in almost all domains ef Hurprisingly, Hollywood
Cinema has masked the female representations asinu@pendent and

overpowering while they still float under the cyei patriarchal constructions.

Christopher Nolan, one of the most popular figunethe world of
Hollywood cinema has etched out his name in thefithe most influential
directors of the time through his distinctive workmship and adeptness in his
artistic dimensions. His command over his inventiresse has made him one of
the most reputed directors of today’s world. Hisviee have intricately questioned
the intelligence of the audience and has tremengeuasertained them in the most
exhilarating way. Blending various genres to hgghtful will, he has authentically
proved to be the master of moviemaking. Being &blearness the complete power
of the Hollywood studio system to his advantageh&® harvested monumental
levels of success beyond measure and has beconuoé theefavourites of the new
generation. His in-depth study of the functions aredlibility of his themes makes
him the most influential director of the twentietdntury. The innovations he brings
in his structure, the digressions in narration, lisdorain wrecking imagery makes

him different from all other Hollywood directors.
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Apart from being considered as one of the mos¢gtanal and most
successful directors of the period, what makes iNdiferent from his
contemporaries is a baffling question. There artipl@ reasons which makes
Nolan stand out from his contemporaries. Nolamis of the few directors from
Hollywood who does not possess a background ofdbeducation from any of the
Film Schools. This substantially makes him moreuga® and more authentic in his
filmmaking perspectives. His unorthodox narratithe psychological profundity
and the intellectual funding invested in his mowviegkes him different from his
contemporaries. While Nolan's contemporaries hame @ften tried their luck with
the element of simplicity to gain mass applausdaibas validated with his movies
that complexity and convolutedness can be eagjrained by the global audience
and that there are more takers among the movis lafb bask in this intricacy. No
other contemporaries of Nolan have ever put thetap@'s to such bewilderment,
and it is this complexity that keeps him distincinh his fellow directors. Despite
the mass discombobulation and non-linear narratiahhe employs, the
undebatable research that he conducts in eacls tfidnmes is what distinguishes
him. It is this authentic knowledge about his fitnlhemes that makes his movies
look veritable. His movies are indeed the keysisoplersonality and the time span
between each of his movies spells out the res¢sdonducts concerning the
themes involved. His Literature background alsodiasn him a certain advantage
over the other film directors, and he is one ofrti@ern directors who has taken a
strong step in breaking the cinematic rules tachisvictions. His continuous
collaboration with the same actors has also hefjp@do set the recurring patterns

on the screen exactly the way he wanted them tBdiag the collaborators for the
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past missions, the same actors had guaranteed itina wommitment to showcase
precisely what he wanted out of each of them imeddis movies. Apart from his
contributions to films, Nolan has also been a gigaience in the industry of video

games and hence an idol among the young generation.

Nolan’s movies offer multiple meanings within @stangled layers swaddled
with psychological variations and artistic rendiigo It is definitely this inner
intricacy that still puzzles his audience and #seson why he is applauded globally
amidst his intellectual impenetrability. Rupert Witygaid in one of his interviews
that he "thinks of Nolan as a trailblazer...he ibéohugely admired as a master
filmmaker, but also someone who has given othengldehim a stick to beat back
the naysayers who never thought a modern massraedieould be willing to
embrace story and character as much as spectatadedifig). Nolan continues to be
an active presence in Hollywood as a director vehcapable of enhancing the

audience’s experiences in films through his aupsusona.

Christopher Edward Nolan was born to British-Armoan parents on 30th
July, 1970 in Westminster, London. He was the seéaijrthe three sons. His older
brother is Matthew Francis Nolan and the youngethar is Jonathan Nolan with
whom he has collaborated with most of his moviedaN's father, Brendan James
Nolan was a British advertising copywriter and mmisther was Christina, an
American teacher. The jarring cultural split thatvrent through due to the constant
shifts between his residence at Britain and Chigagwore or less visible in his

movie patterns.
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Mesmerised by the very mechanism of cinema anigleegreat fan of
George LucasStar Wars(1977) and Stanley Kubrick2001: A Space Odyssey
(1968), he was inspired to make his first motiorvimavith his father's camera at
the age of seven. Having completed his degree ghignLiterature from University
College, London, he continued his passion for mgkims. The University College
provided a strong pedestal for Nolan in fulfillihggs dreams. He joined the school’s
film society and established an on-campus cinemetgocollaborating it with
Emma Thomas, his classmate and future wife. Hestvasgly influenced by the
great film makers like Kubrick, Ridley Scott anddiael Mann. His first short film
namedTarantella(1989) was made when he was nineteen years oldiasd
telecasted on English television. The success eaged the budding director to
make his next motion picture namieagrcenyin 1996 which was debuted at the

Cambridge Film festival.

After completing his studies from University of haon in 1993, he worked
as a script reader, camera operator and directswrogé short video scripts. He
married Emma Thomas in the year 1997 and soughtdiprin producing his third
short film Doodlebug(1997). Though a work of three minut&odlebugbecame
the first movie piece which gave Nolan public atim The years ahead saw how
Nolan conquered the Hollywood Industry throughrhiad-blowing movies. Nolan
and his wife, Emma Thomas together founded theymtomh company Syncopy Inc.
in the year 2001. Nolan with his family is currgrgkttled in Los Angeles,

California and the couple have four children.
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Nolan has ten movies helmed to his creative poaedshis formative years
in cinema began with the releaserollowing in 1998. Built on a low-budget, the
film cracked its wild sensibilities among its auate and Nolan came to be
recognised as a powerful storyteller. Followedsmentan 2000, Nolan was
slowly becoming notable among the spectators winiggered the release of
Insomniain 2002. The upcoming years mirrored his mastestahing out the
superhero through the Batman franchise. The peaadgreat innovations even in
the villains cast in these movies. The series ohetlithree movies of Batman with
Christian Bale at its lead beginning fra@datman Beging 2005,The Dark Knight
in 2008 andrhe Dark Knight Rise 2012. The next three movies of Nolan had
been often designated to be the most knotty angboated of all, namelyThe
Prestige(2006),Inception(2010) andnterstellar(2014). These three movies have
signalled Nolan to a totally different network dfrf direction with its interplay on
mind games, dream layers and further researcheodithensions of space and time.
His latest movieDunkirk (2017), which depicts the evacuation during WorldrW
also won huge popularity for its visceral and pleme sequences as a combat

thriller.

Being a contemporary director from Hollywood, Notablockbuster movies
have been a receptacle of a huge number of crigsplonses and reviews along
with its popularity on a global scale. The incregspresence of critical discourses
and reader responses has instigated the needtloerfinvestigation into one of the
most iconic figures in contemporary Hollywood teess and re-read the existing

platforms that these directors dominate unwittinglgspite the gradual escalation
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from low-budget independent films to superhero é¢rases, Nolan’s movies are the
best examples for a case study involving the ctiseanario from a feminist

perspective.

This thesid~rom the Nameless Blonde to Brand: Defrosting te&igerated
Females in the Movies of Christopher Nofaimarily questions the mechanisms
through which women characters have been portreyBidlan’s movies. In a
background where Hollywood Blockbuster movies daterthe entire cinematic
landscape, the movies of a contemporary diredter@hristopher Nolan who is
artistically accepted on an international basis it the primary recommendation
for a case study like this. Moreover, bearing imanihe vast magnitude of films
released in Hollywood every year, a study on th&iesof a single director would
establish a singular focus within the scope of tegearch by fully understanding the

multifarious levels of those films which are takato deliberation here.

An analysis of the most appreciated and most apel@ director of the
epoch can give a stronghold on how far there hars peogress with respect to
female representations and women inclusions oresciiéhough there are countless
studies and analysis based on Nolan’s successkeicand blockbuster movies,
there is a vivid critical void related to the camtiens of his female characterisations.
The thesis investigates how women characters guietdd in Nolan’s movies and
how they become a strong detrimental influenceteraudience in popular culture.
Apart from the relentless critical praise and tbatmuing consistency of work,
there are two distinct reasons as to why Christoploégan has been chosen for this

study.
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The primary reason is Nolan’s British upbringiag &way from the
Hollywood industry which has aided him to envisageema on a holistic
perspective. The Hollywood propensity of castingekitan actors alone was a
methodical structure which was completely splirddvg Nolan. Though an
American by citizenship, Nolan has always posittbhanself outside the
Hollywood pedestals as a British filmmaker. Nolactstinuous collaboration with
actors outside America and his settings and logati®yond the U.S is one major
reason to study him. His star cast is highly welcanin its approach including
actors from all parts of the world though they popular in the Hollywood. The list
includes Christian Bale (Welsh), Michael Caine {iBh), Ken Watanabe (Japanese),
Garry Oldman (British), Ellen Page (Canadian), MarCotillard (French), Hugh
Jackman (Australian), Rebecca Hall (British), Lii@eson (Irish), Cillian Murphy
(Irish), Heath Ledger (Australian) and many mok&lan’s continuous inclusions of
Non-American actors and locations outside the dn8tates makes him an effigy
who has restructured the hegemony in Hollywoods Blar cast and multiple
locations has indeed given a global audience readdolan’s movies. Moreover,
Nolan’s upcoming movie in 2020 titled &snetis a collaboration with Indian actors
like Denzil Smith, Dimple Kapadia and Himesh Patadl one of the locations where
the shoot happened was in MumBiis American-Indian involvement definitely
encompasses Nolan’s wider range of visions reggtithia scope of cinema and

provides a secure basis to analyse his moviescont@mporary ground.

Secondly, the huge fan base that Nolan enjoysglalaal scale

unquestionably makes his movies a template for staghy. His influence on Indian



Sunder 17

cinema and Indian audience is one brawny reasstutty how Nolan presents his
women characters. The more the women shrink inywolbd, the more do they
recoil from Indian cinematic context too. Thus, &gk picturing of women in
Hollywood can create a direct repercussion in tfugan film structure and hence a
study will throw more light into the necessity obre women inclusions in the

future film world.

An Auteur director, who has a signature styleiefdwn is undoubtedly a
microcosm of the larger society. A director is essdly a social reformer who can
lead a society from antiquated myths to realityn§zmuently, Nolan, a reputed
director with mass influence has a strong hananfiguring the society around

him.

Drawing on a hybrid theoretical framework incorgtong Mulvey's Gaze
theory, the work analyses how Nolan’s female matefigons stick themselves to the
conservative ideologies rooted in the phallocentiaeld. The study further exposes
the stance of these female characters within theudsive realm through the
concepts of Janey Placéomen in Film Noiand Fredrickson & Roberts’
Objectification Theory: Toward Understanding Wonselnived ExperienceNolan’s
female characters range from Femme Fatales to Rexte@and from Fetish icons to
stage props and the study illuminates how conglgtdrey are showcased over and

again in his movies.

The thesis consists of four Chapters and all thaprs sink in an
exhaustive expedition on the recurring female deatid feminine representations

demonstrated by Nolan. Chapter o8plintering the Antiquated Myths: The Advent
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of the Feminist Perspective in Filnssan induction into the evolving of a feminist
framework in the background of Film Theory. The letion of the feminist praxis
and the contextual frameworks of films through whicomen depictions had been
analysed form the core discussion here. The seCbhagterResuscitating the
Archetypes: The Femme Fatale, the Redeemer ariddigmificantexamines
Nolan’'s Femme Fatales and the discreet Madonnaschidpter examines his first
three movies in the formative years which Bolowing, Mementandinsomnia
The key elements of Noir films and the female cbimaestablishments are further
considered and assessed in this Chapter. ChapteeTie Fortified Masculinity:
The Dwindling Females in Superhero Filelores the Batman series in the
context of male superheroes and testifies the dsmimg women representations.
The study looks into his three moviBatman BeginsThe Dark KnighandThe
Dark Knight RisesThe fourth Chaptefhe Subservient Counterparts: The
Distortion of Truth in Filmic Representatioms/estigates his later three moviBise
Prestige Inceptionandinterstellar. Considered as the heaviest movies in the
filmography of Nolan, these movies have groundsgli&usibility in scientific
reality and the convictions involved revolves iniaraginary environment.
However, the female depictions still lack their ppmenal power and are
completely compromised for the sake of the maleatttars. The chapter
substantiates how women can remain secondary ddbpit educational status,

qualifications and skills.

The thesis displays the persistent triumph ofigeiny over the emerging

women power in the visual media and the after &fécan validate in a society
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where people are significantly influenced by moviBse greatest challenge before a
director is the revamping of the existing cinematdes. Despite fracturing the
hitherto cinematic technical structure, Nolan doesexult in redrafting his scripts
towards powerful feminine roles. Most of his wonadraracters are either dead,
frozen or psychologically extinct within the cont@t the plot. Despite his
collaboration with his wife Emma Thomas, it had&onoted that Nolan has never
ventured a screenplay with a female. A reconcejstatadn of the structured
femininity and the transgression from the calculgieesumption of a patriarchal
cipher would be the greatest social vision thatectbr can bestow to his/her
society. A divergence from the unrealistic beautghs and a representation of the
realistic lived experience of women is what is gatory in the modern world. The
thesis accentuates the need to destabilise anthowerthe existing gender
hierarchy and to retell and reconsider the truaeg®f women'’s lived experience

where they have materialised their dreams in thst ma@nvincing forms.

Having discussed the contemporary film makersirfgamarrowed down to
Christopher Nolan, his biographical details and m®wand introducing the
argument of the thesis using his movies, this disgen moves on to the second
chapter to highlight how Feminist Film theory evadvand how these theories

become a foundation for the movies under scrutargh
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Chapter One

Splintering the Antiquated Myths: The Advent of the
Feminist Perspective in Films

Feminism has always been a vivid working vocalyular the manifestation
of Women'’s social, political and economic discrepas amidst the social hub.
Long before Feminism glued with movies, feministiewpoints had been
established in itself through a thorough systendgielopment of its cognitive
pedestals by reassessing the typical female molasontrasting light. Feminism
undoubtedly has spread its landscape in everyobéliman existence today
including social, religious, cultural and politiGalenas. Feminism is indeed a social
commitment to refashion the world and unleashoitrfithe tentacles of the
hegemonic structure. This popular lexicBeminism has thus banged itself into a
boom through centuries of espousal, reassuranceeatrdcturing. Concomitantly,
the revolutions, the campaigns, the resurgencehandressurised outlook of being a
feminist, by and large, girdled the crux of the m@d sovereign-spheres

accomplished by women through the movement.

When Feminism in one glance looks monstrouslypbant, with a detailed
scrutiny of many realms, the destination of womeraecipation looks further
illusive than reality. In an era of Post-Feminighe question still remains as to
whether the term exists even as a valid phenomtrday. In a society which is
persuaded by the media-inspired women images agtitution of fridged filmic
representation of women from great directors likaN signifies nothing but

disillusionment.
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Christopher Nolan has engraved his success &aigsdirector through his
massive blockbusters. However, despite his glaxagnition and directorial auteur
persona, his women characters stand secondarg todie characters. The entire
thesis investigates this deficit that spreads tiindNolan’s movies and endeavours
to bring forth the distinctive mettle tied alongtiwthese female representations that

deliberately fades away within the substructuréhefplots.

A comprehensive study of contemporary femaletitatgons can evolve only
through the manifold layers of struggles and cimgiéss women had endured through
centuries. The masculine puissance has in faceshtyge powerlessness of the
feminine realm from time immemorial. The recentlfimgs and statistics suggest
that women had been treated secondary since tleeptimse of Pagan religion and
their status remained comparatively the same euenglthe ancient cultural life.
The prevailing idea of women as inferior has begjuoe the infringement of Eve in
the Garden of Eden in Genesis. Rather than a hakenaative, inferiority or an
incompetent status is a phenomenon which is cllyuraposed on women. A
range of cultural, social and religious restricidrave been imposed upon women
across the globe denoting a symbolic male dominasaeell as a psychological
exploitation. Films are no different when it comeslistortion of women images.
Most films, through their visual impact, have idagitally contributed to a major
disregard against women. In other words, it isstheety that reinforces and assigns
these gender roles. Ann Rosamund Oakley, the reeBnitish sociologist and
Feminist made a clear-cut distinction between sekgender in her bodgex,

Gender and Societpublished in 1972 and asserted that “Sex is @ waat refers to
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the biological differences between male and fentakevisible difference in
genitalia, the related difference in procreativedtion. ‘Gender’, however, is a
matter of culture: it refers to the social clagsifion into masculine and feminine”

(16).

The chapter focusses on the contextualisatioheobasic tenets of Feminist
Film theories that underpin the entire thesis aloith a few related concepts of
women representations and women'’s lived experiermoediguring a canvas for a
subsequent debriefing of the hitherto selected ewwuf Christopher Nolan, through
which his intricate female characters can be madof he first part of the chapter
sheds light on Feministic frameworks spanning fidary Wollstonecraft to Kira
Cochrane through decades of penning, highlightiegheories of Laura Mulvey,
Janey Place, Barbara Fredrickson and Tomi-Ann RebEne second part is an
elucidation of how Films herald its way for a maeamvoluted vision of Feminism
with women on screens. Feminism, as a movemeasssdespised in the modern
era owing to the tangential solidarity it has prbwéth, through a feministic praxis.
A defrosting of the solid characterisation of te&igerated female figures of Nolan
through these basic concepts of Feministic Filmofevill aggrandise them to a

diverse level of perception.

Despite disagreements, it is overt that men irtheald dominate news-rooms
and political-rooms. The obdurate existence of genmtequality around the globe
barely makes news. According to the British phifgser Janet Richards, “the

essence of Feminism has a strong fundamental cgseled to mean only that there
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are excellent reasons for thinking that women suftan systematic social injustice

because of their sex, the proposition is to berdeEghas constituting feminism” (9).

Sexism is still alive, and it stems disappointynggid in every vivid
platform of the society. A scream for a changedased rapid momentum since the
early eighteenth century with the dawn of the $rait Feminism. It is often this
active/male and passive/female dichotomy that bidifled gender categorisations
in the modern scenario. It is believed that Feminis a movement aiding woman in
identifying themselves and the major proponentgetet! that most of the disorders
in the society arose from this social disparityefikinism is an awareness of
patriarchal control, exploitation and oppressiothatmaterial and ideological levels
of women’s labour, fertility and sexuality, in themily, at the place of work and in
society in general, and conscious action by wonmehnaen to transform the present

situation” (Bhasin and Khan 3).

The thesis surveys the hidden parameters of femipower submerged in
the extensive terrain of Patriarchy within the eosdal frame of Christopher
Nolan’s movies. Feminism has listed its own gatefayvomen from the dingy
caverns to lambency. Thus, a re-reading of the wocharacters in the substructure
of Feministic precepts will affirm an emancipatesbgraphy for the innumerable
women characters silhouetted by Nolan. The Chayotesiders the development of
feminism and how feministic ideals evolved throggiveral mechanisms over the

past many centuries.

Feminism had dawned centuries ago in an era wieetetm in its present

context had never been etched out. The philosoptocdemplation from the
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Western world began with Greek philosophy of Preratic period influencing
every corner of the world. The Greek philosophies Aristotle and Plato discerned
women as doomed and inferior to men. AristotleigHolitics authentically
declared, “as regards the sexes, the male is byenatiperior and the female
inferior, the male ruler and the female subjectiétt and Butcher 14). This could
be one of the reasons as to depict Aristotle amngelrous male chauvinist by most
Feminists in the later era. history of Animals, Book I XAristotle openly declares

thus:

Wherefore women are more compassionate and matéyrezade
to weep, more jealous and querulous, founder ofdtieg, and
more contentious. The female also is more subjedepression of
spirits and despair than the male. She is also stmameless and
false, more readily deceived, and more mindfuhqiry, more
watchful, more idle, and on the whole less excédhbln the male.
On the contrary, the male is more ready to held, as it has been
said, braver than the female; and even in maldutiae sepia is
struck with a trident, the male comes to help #radle, but the

female makes her escape if the male is struck. (3)

Commencing from this Archaic age through the Bedliperiod towards the
modern era, women'’s stance has, more or less, mechatagnant. As centuries
passed, a well-defined discipline, incorporating ttue ideals of feminine
sensibilities that guaranteed an emancipated worldlomen became inevitable and

thus emerged Feminism. Depending on time, cultndegeeographical location,
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Feminism had cladded its cause in varied dimendgmm&omen across the globe.
Feminism, even before springing up into a palpatde@ement, started reflecting its
ideas since the Elizabethan age in Britain durmggsixteenth century. In an era
where women were considered to be chaste, dodgil@bedient, publishing
something of her own or even debating the conteRepown status unwittingly,
challenged the authority of patriarchy though Fastic identification was not

acknowledged vividly then.

Feminism is often illustrated through the condtafcwaves’ though much
more had chronicled between the epoch of wavesoi@nde Beauvoir cites
Christine de Pizan (1364 — c. 1430), the autharha Book of the City of Ladies

the first woman to castigate misogyny and writeldlbbe correlation of the sexes.

The later centuries saw explicit increase in theber of women writers
though many were still under male pseudonyms.peesve of the multiple social
changes that were witnessed by different cultuhespredicament of women,
however, remained unaffected. Women were stillggeed as a group with less
intelligence and less capabilities. The Biblicaltmghat draped Eve in the threads of
temptation, absurdity and greed took more coloutis the passage of time. Jane
Anger, the first woman to publish the diatribe efhinism,Jane AngeHer

Protection for Womem 1589 speaks about Genesis thus:

The creation of man and woman at the first, hedp®anmed...of
dross and filthy clay, did so remain until God gaat in him his
workmanship was good, and therefore by the transiton of the

dust which was loathsome unto flesh it became iedlifThen
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lacking a help for him, God, making woman of Maftesh that she
might be purer than he, doth evidently show howfawomen are

more excellent than men. (3)

Thus Anger contests the view that women are infemd goes on to argue
that the progression of creation that God mada,logical sense, has to be a better
creation than man. The workmanship in any creattogtches to more perfection
with each make. Since it was the last creation bgl,Gnequivocally, it has to be the

best creation, says Anger.

The age of Enlightenment in the eighteenth cerbuoyght forth the proto-
feminists like Mary Wollstonecraft, Jeremy Benthand Nicolas de Condorcet who
laid a groundbreaking foundation for the early stibge of Feminism.
Wollstonecraft'sA Vindication of the Rights of Womgkv92) still remains as a
cornerstone for feministic ideals although it maywimmensely with modern
standards of Feminism. The work was an uproareaorttddle-class women, urging
them to uplift themselves through educational amellectual rectitude. The
inceptive ebullient reception of Wollstonecraft'smk was blighted soon after the
publication ofMemoirsby her husband which exposed her immoral jourridifeo
However, Wollstonecraft's work materialised outloé turbulence caused by
French revolution and designed a pathway for tlewoqng theorists to ground their

concepts with a pervasive outlook.

No matter how, all variants of Feminism sharelihsic three assumptions:

gender as a social construct, how patriarchy fashilbese constructs and how
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consciousness raising helps in envisioning a futoresexist society since the

personal can turn and merge into the political.

There is no sex. There is but a sex that is oppdeasd sex that
oppresses. It is oppression that creates sex arttlenoontrary. The
contrary would be to say that sex creates oppnessido say that
the cause (origin) of oppression is to be founsex itself, in a
natural division of the sexes pre-existing (or aé¥society.

(Wittig 25)

Monique Wittig, the French writer considered wonasmothing more than
an oppressed social class. She opined that thestreigture of the oppressed and the
oppressor creates the distinction derived in sepugh Mary Wollstonecraft has
been regarded as the foremother of Feminism, the‘féeminism” began to be
used only in the 1890s. Nevertheless, Virginia Wed\ Room of One’s Owand
Simon de Beauvoir'$he Second Sérggered an easy path for supplementing a

sturdy thrust by which the present sphere of Fesnirgot sculpted.

As discussed above, Feminism was compartmentahsediifferent waves
pertaining to different periods in the history bétworld. Nevertheless, the pivotal
causes and reasons that revolved around Femiresmaimed the same - the yawp
for a more liberated society where her dreams aremined anymore. “One is not
born but rather becomes a woman. No biological¢cipsipgical or economic fate
determines the figure that the human female preserihe society; it is civilisation

as whole that produces this creature” (Beauvoin 457
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The very mechanism to question this biased catil; was Feminism.
Feminism as a structural ideology, is never autangsrand is still evolving. The
Feminist Movement is indisputably too humongoupdok into ideologically
distinct boxes and yet a structured configurat®handy in scrutinising the
evolution and development of each of the sequelitaash phase had its own set of

attributes in retrieving liberation and an equatiss.

“Waves” had been an outline of divisions of Fersiiici visions over a range
of centuries. The visual concept of Waves mark lasfiéting demonstration to
denote the ebb and flow of the actualisation offeministic ideologies in different
ages prioritising different aspects of unfettering social chains with cultural as
well as political mechanisms. Consequently, the tidntinues in spite of the

momentum it contoured in each of its phases.

The first phase of Feminism began in 1800 and matad with the early
19th century. (1800s -1920). “Male and female re@né the two sides of the great
radical dualism. But in fact, they are perpetuglgsing into one another. Fluid
hardens to solid, solid rushes to fluid. Thereasmumolly masculine man, no purely

feminine woman... Nature provides exceptions to evelg” (Fuller 18).

Margaret Fuller, the American Journalist thematibe fact that the traits of
both masculine and feminine are visible in bothesardisputably and therefore the
concept of gender stratification does not reallgteX¥uller's essay was one of its
kind during the period of its publication in Unit&dates and is paralleled with the
work of Mary Wollstonecraft in London. The two poefieminists were compared by

George Eliot in her essaargaret Fuller and Mary Wollstonecraift the year
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1855. However, the urge to battle for uniform statame to the surface during the

early eighteenth century which set foot for thetfivave of Feminism.

The chapter chronicles the long struggle that wohead battled through the
ages bygone in claiming their rightful positionsass the globe through
inconceivable hurdles. The chapter glances throliglemergence of Feminism, the
Wauves, the struggles and achievements throughetiterges and culminates with
the modern theories of film that sticks with fensimi in liberating women from the

false manifestations of under-representation oeescr

The first wave Feminism in a nutshell was theahivave which demanded
a legal equality thereby claiming the voting rigldiswomen. The wave began
almost closer to the years of the publicatiola&findication of the Rights of
WomenThe first wave began with American Women’s RigWitsvement which
gradually unfurled across the European countrigs.movement finally turned
triumphant after gaining the voting rights for wama 1920 with the nineteenth

amendment.

The movement concentrated more on education, gmgliot and voting
rights. The spasmodic spill of activism, howeveyld clinch a specific pedestal for
women in the social and political domain throughing rights. The major
proponents though cannot be claimed as Feminiskedime, were mostly activists
from parallel backgrounds who could galvanise sujpg@cross the countries.
Warring for a victory, the women around the globanimously huddled together,

though their desires and goals differed in its 'germeans and depth.
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The Second wave began with the 1960s and exterildde 1980s. The
Second wave was a period which was more organisedthe first and there
emerged a cohesive effort for gender equality. Resm was a dead history for the
Feminists of the second wave who thought it asretaoght which was more
resurgent with the second phase. The post Worldp#faod took women back to
the traditional roles and they found themselvahi@midst of a revolutionary track

demanding more.

When the First Wave Feminism took women towarestiumph of a
political sphere, the second wave demanded maoehietsocial and legal parity
through political means. Popularly known as the fidlém’s Liberation Movement’
the main advocates of Second Wave challenged ¢heosyped roles of women in a
social context where they were mostly handcuffethéobackrooms of their homes.
Betty Friedan’sThe Feminine Mystiqud 963) dashed a breakthrough with the

Equal Pay Act of 1963 as well as the Civil Rights Af 1964.

The Feminist theoretical frameworks exploded dythe 1970s with the
publication ofSexual Politichy Kate Millet, The Dialectic of Sex: The Case for
Feminist Revolutiom 1970 by Shulamith Firestone a8tsterhood is Powerfudy
Robin Morgan. Millet argued that women internalisieeir role as inferiors and thus
treated themselves as subservient to men. Millet, Shet us begin the revolution
and let us begin it with love: All of us, black, ity and gold, male and, female,
have it, within our power to create a world we cbléar out of the desert we

inhabit, for we hold our very fate in our hands88).
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The glorification and idealisation of women throue concepts of family
and motherhood kept her reserved for the role afdhastuffing her dreams to
ditches. Firestone’s vision of an idyllic world withe expulsion of the reproductive
mechanism in a woman created chills over the sjpinmany. She believed that this
elimination from the procreative process could codisthe roles of a woman as a
device of romance and sex. Firestone presumedahisl shatter the entire
patriarchal system which created the sex dividtarestone deduces that “male
culture was and is parasitical, feeding on the @nat strength of women without

reciprocity” (74).

The period of second wave Feminism witnesseduhaang of radical
feminism. While other forms of Feminism saw legadi golitical ways to ensure the
equality of women, Radical feminists denied eqyalitwomen through socio-
political aids and confirmed the equality only thgh the complete elimination of
the patriarchal order. They believed that as lantha patriarchal structure
remained, no new alternatives could find solutimmwomen progression and
emancipation. Since no other possibility pavedstasce in Radical Feminism, it is

quite often termed as the most rebellious and ettafgpve form of Feminism.

Radical Feminism viewed all societal instituti@ssa vehicle organised by
men to oppress and hold women to the constricteteciThey saw this oppression
as a never-ending, deliberate measure to subduemworhey rejected all social
institutions like Marriage, Prostitution, Heterosakty and Family which in itself
tried to perpetuate the overall submissiveness woemaibited, incognisant of her

hidden identity. They identified that masculine upacy has got no determined
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authenticity when set parallel to the biologicatl @eientific terminology. The belief
rooted in the fact that most women submitted théraseo the docile roles as they
thought it to be right and natural due to the damaditioning that regulated gender

roles from time immemorial.

Male sexual domination is a material system withdaology and a
metaphysics. The sexual colonisation of women’sdsos a
material reality: men control the sexual and repobide uses of
women’s bodies. The institutions of control include/, marriage,
prostitution, pornography, health care, the econanyanised
religion and systematised physical aggression agaiamen.

(Dworkin 48)

Apart from being a movement of ideology or thedgdical Feminism in
itself was a movement directed in action. Unlike tither feminist approaches
which claims to build up gender justice throughdya reformation, Radical
Feminism seeks a full-fledged elimination of patitey by overthrowing the sexist
roles. They even introduced the concepfohsciousness Raisighere women
shared their experiences to build up a women faterrhrough these experiences,
they tried fusing the personal experience to tHeipal thereby reaching out to

universal sisterhood.

Simone de Beauvoir'she Second Seletermining the cultural construction
of a woman published in 1949 marked the zenitthefera with many of the

theoretical concepts put to use even today. She say
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To be feminine is to show oneself as weak, fupbssive, and
docile. The girl is supposed not only to primp aness herself up
but also to repress her spontaneity and subsfauiethe grace and
charm she has been taught by her elder sisterssélfipssertion

will take away from her femininity and her seduetiess. (123)

Beauvoir's statement was a writing on the wallrf@any women of the
period to realise and react based on their sedrisa. However, the theories and
writings that surfaced during this period provigestepping stone to create an
awareness of self-recognition among women in timeicg years. Rosi Braidotti, a
contemporary philosopher and feminist theoreticpmed that much of the theory
in Feminism during the phase of the Second Waveasée be “written in the
simple future tense, expressing a deep sense afdiegtion, of certainty about the
course of history and the irresistible emancipatibwomen” (223). Koedt's most
pivotal essayrhe Myth of the Vaginal Orgasamd Kate Millet's groundbreaking

work Sexual Politicsnarked a new era and a new vision in relation toiBEsm.

Third Wave Feminism (1990s - 2011) included aersgctional crosslink of
women with queer base as well as women of colaekisg to destroy all sorts of
binaries. The Third Wave engrossed in itself witbhrenindividualism as well as
diversity in class, creed and rad&ie Beauty Myth: How Images of Beauty are used
against Womempublished in 1990 by Naomi Wolf discusses howsheal
prominence of women have scaled exponentiallypirapwomen within the frames
of adhering to the social standards in retainiray tappearance. The pressure of

mass media on women to touch the unrealistic stdsdd beauty too have been
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guestioned by Wolf during this phase. “You do nat Wy struggling to the top of a

caste system, you win by refusing to be trappetiwibne at all” (Wolf 48).

When women eventually found the platforms to tridsghhegemonic
structure and build themselves up, the new chadigrmgme in the form of beauty
and her physical image. The grossing Film cultise aontributed negatively in
retaining zero figures and to cut short the extrangls. Wolf analyses the following

in her introduction td'he Beauty Myth.

The more legal and material hindrances women heskeh
through, the more strictly and heavily and cruéityages of female
beauty have come to weigh upon us... During thegesade,
women breached the power structure; meanwhilejgdisorders
rose exponentially and cosmetic surgery becamé&sttest-growing
specialty... Pornography became the main medigoateahead of
legitimate films and records combined, and thikigee thousand
American women told researchers that they woulderdbse ten to
fifteen pounds than achieve any other goal...Mavenen have
more money and power and scope and legal recogrtitam we
have ever had before; but in terms of how we fbelaourselves
physically, we may actually be worse off than onliherated

grandmothers. (10)

While most of the problems dealt within Feminismarevproblems pertaining
to white women and her concept of beauty, there\e=ss voices to contest for the

problems of the coloured women. Bell Hooks, whamedithe term “oppositional
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gaze”, speaks about the marginalisation and lackvefrse voices in Feminism
through her boolkeminist Theory: From Margin to Centrélo be in the margin is

to be part of the whole but outside the main badsg).

The labyrinth of oppression suffered by womeniffecent circumstances
came into limelight with the new phase and the gemce of blogs and online-
features encompassed multiple ethnic groups tib¢ie hands together for a
common cause. Broadening the ideals of FeminisenTtird Wave tried expanding
its shade to all women who were geographicallytucally and racially distinct from

each other.

Fourth Wave Feminism began with the year 2011liastll relevant in
today’s world. The vestiges of Third Wave graduglished Feminism to the next
patch. The Fourth Wave Feminism is the reincarnatfd=eministic ideals that
linked its connection with social media. Fourth \Was generally defined as the
wave of technology with the particular use of Famdd Twitter, Instagram,
YouTube and Personalised Blogs challenging gemdeuality. Many of the fourth
wave leaders were teenagers and the hashtag coftBegninism kicked off. Kira
Cochrane describes the fourth Wave feminism thvigel€ome to the fourth wave of
feminism. What's happening now feels like somethmeg again. It's defined by
technology: tools that are allowing women to bualdtrong, popular, reactive

movement online. Just how popular is sometime$ftjigtartling” (Cochrane).

The recent MeToo# campaign is a testimony of thve wave in reclaiming

the self in the backdrop of a male dominated miliehe digitally driven hashtag
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activism is still evolving and maturing to find aone fruitful positioning of women

in the social hub.

The champions of Feminism firmly believed that ithteerent culture of
domination prevailing in a society is the upshoagfatriarchal structure. The
inequality vested upon in a society is ultimatélg tonsequence of oppression
against women by male supremacy. Necessarily,ittoeégb role of Feminism was to
abolish the patriarchal structure completely fréva $ocial order. “Feminism is not

women as victims but women refusing to be victif®&einem 11).

Feminism, since its inception has appeared irouarcolours and hues.
Through the four waves of Feminism, there emergetexpanded various spheres
for women in regaining independence and a selftigetdowever, the first three
waves could effortlessly be described as a thexaytpology including Liberal,
Marxist and Cultural as the mind map of white wonadrere the basic issues
relating to ethnic backgrounds of black women weEn@pletely brushed off.
Opposing the sexual objectification of women, raggpublic awareness through
Consciousness Raising (CR), awareness on rapei@edae and challenging the
concepts of societal gender roles formed the ral¢enets of Feminism through
different epochs. Shulamith Firestone wrotd ire Dialectic of Sex: The Case for
Feminist Revolutiof1970): “[T]he end goal of Feminist revolution nibg, unlike
that of the first Feminist movement, not just thenmation of male privilege but of
the sex distinction itself: genital differencesvibe¢n human beings would no longer

matter culturally” (11).
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Consequently, in order to integrate women intortianstream social
structure of male supremacy, various forms of F&mrbegan one after the other
with varying modes of desires and targets. Sontkesh are: Liberal Feminism,
Marxist and Social Feminism, Radical Feminism, @walk Feminism, Eco-
Feminism, Black Feminism, French Feminism, Multteh Feminism, Post-
structural Feminism, Post-colonial Feminism, Postdern Feminism, Third world
Feminism and many more. All forms of Feminism hadrbimpactful at each set of

time and had reaped its own benefits in variousfaccordingly.

Marriage and Motherhood had always stood as sinmblocks in the
progressive career of many a woman. Most of thaufes against which Feminism
had raised its pedestals find its root in the fenthlaracters depicted by Christopher
Nolan. Nolan’s female characters are mostly comstthwithin the bars of marriage
and motherhood. Some are indeed rape victims, soinees are women who are
psychologically disillusioned and some others,dt&pegoats at the cost of
glorification of the male characters. A reading\milan’s female characters through
the lens of Feministic tenets can imbibe new camstauthe trajectory of exploring
his movies as well as refurbishing new models tovey in the ginormous sphere of

Feminism.

Though the four waves of Feminism constitutedraceptual division in the
ideals of Feminism, multiple inclination to divdred theory linkage happened all
through these phases. It was indeed through then8a&/ave Feminism that
feminist ideals started hooking itself with thenamedia and movies. The

towering number of British Television series crelad@ insignia in women’s
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organisations as to analyse the representatioroofem through this media. “Like
fish, we “swim” in a sea of images, and these insdgdp shape our perceptions of
the world and of ourselves” (18), says the Engdidlcritic, Berger. Accordingly, the
recurrent images strewn into the psyche of theeaug@i through visual indexes have
shaped our beliefs as well as convictions guidimthwough the predominant

hegemonic structure thereby sealing them to ourtahémresholds.

However, the association of Feminism with Film dhehas constituted
some of the major breathtaking changes in bothplises. From a universal
guestioning of identities, Feminism gave way torg@gnition of individual
identities though the process was gradual andrattieurried. Narratives created by
men for men more often than not made the femaleachexisations completely fall
flat. Feminism locked hands with the Film Theoryhallenge the insignificance of
females delineated in the visual media. Consequetht association of Feminism
with Film Theory had an abiding significance astieg union produced a new

vision of recognising cinema by scrubbing off tlye-#ld dogmas and conventions.

The basic assumption here is that men and wongeareaqual and therefore
women are always treated as subservient in alesesi In short, the status of
women can truly be compared with the Proletariddlarxism where women are
dominated by men in all walks of life. Film Thedsgsically had its roots in
Marxism as well as Psychoanalysis and these treeaeee well put to use by the
Feminist advocates to bring a solid associatioh wilm and Feminism. Thus, the

answer to the question as why a particular groupsociety is rendered with more
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inferiority and how they came to be exploited coudlly and endlessly by the other

group was relied upon Psychoanalysis and Marxism.

Thus the Second Wave Feminism gradually influeribedise of Feminist
Film Theory with a number of names including Lalhalvey, Marjorie Rosen and
Molly Haskell. Though Mulvey’'s essay came lateg #darly works on women
representation in Film by Rosen as well as HagkeNided a pedestal to establish
the concept of male gaze, which was predominatitdnmovie structurel' he period
of 1970s started envisaging an embryonic form ofiRest Film Theory with a
more valorised and theoretical association to wosi@mic representations. The
Feminist Film Theory focussed on the portrayal ofiven through a sociological
positioning of women in films, sticking it with feate depictions and the screen time
allotted for the characters. RoseR'spcorn Venus: Women, Movies and the
American Dreanpublished in 1973 created a broader spectrumdtys@& women in
movies. In 1974 Molly Haskelll6rom Reverence to Rape: The Treatment of
Women in Movieagain characterised the role of women and thegelescreen time
in movies. Chronicling the different images of wame films, it is considered as
the first historic expedition of Feminism into fikmWith the advent of these new
platforms, many others dedicated themselves inoexyg cinematic production and
how women representation on screens reinforcedhpaty. The pillars on which
Feminist Film Theory developed included the Britidarxist movement which
concentrated on Cultural superstructure, the Festnirit Movement and Feminist

Psychoanalysis. However, the works of Rosen an#étéflaslowly took a back seat
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with the publication of Mulvey’s essay in 1975, stallising the concept of male

gaze through systematic conceptualisations.

Feminism was taking a vigorous tilt in the lateays of 19th century with
the publication of Betty FriedanBhe Feminine Mystiqu@ 963), Naomi Wolf's
The Beauty Mytli1990) and Susan FaludBacklash(1991) The development of
Feminist Aesthetics intending to study and pronvadenen as producers of art
thereby accepting women'’s fluid identity too cobtried in etching out a new
theory-oriented perspective. The notion that théergaze is always on the pictured
female gave forth a distinctive gendered binaryfon the process of pleasure
creation in movies. Roberta Sassatelli, the Itadiaciologist opines that, “what we
watch on the screen could and should be interpatdabaring a latent, and partly
hidden, meaning, reflecting the profound concefrtb@ culture it emerges from,

thus eliciting emotions, pleasure and pdit23).

Both Rosen and Haskell discussed the conventrofed of women as
mothers and girlfriends which had little to do wikie screen presence or the strong
narratives. As discussed by them, the mainstreammercial cinema never
represented the real lived experiences of womamaharound us. Instead, they were
set aside within the screens only to be used asldy the male protagonists. The
increasing number of rape scenes and the porn sces&ted in movies with women
representation were also put to query through #ssays. The intact masculinity
seen in movies which are said to be the mirroes society has been mentioned even

by Claire Johnston in hé&totes on Women'’s CineniB73). The representation of
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women as ideological signifiers in cinema was a additional concept introduced

by British Semiotic critics.

However, it was in 1975 that Laura Mulvey, thetiBhH Feminist Film
theorist published her groundbreaking essay edtflsual Pleasure and Narrative
Cinemain the most influential British Film Theory JoutrgcreenThe essay was
grounded on the concept of Freud and Lacan anddpawew rollercoaster ride in
the trackway of Feminism and Films. The essay thimé to be a protean zeitgeist
moment of visual studies emerging in a new ling@fd. It combined Feminist
Aesthetics and Feminist Theory in association Wilychoanalysis. The germinal

essay combines voyeurism, fetishism and narcissisime single structural layout.

The crux of Mulvey’s essay focusses on how thegsgectators and
pleasure in viewing forms a masculine structureg ¢mlplease the male community
in the society. Her essay relates to the scopaptulntent inevitably present in
every filmic representation of women. Thus, Mulw®ynnects these psychoanalytic
terms with the Feministic representations to hottarlight into the female roles in
movies. While Feminism works with gender issuegycRsanalysis partakes the
identification that happens through the unconsgiadsch can execute the unsaid

experience of the quotidian life.

No other single essay has ever excited and tramsfbthe contemporary
Film Theory into such depths and vastness. Mulvggisninal essay was first
coined as a paper at the French Department of \WsstdJniversity in the year
1973. The paper was subsequently published inlthgdurnal Screen Contouring

the sketches of Psychoanalysis, Mulvey describedstraam cinema as a
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Phallocentric apparatus. She distinguished the lEenoées in movies as gazes -
gazes created by men for men. Thus, the entirdrglnapa movie inclusive of its
narration, editing and camera shots denoted the g@ant for the masculine orb.
As the art historian John Berger had recently goirut, “men act and women
appear. Men look at women. Women watch themselggghooked at. This
determines not only most relations between mennaorden but also the relation of
women to themselves. The surveyor of woman in Hassmale: the surveyed

female” (74).

Mulvey’s essay looks into this surveyed female hedrepresentations.
Though the essay created a conceptual leap irttidory, the essay was attacked for
its ahistorical, computed construction and as alrdsulvey later revised her essay.
However, analysing the essay in its own histongament, it relates to a diversified

segment of observing film genre in a new perspectiv

It is quite interesting to note that Mulvey hadhgected the spokes of varied
theories to fit in with Feminism, ultimately tyingup with Film Theory. Her essay
connotes a conglomeration of Freud and Lacan cdupith Feminism and Film
Theory. As long as the theories of Freud and Laearain, the context of the

spectatorship Mulvey talks about hardly diminishes.

“In a world ordered by sexual imbalance, pleasuileoking has been split
between active/male and passive/female. The detargimale gaze projects its
fantasy onto the female figure, which is styledardgly” (Mulvey 19). The basic
statement in which Mulvey’s essay revolves is thatsociety is a world of

imbalances and men and women are unequal in apacid it is this inequality
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which stands as the originating point of a Femi@istique. Secondly, the feelings
related to pleasure and the modes of pleasureangisally directed for the male -
to cater to the needs of men in society. Thusstiogety has a structured platform in
which looking atandto be looked aére two standpoints different for both men and
women. Thus, the process of looking at and deriplegsure from looking is
exclusive for the males and this constitutes thiwemale role in society. On the
other hand, the females are just rolled up intectsjof erotic pleasure - the passive
femalesto be looked aby the active males. So, the women in a society ar
structured in a way as if her only distinctive gtyabr virtue is to offer pleasure to
the active male and she fades away into oblivi@msadter the promised pleasure is
directed towards the male. Mulvey here ascertdiasih order to offer this pleasure

to men, women are styled accordingly - as per trena of a phallocentric world.

Mulvey alleges that Hollywood cinema arose exelelsi on the basis of
providing ample space for visual pleasure. Sheudses in length the erotic pleasure
that emerges through visualisation of women and famwvomen images had
retained the dominant composition of patriarchy\Mwy reiterates the fact that this
imbalance in society is again reincarnated thrddgliywood cinema in a wider
sense. “However self-conscious and ironic Hollywowahaged to be, it has always
restricted itself to a formathis-een-sceneeflecting the dominant ideological

concept of cinema” (15).

On one side Mulvey argues that an alternativensanean challenge the

ideology. But on the other hand, she elucidates Hollywood cinema exacerbates
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gender inequality in its worst form. She buildshgy essay with this standpoint with

the support of theories from Freud and Lacan.

The concepts of Scopophilia (Freudian) and thgestd identification
(Lacan) with which Mulvey equates Visual Pleassgr&urther explored in detail in

the following statements.

The Freudian concept of Scopophilia is explored/ioyvey throughout her
essay. Mulvey uses Freud’s Psychoanalytical thasry political weapon to testify
the patriarchal unconscious which has shaped omdsrand our experience in
watching cinema. Scopophilia is a term introdueettdnslate Freud'Schaulust
which meanshe pleasure of lookindgn hisThree Essays on Sexualifreud
discussed Scopophilia as an inherent drive plagddnithe erotogenic zones. In his
later worklInstincts and their Vicissitudeke further developed the fragments of
Scopophilia towards the holistic representatioN@yeurism. This trend begins
with the infant stage with the desire to know alibetprivate and the forbidden,
other people’s bodily functions. Freud contemplaedpophilia as a basic built-in
instinct of childhood which provides pleasure bgkimg into the private moments
of others.This continues and develops and evolves into aespHooking at,where
the thing that isooked atbecomes the object of focus. The real sense oinsatibn
arrives when the other object which is viewed gisrsas an erotic objedthis
tendency is termed as customary unless it takeyage into the extreme privacy,
where someone can derive pleasure only by lookings®eeping TomOriginated
as a character from the legend of Lady Godiva, Tisad to watch Godiva naked

and thus became a symbolic representation for a uwleur.
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Mulvey advocates that the spying of a private mainoé another person in
real life is something which will be consideredapatory - an act of shame. But the
same spying sets off to be an indispensable elewlegrt placed in a cinema hall in
the dark, where your eyes can determinably warideugh the private moments of
others while the screen provides that constructetlisive private space. Taking her
cues from Freud and his terms in Psychoanalysesesplains the term Scopophilia
in relation to cinema. Mulvey believes that a mavieatre is an apt place to ensure
Scopophilia since it is a dark room where one gtects separated from the other

giving enough scope for voyeuristic pleasure.

In addition to Scopophilia, Mulvey talks about fteallocentric world and
the castrated woman. Her lack of penis constitilitesastration effect and hence
she is decoded to be unpleasurable and can oy mi#asure to the superior
presence with the phallus - the man. The lack afgo@ a woman thus signifies the

sexual difference.

Castration Anxiety is a Freudian theoretical aspdtch is the fear of
emasculation. Emasculation can be both literalraathphorical as it is considered
as a symbolic universal experience by Freud. CamtrAnxiety is an overwhelming
fear of damage or loss of penis which is recognasedn unconscious paradigm that
sustains in a male. The theory states that thisegndevelops during the infant
stage between three to five, which is the phakiealopment stage. As per Freud,
Castration Anxiety is experienced in multiple wéwysboth males and females. The
counterpart of castration anxiety which is seefemales is known as Penis Envy.

The Castration Anxiety originated from the Greakdine of Oedipus through
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which Freud introduced the concept of Oedipal Caxyprlhis in turn forms the

base for Mulvey’s appraisal of the pleasure inaiare cinema.

As per Freud’'s agreement, Castration Anxiety ggamed as a feeling that
develops in young boys when they witness that thag girls lack the penis and it
is a stage in which the boys believe that the Hialge lost this as a part of
punishment meted out to them and hence they feasig their own sexual organ.
This theory had been one of the most formidablerike put forward and is still
controversial and debated on. A metaphorical céstraan make the male feel
insignificant and puny. It is a symbolic castratlmnwhich they might feel degraded
and diminished in their life which is quite detrintal to the ubiquitousness of
Castration Anxiety. In a male oriented world, Castm Anxiety is regarded as a
threat and the woman thus represents an uncondtiad to the male. “Thus the
function of woman in forming the patriarchal uncciosis is two-fold, she first
symbolizes the castration threat by her real alesehpenis and second thereby

raises her child into the symboli(Mulvey 15).

Once this raising is achieved, she is relegatextivd background and she
remains only as a memory of maternal plenitudeaanthe memory of lack. As
Freud says, she can never be the meaning, shenbabeothe bearer of meaning.
She is never the maker of meaning because it @yalthe man who creates and

embodies meaning.

According to Mulvey’s assessment, the female fgarcinema is a
paradoxical one. She signifies attraction but alitg that, she plays with the fear

of castration. Thus, the male subconscious whishtdidreak free from the fear of
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castration can access it only through two stragedibey can either dismantle, crush

and ruin her or they can save her as the saviour.

In the first strategy, films are based on voyeunghere the female figure
can be tamed, unveiled, demystified or even pudistiethe fact that she is a
woman. Mulvey calls attention to the three filmsAifred Hitchcock to penetrate
deep into this voyeurism. They arertigo, Rear WindowandMarnie. In all these
movies, the woman as a signifier of lack, gener@@stration Anxiety and is
therefore, either tamed or punished. Contrary iitleology, some Hollywood
movies have gone to the other extend of idealisatibere the female is idealised to
the role of perfection with her innate beauty amuerent virtue where she
supersedes the Castration Anxiety and will neveepothreat to men. The woman
is thus carved into a highly tempting and desirdiglere and enables the male
spectators to engage in Fetishistic Scopophilieetherepressing the fear of
castration. Mulvey terms this as Fetishistic Scdylcg Thus the turn of events
become rather reassuring than being dangerousimgaff man’s fear of

castration. This strategy is actually used by $terg in his moviévlorocco.

Hitchcock uses both Scopophilia and Fetishistigg®philia in his movies
which makes it furthermore complex. By raising tim@ge to the idealistic, the
woman is no more the agent of the guilt but a péseman in a perfect body. But
even then, she falls a prey to the direct gaze@®t&pectator. Hitchcock's camera
positions are mostly from the perspective of théempaotagonist and since the male
spectator identifies himself with the hero, thectgor has a full-fledged access to

share the uneasy gaze of the hero.
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Lacan and the mirror stage of identification fortims second core segment
of Mulvey’s essay. One of the structural qualitésinema that the spectator seeks
for and cinema offers is identification. Considgriracan’s Mirror stage, Mulvey
takes into account how the spectator identifiesskilirwith the character of the
movie. This identification is not just looking at@her person which is separated
from the self, but on the contrary, it is a matkrecognising a character who is like
oneself or like one everyone would like to be. THhhbe relationship of a spectator
towards the hero in a movie is not that of Scoplaptut that of identification

which is in a way supreme, compared to that ofitiseorder.

Mirror stage is one of the most popular conceptBsychoanalysis. The
concept begins with the belief that infants idgntifemselves in the mirror as
objects inducing apperception right from the agsiwimonths. According to Lacan,
the mirror stage is not just a moment or a phaskearife of an infant but is a
process of identification which is carried oveihts later years too. Thus the mirror
stage is a parallel with an imaginary order wituljective structure. This ideology
gets crystallised in his later esseye Subversion of the Subject and the Dialectic of

Desire.

Primary narcissism is a first state, prior to tbastitution of the ego
and therefore auto-erotic, through which the infeags his own
person as the object of exclusive love — a statefdrecedes his
ability to turn towards external objects. From thnsues the
constitution of the ideal ego. Secondary narcissesunlts from the

transfer to the ego of investments in objects endkternal world.
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Both primary and secondary narcissism seem todsfemce

against aggressive drives. (Roudinesco 29)

Lacan, in fact holds on to the shoulders of mamyipus theorists in
forming his concept of the Mirror stage. DarwinaperA Biographical Sketch of an
Infantand James Baldwin’s paplenitation: A Chapter in the Natural History of
Consciousnesisad discussed the other self or the mirror imaga stage of
development in the infantile days of a child lorejdye Lacan came up with the

concept.

As Lacan states, the first image that a child seése mirror helps him to
configure the primary identification as ‘I'. Thefamt identifies with the image and
the image serves as a gestalt of the infant’s emgeperception of his own
childhood. The mirror phase occurs at a time whenchild’s physical ambitions
outstrip his motor capacity, with the result that tecognition of himself is joyous
in that he imagines his mirror image to be more gete, more perfect than his own

experience of his body.

In the mirror stage, Lacan compressed the two ghase one. At
the very moment when the ego is formed by the intdglee other,
narcissism and aggressivity are correlatives. Naisin, in which
the image of one’s own body is sustained by theyena the other,
in fact introduces a tension: the other in his imbgth attracts and

rejects me. (Julien 34)
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Since the infant’s perception is not fully deveddpand due to his physical
vulnerability and weakness, he persistently idesgithe mirror image as an ideal
image which he tries to attain throughout his lifeother words, the mirror image
can be instrumental in identifying another imagiee- other - throughout the life of
the individual. This “other” will perpetually drivine subject to identify the image
of self in the external environment that he seekst his later life. As Mulvey puts
it, this mirror image is the matrix of the imagigdor the child. This Lacanian study
has indeed tilted a number of perspectives allugjinahe layers of cultural studies in

Britain during the 1970s.

Thus the impact in perceiving a male hero throagikreen is undeniably
different from the objectification discussed earlieth women. The male
protagonist of the narrative is often identifiedthg male spectator as a surrogate or

in a richer sense, as a complete perfect idertidicavith the self.

A male movie star’s glamorous characteristics lavs not those of
the erotic object of the gaze, but those of theenparfect, more
complete, more powerful ideal ego conceived inathginal
moment of recognition in front of the mirror. Thieacacter in the
story can make things happen and control eventsriigaain the
subject/spectator, just as the image in the miias more in control

of the motor coordination. (Mulvey 20)

Thus the male figure gets a three-dimensionalespathe psyche of the
spectator where he internalises the hero’s imadpsaswn imaginary image of

perfection. The male protagonist articulates tluk land creates the action on the
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screen. Therefore, a female figure epitomisedsesxaal object on screen falls in
love with the hero and becomes his sole propettg. Spectator who identifies
himself with the hero takes delight in the heraméis own private space of the
theatre. “By means of identification with him, thigh participation in his power, the
spectator can indirectly possess her too” (Mulvéy Zhis assumption stands as
Mulvey identifies the spectator as a male and rfetreale. Thus a movie transcends

the instinctual ( Scopophilia) and the imaginamsiftglentification).

Thus, with the conglomeration of Scopophilia adl &® Identification
reflected in a male spectator, Mulvey concludesgssay by mentioning the male
gaze. The Cinematic gaze, as Mulvey puts it, brasahto three types of gaze. The
first is the gaze through the Camera lens whiclpgisothe real network of actions
by the female heroine. The second involves the gatee male hero within the
screen who views the heroine as an object. The kiniid of gaze initiates from the
male spectator who watches the movie and identifidsthe male hero by secretly
possessing the heroine in the darkness of theréhééé¢ observes the heroine within
the screen through his Scopophilic voyeurism. Ad three gazes are
guintessentially masculine in nature and the wobraacreen is thus objectified and

degraded in every sense.

Mulvey thus brought into light what a cinematizgas and how a cinematic
gaze is coded just like a systematic language, igtbonventions rooted in
Patriarchy and masculine authority. Thus, the rgalee is constructed through
sadistic voyeurism and Fetishistic Scopophilia. &bounts is what the heroine

provokes, or rather what she represents. She wneor rather the love or fear she
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inspires in the hero, or who makes him act the neagoes. In herself, the woman

has not the slightest importance’ (Mulvey 19).

Since Mulvey analyses the entire essay from thedgt@int of a man, the
guestion as to the effect of the gaze through akemperception remains
guestionable. Thus, in her esgsiyerthoughts of Visual Pleasure and Narrative
Cinema Mulvey identifies a trans-sex standpoint wherefémale spectator shifts
from a feminine passive identification to a maswoellactive identification. The
former is the socially accepted mode while theetat psychoanalytic. However, the
paradox stated here by Chapman and Rutuherfohdisrost Feminists drew from
male psychoanalytic and deconstructive theoristhatienge the phallocentricism

prevailing around them” (7).

Mulvey desired for an alternative cinema far awayrf Hollywood
strategies, which can challenge the hitherto caisdefiowed by Hollywood. Her
essay has voiced the necessity for a theoriseddespactatorship wherein feminine
roles differed from the age-old conventional sysieoishowcasing. She concludes
her essay with a thre- dimensional scope of the:g#zat of the camera as it
records the pro-filmic event, that of the audieaset watches the final product, and

that of the characters at each other within theestillusion” (24).

The incessant injustice meted out towards wompresentations in films
had never been interrogated till the dawn of tiret@enth century. However, the
advent of theories in the wake of late nineteestiitury started challenging the

hitherto manifestations of female essence, espgamvisual media. Though
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cinematic techniques had taken up new shapespthmé of women

representations continue to remain the same evire iourrent scenario.

A re-reading of Nolan’s female characters in thespnt scenario is thus
possible through the aforesaid features of Mulvegsay. The pivotal five features
of the essay, woman as an object of pleasure, $bi@g Narcissistic
identification, woman as the image and man as ¢aedv and the three gazes, when
applied with Nolan’s female characters can defipibging forth how puny and how

objectified they are in their representations.

Hollywood has always been a pedestal portrayimglgesegregation. From
time immemorial, the onscreen inequality has rumpant in this industry. The
concept of the celluloid being, or the glass cgiktill persists in the industry as the
women representation still remains scanty in spfital the progressions and
developments in the field of Feminism. Consideangumber of scholarly articles
and various statistical reports, the field of ciestill remains as a male dominated
world. It is crystal clear that this gender diffece is not because of the lack of
talented or trained women in the field. The gerghgy in top film institutions is
actually very minuscule but when it comes to thecpcal field of the Film Industry,
the disparity remains intense. As per recordsntieber of women graduating from
these institutions are in fact higher in number pared to the males. But however,
when it comes to behind-the scenes and onscreeeseqations, these women just
disappear into vacuum. Undoubtedly, it is the gelbtkes that plays the antagonistic

role here. Apart from the provocative expositiorskin and the sidelined role of
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supporting the heroic male, a woman’s appearanaanovie is rather undersized to

the entire narrative.

As per George Gerbner’s and Larry GrdSsltivation Theorycontinuous
exposure to certain cultural codes presented ttrougdia will in turn affect the real
life experience of the spectator (17). Similarhg under-representation of women in
films can only reiterate the image of a stagnateilety where women are denied of

their opportunities, unparalleled with their aspoas and capabilities.

E. Ann Kaplan states in hiartroduction to Women in Film Nothat “one of
the depressing aspects of the study of women wanks is the repetition of the
same structures, showing the strong hold of patndr(1). Hollywood'’s hefty tilt
towards men and the blatant absence of women lessrbeandering since the
breakthrough of Hollywood movies. Though women @gcroughly half of the
world’s population in the real world, the depictiohthese women within the silver
screen is still sparse. The under-representatiovoaien is common in movies all

over the globe where they are sidelined either @ihens, wives or girlfriends.

The Bechdel Test, named after the American caisgoflison Bechdel is a
litmus test to measure and identify the renditibwomen in fiction as well as in
media. The test considers if a work features twuoew identified women
conducting conversation with each other about sbimgtother than a man. The test
in fact signals the active presence of femalegctiohs and films to gain attention to
existent gender inequality. However, the test tesudve probably confirmed the
fact that the role of women on screen is evideleg. Since the women'’s liberation

movement in the 1960s, their roles in social, caltyolitical and economic life has
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drastically changed and progressed for the best@mingly giving women an equal
footing to men in most aspects of life. But the enddminance of the film industry,
like many other industries around the world, i stiident in the 21st century.
While females have made tremendous strides, hovhoithese progressions have
been translated into popular culture and the mediaonsume regularly? “Radio,
television, film and the other products of mediéune provide materials out of
which we forge our very identities, our sense ¢the®d; our notion of what it

means to be male or female” (Kellner 235).

There is nothing astonishing in noting the faet thromen roles in movies
are always set to traditions. Women either occapyttaditional family role or the
role of the giver - the one who sacrifices everyghior the dominating male figure.
On the other hand, the number of superhero mowgiesrthigh in Hollywood where
the male characters are raised to magical levets &rdinary status. Hollywood
movies likeSupermanBatman Captain Americalncredible Hulk,Fast and
Furious James Bondnd many more in the category stands as a testitoomyeal
the glorious pedestals to which male heroes aresseadl. The role of women does
not look considerably substantial even for moviesighed for female spectators as
they remain in the realms of motherhood, family aratriage, never unfettering
themselves from the constraints of society by beegendable on the independent
male characters. “Women are portrayed as depewndenther characters, over-
emotional, and confined to low-status jobs when garad to enterprising and

ambitious male characters” (Bussey and Bandura)1296
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Though not a Litmus test to identify the womereser presence, Jane Wick
Phenomena helps us in understanding where we wstiimdespect to women
equality and women liberation. A successful frasehhat is remade with women
in leading roles is what is called as a Jane Windr®®menon. The phenomenon in
itself is derogatory as it portrays women as seapndis Linda Hutcheon mentions
in herTheory of Adaptatiant is not particularly necessary to consider aknaf
adaptation as something derogatory or of a secgrsfiaius. However, a remake of a
successful male oriented movie with females, gough this denigration not once
but on a double layer. The women in lead rolesdsganan experiment as to which
men had already reaped the success part in thergatbased movie§hostbusters
andOceans8are movies reshaped with female heroines andehd has not
brought obvious changes to upgrade the positiamoofien within the screens.
Contrary to this, women movies which had been ye&pular never get converted to

men movies later nor do they accept the succegesé movies in its real sense.

2017 Blockbuster movies lik&/onder WomanThe Beauty and the Beast
andStar Wars: The Last Jedtands as a testimony to prove that female driven
movies too can generate box offices. Parallel égselfemale oriented movies, if we
take a look at Christopher NolarDsinkirk released in the year 2017, it surprisingly
disappoints and disillusions us as there is nat@esstrong female character
present in the war movie except for a nurse whasramdl a woman who travels
across the English Channel. The film deliberatelyumges the female territory and
celebrates a male world. What Nolan has reaffirimez@ is that the woman in the

role of a nurse reiterates the fact that her ®le inurture, to nurse and to calm and
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soothe the man - the superior sBxnkirkis doubtlessly a male movie weighing
only to the side of the masculine world. Thus, vatith set of progressive foot that
is made up through women in films, there comesra lvehich effectively pulls

down the strings back to the convention.

Cinema, in fact should act as a mirror to theetyaivhere the real
achievements of women should be focussed in tlrathas. However, movies often
overburden women with their female roles of nurtgricare-giving and sacrificing
mentality wherein their self is completely negaf€dus, a movie in the real sense
can either reflect the renewal of an emerging iedelent woman or will surpass her
capabilities and showcase her as an incapabldedowfficient woman. “They
show us what we are, what we were, and what wedgshbuld, or (do not) want to
be. When at their best, movies give birth to nesioris of female strength and
freedom. At their worst, movies ridicule, denigtadeny what real women have

long achieved, and replace it with spectres froengast” (Kord 18).

Noir Movies of the early decades are no exceptvamsn it comes to the
portrayal of women as mere narrative tools. Moghefmovies of Christopher
Nolan are deep-rooted within the rudiments of stiacture though they swerve and
advance through a different technical aspect designy Nolan himself. Thus, a
methodical analysis of Noir movies and their stuoetcan indeed relate to a number

of movies directed by Nolan.

It was during the early 1970’s that Noir films spted, which
characteristically depicted mysterious and minates of females in doomed

circumstances. Noir Films are a cinematographiceggenfilms and the term was
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applied to a set of American thrillers which weeéeased during the 1940s and
1950s. Literally known as ‘Black Cinema’, the teluir was first used by the
French critic Nino Frank as he identified how dand black these movies are. Noir
movies are exceptionally regressive when it brusipethe female orb and often
plunges these female characters to death in codaptopolise the male. The
autonomy of her body which represents both socicéd@nd symbolical labyrinths
are constituted by branding her as the radicalddi@lforce which ultimately needs
to be suppressed. These insidious constraintsddtthe feminine susceptibility

through sexual objectification as well as the paadcourtship of desire and pain.

According to Andrew Spicer, the authorfefm Noir, the articulation of the
patriarchy in film Noir is understood as one of gige’s most consistent features,
no matter to which decade the film belonged to. Phst World War 1l saw a
decade in which women were pressurised to get twalsckme even after gaining
emancipation in work places. The feminine psychasakty depicted in movies like
Phantom LadyThe Big SleepndThe Reckless Momemveals the sexual
narratives portrayed through women characters.Ndiemovies of the earlier
period were often dark movies relying on dark, ragisus themes, often creating a

negative effect and ending with an unhappy tilt.

Christopher Nolan’s first moviEollowing, released in 1998 is indeed built
on the heels of many relative Noir Movies sucfihe Usual Suspects 11994 by
Bryan SingerSevenn 1995 by David Fincher arldA. Confidentiain 1999 by
Curtis Hanson. Nolan’s Neo-Noir adhere to moshefexplicit features of Noir

films except for the sexual portrayal of the fensatethe vivid sense. Though not
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vivid, the erotic ambiguity established through thevies of Nolan are desirably
undesirable. Nolan’s female characters are molessrdemarcated by sexuality
though with different undertones. This sexualityum paves way to display more
flesh. “The young girl feels that her body is gegtaway from her... on the street,
men follow her with their eyes and comment on m&atamy. She would like to be

invisible; it frightens her to become flesh anghmw flesh” (Beauvoir 333).

Janey Place’8Vomen in Film Noiis one of the most evocative essays on
gender and sexuality. Place, through her essagtearthe characteristics of the
women in Film Noir and how her representation igiagneant for the rooted
stability of the male protagonist in the movie. @xplains the hidden configuration
of a female sinner in Film Noir through the moideuble Indemnity Place begins

her essay thus.

Film noir is a male fantasy, as is most of our &hius woman here as
elsewhere is defined by her sexuality: the dark lzak access to it
and the virgin does not. That men are not so detestically
delineated in their cultural and artistic portragaindicative of the
phallocentric cultural viewpoint: women atefined in relatiorto

men, and the centrality of sexuality in this defon is a key to
understanding the position of women in our cultditee primary
crime the ‘liberated’ women is guilty of is refugito be defined in
such a way, and this refusal can be perversely @eant, or in life)

as an attack on men’s very existence. Film nduaislly

‘progressive’ in these terms — it does not presentith role models
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who defy their fate and triumph over it. But it daggve us one of the
few periods of film in which women are active, static symbols,
are intelligent and powerful, if destructively smd derive power, not

weakness, from their sexuality. (47)

The structure of the Noir has been designed in aughy as to reflect the
gender hegemony in an aesthetically fit manner.false archetype of women as
the harbinger of all evil, constitute the crux afiNmovies. According to Place,
there are basically two archetypal females porttagert as the two extreme bands:
the whore and the Madonna. The first connote aatiiedd force which stands totally
against the patriarchal structure while the laterngly identifies with the male
dominated world and is an idealised woman who caplement traditional values
for her man and her family. Family, which is recisgul as the cornerstone of social
traditions and values, reinstates the patriarcidgroand thus a woman restricted
within the walls of the family is an idealised womand thus termed as a Madonna -
the maternal virgin. The Whore, on the other hanal Femme Fatale - the spider
woman who hovers around the man with her web afi@gxowers only to trap the

ideal man.

The concept of a family reiterates the father ashibad of the family and the
mother as the care-taker under the control ofdkteef - her husband. Thus, gender
roles are specifically assigned, the moment wehuséermFamily. To supplement
to this structural hegemony, the Noir Film doesdistuss family in its ancient
concept. Instead, a Noir, a rebellion against thecgiral base of a family will

ultimately bring upon destruction. The Family hexa large metaphor for a
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patriarchal society. The Film showcases the coressmps when there is not a family
and how you might be trapped within the dark hasfds Femme Fatale in the
absence of the family. Place, in fact, draws stiares of her observation through

Noir Film to talk about the specific features ofmen characterisations in Noir.

The Spider woman is in fact an independent womaarewf her mind and
body and is definitely stronger and more indepenhtlean the docile maternal
figure. Femme Fatale in French me@nBeadly WomarnThis indeed resonates the
earlier discussed Castration Anxiety in the hera this active independence of the
Spider woman which is considered as a threat tadb&l order of patriarchy. She
is powerful to break the concept of society andcarerise her self to the most
prominent levels. This mysterious, duplicitous wonman icon of tough-sweet
character traits. She is capable of her activé akd she is independent to use her
sexual skills unlike the maternal figure who knawsy to direct her powers of love
and sex towards the single owner of her, who pesssdser completely. Mary Ann
Doane defines the Femme Fatale as, “a figure eftaia discursive unease, a
potential epistemological trauma (whose) most istglcharacteristic, perhaps, is the
fact that she never really is what she seems tfshe] transform|[s] the threat of the
woman into a secret, something which must be agiyely revealed, unmasked,

discovered” (1).

Though the Femme Fatale is regarded as an objsexofl desire, at the
same time, she is juxtaposed with her hardworlangpitious nature. Unlike the
submissive female heroines, a Femme Fatale hamther to take control of the

entire sequences in which she is present. Sheaardrols the hero she is with and
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thus controls the camera focus too. She is higtdjim the scenes and her visual
presence is inevitable in a Noir film. She is mpsitlessed up in masculine
costumes and uses cigarettes and guns which &aetiphallic symbols.
Nevertheless, saving the hero from the hands sfitéllish force turns obligatory
and ultimately this female presence is destroyethbymale. Thus, killing the spider
woman is unavoidable as to retain and bring baelotder of the patriarchal
structure. Her destruction brings back the ideah tocthe roots of the so-called

family - the base of patriarchal representations.

The ideal man is in fact intimidated by the preseof this active woman as
she is more active and independent and is capéblelding her power to the
targets. The cinematic style of Film Noir, althoygblematic, given its
glorification of white female golden beauty, giwasactive, intelligent symbol of a
female character, which is empowering and botrabla for women. According to
Janey Place, “there is a threat to the male thatevoare conducting when they are
in opposition the female expectation or standatdckvis understood, in a dramatic

way, a threat to man’s existence” (47).

The man who cannot surpass the complexity ofatiive female has
nothing else, but to destroy her to go beyond keeleence. The extension of a
masculine tint in her character makes the manmeee dread than desire in her and
it is only through ambushing her that the man camph the Femme Fatale. Thus,
the fate of a Femme Fatale is in no way differenglae consequently turns out to be

an aesthetic prop in the hands of the hero fosd®.
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Place’s essay has given rigorous undertones in&wuag the features of a
woman character in a Film Noir. The major featunetuding the unusual
independence of the Femme Fatale, her non-tradltsymbolic iconography, the
false value systems in which she remains and theasi with the archetype of the
Nurturing women can be re-read in terms of Noldersale characters. A reading
through the ideology of Place can doubtlessly syatese the positioning of the
women in Nolan’s movie and how their active pregeiscsubtly pushed off through
Nolan’s unparalleled directorial skill. HowevetaBe strongly argues about the
strength of these non-traditional characters ahédvJes that they leave a lasting
image in the memory of the spectators. “It is hergth and visual texture that is

inevitably printed in our memory, not her ultimatestruction” (63).

Though women occupy roughly half of the world’pptation in the real
world, the depiction of these women in the silvaesn is still scanty. Gingered by
the miasma of gender inequality, women’s standpdiave always been a
submerged pick beyond the ambit of conclusionsHsim puts it, “Feminism has
no single vision, although it is a visionary wayseking” (3). The powerlessness
and ostracism experienced by women through theualéy of hegemonic structures
in reality had been one of the fundamental causethé diminutive female roles on

screen.

It was Gaile Simone, one of the most discussedlpopumerican writers of
comic books, who first coined the term “Women irfriigerators” during an online
conference on comic books. The term recalls aofieti incident inGreen Lantern

by Ron Marz, where the hero, Kyle Raynor, findsigapartment, his girlfriend
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Alexandria DeWitt, who had been brutally killed astdffed inside the refrigerator
by the villain Major Force. Since then, there depeld a catalogue of female
fictional characters who had either been murdetegpwered or maimed and used
as a mere flashback agency alone to push thelstergf the male figure. The
untimely and icky end of female characters is thusdea totally conceivable in the
present scenario rather than being put to questiéiR or Women in refrigerators
was a website launched by Simone in 1999 to didtesdisappearing women in the
comic series. Similar to the silver screens, thmicseries also witnessed an
abundance of female deaths, rapes and disappeavailegdhe males retained their
presence in spite of all odds in the plot devidee €gregious trope of Refrigerated

Women has been put to analysis since 1999 evenrggfiect to Hollywood movies.

Irrespective of the country of origin or languaerigin, movies replace the
same ideology everywhere around the globe. Cinarm&h actually should be
reformative in a society, instead, becomes a maswcof the society archiving the
patriarchal, gender roles in more typified scalisgortments. However, the greatest
blow to women comes from Hollywood as it is seea éismament of universal
benchmark to which the progress of women in visugdlia is judged across the
world. When Hollywood fails to intervene or to takecessary amendments in its
cast, the reiteration of the same phenomena arthenglobe automatically goes
unnoticed. The actress Geena Davis says in arviewethus: “What are we saying
to kids when the female characters are Hyper-sesagglnarrowly stereotyped, or
not even there? The message clearly is girls arasimnportant as boys, women are

not as important as men, and they take this alhironsciously” (Conor).
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Hollywood had never been kind to women, and it gwiheavily in favour of
men. Early Noirs have already imprinted the negatoles of women and the
stereotypes have been cast immensely as femakesegpations since then. The
countless sexual abuses and allegations that Ipaveees] out recently adds up to the
necessity in analysing and revamping the mechanistdsllywood. In spite of
innumerable efforts for a progressive society wifjual status for men and women,
Hollywood has always lit up its light to guard addlise the male heroes. The
elimination of women from independent and ambitimles and the pigeonholing of
women as objects become a common scene in thenotatif Hollywood. However,
the consequences of being objectified is not mioothey pose an uncertain threat

to the entire society through a set of false values

Sexual Objectification is one such mechanism whatbgates the role of
women to background and projects them as pure raabdjects. Being a strong
leaf in the pages of Feminism, Sexual Objectifmainstigates and further fuels the
gender inequality remaining in a society by posiagous physical and mental
issues to the women thereby providing more chaftresen to testify their tyranny
and violence on women. Germaine Greer opines ‘thaéry human body has its
optimum weight and contour, which only health affitiency can establish.
Whenever we treat women's bodies as aestheticteljgthout function we deform
them” (176). Objectification theory has been thestndilised theory in judging the
ontological positioning of women as a sexual, erobject in movies.

Objectification in a metaphorical sense is an egjent to ‘dehumanisation’. Sexual
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objectification in media can range from a complatdk of female characters to

explicit sexual content of women through strippipggstitution and pornography.

Proposed by Barbara L. Fredrickson and Tomi-Apbédrts in 1997,
Objectification theory is a framework for understang the experiences of women
in cultures that sexually objectify them. The esSéectification Theory: Toward
Understanding Women'’s Lived Experiences and Mét¢alth Risksvas initially
published in the journaRsychology of Women Quarterlyhe theory claims that the
women who view females who are sexually objectjfteglinternalising those
perspectives into their personal psyche unknowinfys makes a woman alienate
her own body from herself and to view it as a toelant to satisfy the whims and
fancies of the men. The result of this self-objetion is the rocketed feelings of
shame, decreased state of inspiration and a séfeskan being aware of oneself.
On an individual level, women obijectification caad to body shaming including
eating disorders, cosmetic surgeries, dieting aedogsing. But on a social level, it
has far reaching consequences wherein the seXistecis reshaped and thrusted

into the veins of a society to believe that itight.

A study of sexual objectification will ultimatelgad us to analyse, intervene,
understand and examine a woman'’s life in a socltai@l context. An objectified
female’s worth is assessed only through her phiybeauty and her capabilities as a
human being goes unnoticed and unappreciated. & tmmsnan is identified only
through her physical, palpable aspect and theofdstr charm stinks and remains

unidentified.
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Admiration for a woman'’s body and objectificatioha woman’s body has a
thin line of difference and the area is often gragingle glance in itself is a
powerful tool of intimidation to make a woman feglsafe. According to
Objectification Theorypublished by Barbara L. Fredrickson and Tomi-Arab&ts
in Psychology of Women Quartetdgck in 1997, sexual objectification occurs when
a woman’s body, body parts, or sexual functionsswolated from her whole and
complex being and treated as objects simply tmbkdd at, coveted, or touched. On
the other hand, the admiration towards a womandy i@ defined differently
because it is an admiration towards the wholewbman’s body including her
mental traits like skills, brilliance, humour etmd is not directed towards any of her
body parts or its functions distinctive from its@i. The moment when you start
visualising a woman by disintegrating into her eliéint body parts without seeing
her as a whole, that moment is described as theamioof objectification of a

woman'’s body.

The Objectification of women have extended in =orleitant rate that we
often tend to forget that objectification happeings we have embedded
objectification too much into our socio-culturabptice of day to day life. As media
plays a decisive role in shaping the structurdnefdociety, the objectification of
women through movies have indeed cast a reflestigena in the society against
women. Irrespective of the efforts of feminist thets and feminist movements, the
Objectification of women through visual media il sl pervasive and the
masculine force in film industry is bound to ple#ise men-force outside industry

through this mechanical use of women images. ‘tlirei direct tests of
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objectification theory produce further evidencetpport it, then the most important
contribution of the theory may be to prompt indivédland collective action to
change — minimally to diversify — the meanings culture assigns to female body”

(Fredrickson and Roberts 197-198).

Many cultural critics have accused mass media @&whavmedia for
promoting the objectification of women. Most of tHellywood movies are also
designed in such a way as to promote this objeatifin and please the male hub.
Christopher Nolan’s movies also have geared oharsame track though direct
objectification does not really happen in many samas. However, the implicit idea
conveyed is the same giving a real negative impadioth the male and the female

spectators.

Fredrickson and Roberts define the theoreticabittgof Objectification
through five different features - how body is counsted in a social level, how
women are treated as objects, how visual inspectigaze of the body happens,
how visual media enhances this male gaze and hiswlbiectification can
ultimately cause self-objectification in women. Wihstudied in the light of these
arguments, undoubtedly, the movies of Nolan oféessrong negative impact in the
audience which can inadvertently stir up male vioketowards women in the

society.

A film director is a live human lens who sprinklde and translates the
script to the screen by his magical renditionsMwies can bestow us with food
for thought, they can even push us to the realnpeigdlexing disconnected spokes

where they get linked in the conscious strata efahdience in jumbled latitudes.



Sunder 69

A single Christopher Nolan film is a puzzle. Whagn, can we
make of ten? From Following (1998) to Interste({2014) - from a
three-minute, thousand-dollar movie set in a crahgEartment and
shot in grimy black and white, to a three-hour epith a $165m
budget, which starts in widescreen cornfields, thears into space -
what do we see, and what can we hope to solve, wheegxamine

the collected cinema of Christopher Nolan ? (Fuabg Joy 9)

Nolan makes his movies for global audiences, giognthem in the real
world, even though they hinge on wholly fictionahcepts. Audacious enough to
push his storyline to challenge the audience, &edst out amongst the greatest
filmmakers of our time. However, the unmistakalidsence of women in the
movies of Christopher Nolan corroborates how thegodle the messages of
patriarchy to the heterogeneous audience visuBtig.women in his movies are
either dead or killed or sidetracked and are alrankeard and unseen in the long
movie script where masculine action continuoustyffishes. With the elements of
Noir movies reconstructed by Nolan, the explickusd display of female characters
are comparatively less. But there are indeed oanasvhere they serve the purpose

of display alone.

Most of the characters in Nolan’s movies are pémeadels of womanhood,
especially on a physical basis. Older women aflenieally away from his movies
while older men do enjoy powerful roles as configgrand mentors of the heroes.
The evaluative attention that the women in his regwnjoy are undoubtedly due to

their youth and beauty. Nolan’s heroines are alwestédressed in their body-
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hugging attires with pointed stilettos remindingafishe mannequins. They do etch
a model of physical perfection in the mindset & #udience. A subversion of this
physical representation is what Fredrickson andeRsldreamt for through their
writing. Movies do initiate the young generatiomoia false world where their

ideology on sexuality culminates with women beirggated as an object.

The sexual objectification of women is not absdjutel in the movies of
Nolan and he uses them through their demise, tmpkiy his male roles. Thus, the
absence of the female figures is intensified andliy noticed as he makes his male
characters remain strong in the limelight with wathble potentials. Though Nolan
cannot be completely accused of being a misogyesit has to be noted that there
is a repeated stretch of characters institutediyr@inforcing the patriarchal social
hegemony. His films are anti-feministic, and thenvem characters are somehow
wiped off from the main game-plan of his movies.@afN'lplaced in the larger context
of the cultural and social hub, his women charadtit to come forth with valid

relevance and power unlike his male protagonists.

Nolan’s feminine characters feature as the ‘DanmsBlistress’ and the male
heroes are always in the backdrop of ‘The Lost ken@-arah). The Damsel is a
coinage in early French Literature and British tatere. The Damsel recreates the
power struggle in the society which in turn refgt®s the inferiority of women.
Women in Nolan’s movies act as protégées, catalyistsdraw a motive towards
the hero for the rest of his life. The new wavéNoir termed as Neo-Noir definitely
runs in Nolan’s blood where women are depictedarker light as perfectly dubious

and uncertain in their character sketches.



Sunder 71

Nolan’s movies have even been described as thad Déives Club’
spanning to the disappearance of the female cleaisadtiost of his heroes are
already in pain losing their counterparts as the@imbegins where as in some
others, they lose their wives half way throughrievie. Anyhow, the conspicuous
absence of the female character has been a pheaomeandatory in Nolan’s

movies.

Leaping to the big screens with lauded applaudesn’s movies had been
received and appreciated by the heterogenous awedgroup all over the world for
his complex heroes. However, his female charaetereften cast off with minimum
characterisation and dialogues. They appear inmahioles either as a part of
flashback scenes or in the unknown unconscioutastfahe protagonist thereby
showcasing themselves as weak and powerless. st lgere is to bring out those

female manifestations of the movies in connectidh e storyline.

Auric Goldfinger, the fictional character dJames Bondnce said, "Mr
Bond, they have a saying in Chicago. Once is hagipaoe. Twice is coincidence.
The third time it's enemy action” (Fleming 47). Geguently, we feel this as a

deliberate innate action by the director, castifighe female versions in his movies.

Nolan has portrayed around sixteen women chasastaling from The
Nameless Blonde iRollowingto Brand ininterstellar. Through these movies, he
has delineated characters ranging from spider wqifieemme fatale/ seductress),
unexciting wives, obstinate daughters, demandimmees and incorrigible
girlfriends to boring scientists and nagging spsusea modern backdrop where

women’s lived experience prove to glorify the goht, social and economic
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participation they have blended in with, the unsieged female representation in the

movies of a British flmmaker like Nolan keeps @nalience puzzled.

Thus, to conclude, it is understood that Nolatftilg plays with the gender
subtleties and feminine susceptibility and therebgforce the patriarchal tunes to

the society through his well-knit movies.

Gender, as socially constructed embodies it, reotelierse. Women
and men are divided by gender, made into the ssexgge know
them, by the social requirements of heterosexyalibych
institutionalise male sexual dominance and femakeial submission.
If this is true, sexuality is the linchpin of gemasuality.

(Mackinnon 533)

Despite being prioritised as an auteur in evestymodern sense, his
representation of the archetypes undeniably coesinihough a perfectionist and a
classicist, Nolan turns out to be cold and emotigney as with the depiction of the
women characters. Nolan, indisputably, is one efttigh-grossing directors in
Hollywood industry. When a Director’s choice of caeters and dialogues infiltrate
the psyche of the cinematic audience, his/her idpaskled in the movies gradually
turn out to be the law for the fan crowd. This aiton can be inspiring as well as
awed, depending on the permissible characterisatidncontext he/she spawns.
Nolan’s influence in modern cinema is unmistakasddie has a significant orbit of
layering his movies and offering the fragments \WHinally gets hemmed by the

audience.
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His male characters, however tough their life suimbe, get a chance to
recoup and return to life. The heroes are thusereee heroes. The females on the
other hand vanish without reasons into emptiness. @ the most pertinent
components of Nolan’s cinema is how the heroesocowee their fractured mind and
turn back to reality. The heroes are offered chaacel choices one after the other
until they get into the desirable track of life. 8¢aline heroism and masculine

prowess get projected throughout the sequences.

The polyphonic voices, the hybridity in the stiuret, multiple perspectives
and modern cinematic styles should have actuabymea more with the women
representations, but unfortunately the answer tam® movies is a big ‘no’.

Nolan’s anti-heroes too never leave unrecogniséslahti-heroes, namely, Joker
and Harvey Dent had reaped accolades beyond intaginahe iconic performance
of the Australian actor Heath Ledger has pocketeddicademy Award for the best
Supporting Actor. The affinity of the world toward®lence is once again stabilised
when the psychopath, schizophrenic, mass murddiaer is seen winning the

hearts of many and grabbing a distinguished award.

A survey of Christopher Nolan’s movies will reaffi the fridging of these
female characters and the thesis attempts in dgaganclusions by studying the
characters in the light of the theoretical framekgadiscussed above. A re-reading
of the movies through the lens of Mulvey’s es¥&ual Pleasure and Narrative
Cinemaand Janey Place’s essaépmen in Film Noiwill spill light into the current
scenario of women positioned in movies and enabl® take further steps to

improve their portrayal and to eliminate the objesztion of women in movies. The
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Objectification Theoryf Fredrickson and Roberts will substantiate theve said
theories and connect them to women'’s lived expeeemnd the damaging effects of

objectification in our society.

The following three chapters will examine the ninevies of Christopher
Nolan, specifically the heroines and the suppontegnen characters. His latest and
the tenth movi®unkirk hardly gets pictured in the context of Refrigenatsince
there are no female representations at all ivlaismovie. The upcoming chapters
will be assessing the stereotypes in which the ferctzaracters were cast and sets
forth to break them free from the gendered mouldfiich Nolan placed them up

for the gratification of the audience.

Analysis in the following chapters further explmdolan’s application of
women archetypes to demonstrate his powerless wageginst his superheroes.
The utilisation of camera perceptions, cinemattiteques and lighting further aids
in studying them closely. The canvas of transiganaghich these women are placed
will be gauged from diverse angles to recreatenttig and woof of their self which
conceptually and theoretically surpass the ordimaale characters of the movies.
The unprecedented glorifications bestowed upomtake characters and the
ignorance of the mettle of each woman charactdbeithus discussed. A
resurrection of these female characters will inderedte a new arena of space for
the women in the industry to shake themselvesroffifthe mainstream roles of
being fixed within the male institutions of marrgagnotherhood and family. The
thesis aims at a sweeping change in the outlotkeo$ociety we dwell in, through

which a woman can be ultimately seen and namedrleta human being rather
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than a female. A heightened sense of awarenekes &dst can check the damaging

effects on women prevailing today through mediagesa

Though Nolan is not aggressive in depicting hisnga through violent and
brutish sexual images, he figures them throughlssioibjugation in a method of his
own. But unfortunately, when placed within the Ergontext of the society, these
movies can induce a potentially harmful messageinggilectual band of audience
can easily distinguish the consequences and tleustivies will not alter or frame
their positive beliefs. But the inexperienced andducated viewers, who are ripe
for manipulation can be easily deceived with thesmges. Consequently, the
depressing reality is that the majority of viewars stuck within this immature
group. TheDbjectification Theoryhus discusses the disparaging effects of
objectification on women while internalising thgsmtrayed images, which can
further enhance a kind of self-objectification bermselves which will truly bring

multiple negative effects.

In a more complacent way, we can argue that Nisl@eyond the
conceptualisation of misogyny and gendered reptagens when we comprehend
the elliptical plots as a plot that plods after tleath of a female love interest
thereby kicking of the subsequent guilt in the hé&nuat, the continuous usage of the
same theme, fixing its foundation in dead and lolféenales over two decades in
around ten of his movies can be criticised as aftentethargy. This is not exactly
what the society seeks for nor asks for from aewudirector who has full-fledged

freedom to create and recreate liberation in his sms.
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Soaring high in its non-linear construction anddrang around the ground
of male glorification, Nolan has often gone intdiwabn regarding the facets of
female presentation. When his men steal away tbe,dfis women surge behind
the curtains fading into shadows. Once we finiskchiag these movies, what is left

with us is indeed the brooding sense of a disagdhub, rotting into nothingness.

The upcoming chapters will discuss in detail #feigeration of Nolan’s
female characters. The literal as well as the netagal refrigeration will be dealt
with linking it with the theoretical spokes in Fanst Film Theory and women’s
lived experience in society. A detailed exploratwati indisputably bring in the
mettle of these female characters had they beea ialithe movies. The thesis
foregrounds the historical context of woman’s ldiemn in accordance with
Feminism and Film Theory and the findings breaknftbe ideologies that dominate

the field suggesting for a new framework of justic@vomen.

The bold and distinctive movies would have beewl @ifferently if the
women characters had given a key to more screesemee. The chapters will
decipher the worth of these females and bring flr¢éhideology of inculcating an
equal reverence and standpoint for women in theegod hus, we can remind
ourselves the words said by Raja Rao while illgstgathe significance of women in

this world.

Woman is the earth, ether, sound; woman is theamosm of the
mind, The articulation of space, the knowing in Wfedge; woman is
fire, Movement clear and rapid as the mountairastrelThe woman

is that which seeks against that which is soughtMitra, she is
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Varuna, to Indra, she is Agni, to Rama, she is, &itd to Krishna she
is Radha. Woman is the meaning of the word, thatbréouch, and
act, woman that reminds man of that which he israndnds her
through him of that which she is. Woman is kingdawiitude, time;
woman is growth, and the woman is death, fortlhrsugh woman

that one is born , woman rules, for it is she thizerse. (357)
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Chapter Two

Resuscitating the Archetypes: The Femme Fatale,
the Redeemer & the Insignificant

Christopher Nolan is one of the directors who hasifested himself from
the margins of British cinema to the blockbustdrslallywood classics in the span
of a decade. Nolan’s fully-developed exploratiamshie field of filmmaking has
helped him reap gargantuan scales of success tiyastlzer contemporary of his
time. Nolan’s films have been stable and steadyuitin a span of twenty years
which began from his incredibly low-budget featlgrgth movies into his high-
grossing blockbusters. Not all directors possesgtinch to design and bring forth
what they really want in their movies. However, &lohad been with a razor-sharp
focus in his directorial flexibility in creating $iindependent storyline in realistic
backgrounds. The whack with which he materialigesrteandering narrations, his
all-pervasive backdrops, the mindgames that coaiglus the audience and the
labyrinths of visuals push him to stand out from ¢twntemporary directors. Nolan
got his foot in the door with his initial moviellowingin the year 1998. Nolan’s
crowning as one of the most beloved filmmakerdiadra is not something that
stuck him magically through filmic ladder, but dretother hand was an incremental
flow of characters and storylines through a coesispattern of trust which he built
up within his massive audience. On a visceral ldvislmovies are inclinations
towards human psyche and fascinations as welsa®implexities and manoeuvres.

According toThe Wall Street Journahis "ability to combine box-office success
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with artistic ambition has given him an extraoradinamount of clout in the

industry” (Fritz).

The visual language of Nolan’s cinema has alwags l@itonomous in its
take while clubbing it with its narrative element$e shifting narrations, evocative
portrayals, realistic film locations, hand-held @mwork, graphic light shifting
techniques and nonlinear story telling has alwdgesega him with a distinct halo,
relatively diverse from other directors of his tinBzing one of the most influential
directors of the twenty first century, Nolan’s mesihave bagged multiple Academy
awards in the past many years. A spin of 34 nonunsatin the Academy Awards
and a win of ten out of that, Nolan began his qaneth the release of his short film
DoodlebugHis accelerating journey fromoodlebugto Dunkirk has been
commendable though his visions pertaining to cemapects remain unchanged
amidst a span of twenty years. Geoff Andrew ofBhésh Film Institute (BFI) and
regular contributor to th8ight & Soundnagazine, called Nolan "a persuasively
inventive storyteller”, singling him out as onetlé few contemporary filmmakers
delivering highly personal films within the prevad Hollywood structure

(Andrew).

Nolan’s movies, in fact, can be categorised ihtee levels. As per his
filmography, his first three movies almost resenfbkture movies with much less
technical features of modern cinema. His movieghhen slowly scaled through
cinematic techniques into commercial movies captumillions of hearts through
his trilogy of Batman. His later trio indeed infdted the most puzzling moments to

the audience by jamming them through delusionsreality simultaneously
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jeopardising the set patterns of modern cinemagwy. It is not quite surprising to
know that Nolan’s movies cannot be grasped inuistheasure in one watch. Each
time his movies are screened, new strophes of mgaiireak through, different
from what the audience had presumed with the eaviéch. This indeed is the

spice of Nolan’s movies.

The aim of this thesis is not just to chronicle #thievements of Christopher
Nolan as a director through the years or to andigsefar Nolan has come with his
films, but to examine how close he stays with a ¢é\Wis predilections such as the
recurring dead females and the superheroic meniaveday’s films. And among

those inclinations, lie the pivotal thread of thedis - his female characterisation.

However, his inclination towards the refrigeratminwvomen in all of his
movies is evident. Beginning froRollowing, his approach towards female
characterisation remains unchanged. A re-readifgsdemale characterisations
through the theoretical framework of Feminism, Filireory and women'’s lived
experience in current society will establish neghts and claim a new pedestal of

justice for women.

Nolan’s movie list commences with the dark Noibd~ollowing in 1998.
Film Noir, a distinct genre of films, dealt with Hgwood’s crime drama,
emphasising cynical attitudes and sexual motivatidine anti-hero, the Femme
Fatale and the dark ambience of fear and paincated a special sense of feeling
for the audience. Though the genre was highly wygeised in the early 19th
century, Film Noir emerged in French movies and tgased as Noir Films for the

first time by Nino Frank in 1946.
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This movie was followed bementan 2000 which granted him with
numerous accolades for its non-linear narrationcamyoluted plot. 2002 witnessed
the release dhsomnia- a thriller set in Alaska rewriting the storyatop. The
year 2005 began with the Batman series intro-mtitkeel asBatman Beginsvhich
was followed byrhe Dark Knigh{2008) andrhe Dark Knight Rise@012)
blending action sequels as well as scrabbles @esise and chilling thrills. 2006
brought forth one of the classics directed by Naldach was titled aPrestige,
showcasing the mystery drama and a magical extaazagthrough rivalry and
unfathomable illusiondnceptionreleased in 2010 depicted a mishmash of human
dreams in layers, in linkage with Freud’s psychdgreal themes put into practical
filmmaking sequences, having the added advantaeecftar cast with Leonardo
DiCaprio as Cobb in its lead role. A two-year braakis film career gave him the
opportunity to get back to the industry wittterstellarin 2014, an engaging science
fiction developed in the light of experimented aadearched scientific theories.
Meanwhile,Dunkirk, Nolan’s latest movién 2017 discusses the horrifying effects

of war through its three-dimensional narrative plot

Even with a chain of ten movies to his personadalorial bank, the dearth
of female presentation in Nolan’s movies remainystery. His first set of movies
displayed a very minimum of female characterisatitven the role of men had a
substantial visibility during the screen time. VéBlatman Seriesaw a
considerable increase in the number of women ctexsadhe ultimate destiny to
which they had been tied to, remained the samelaitéist trio though portrays

skilled, educated modern ladies in full dimensighs,movies finally retrace its
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steps towards the regressive state of pushingethalés back to the dark. Though
there is an accomplished Magician, a skilled aechiaind a sophisticated Scientist in
his later three movies, they do typically fall befdhe sturdy male characterisation
seeking their advice and statements of wisdom.ratahell, with the advancement
in cinematic techniques and Nolan’s brilliance maging the arcs of his directorial
execution over a period of more than twenty ydaissfemales still stumble over the

narrative progression.

There is definitely a massive gulf between thedpoing cost of the movies,
the new cinematic techniques, his auteur persoddrenthematic structures from
Following to Dunkirk. The phenomena of ‘Less-women on the screen’ el it
is all the more framing up vigorously with eachhtd movies. The total absence or
complete elimination of women Dunkirk is indeed an issue serious for the current
scenario. The claim that a war movie does not reqguomen sounds rather absurd
since there were a number of war movies with veapyrstrong women
characterisations. Movies liR&ings(1927),Rome, Open Cit{1945),The Battle of
Algeriers(1966),Julia (1977) and many more stand as a testimony to streag
women characterisations during wartime. Nolan psistemen from his storylines
and the attempt has to be assessed as a deliberagesince this is visibly
articulated in all of his movies consistently amshitnuously. The continuity can be
traced down fronfrollowing to Dunkirkin a very balanced way, never making his
men characterisations at stake and casting offetinales at the cost of his heroes.
Irrespective of their identity, profession, wisddmijliance and strength, they

gradually fade off from the main plot and as thevie@nds, the spectator leaves the
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theatre with a shade of these women never to bemdaered again. The lightings,
the camera shots, the dialogues, the costume amdtlkeg minute structure in which
they are moulded, speak volumes about how theseewame overshadowed both

through filmic technicality as well as cinematiafeemance.

Nolan’s movies tend to be anti-feministic in maspects and they do
convey the same message irrevocably in all of lugies. The repeated trajectory
that Nolan uses in his movies remain the samegtinthe mechanisms differ with
each of his movies. However, the women in his nestay unchanged and occupy
roughly the same position in each one of them. Nbie elements that he fixes in his
movies, at times gives a strong characterisatiothiem. But however, in due

course, their sturdiness gets diluted and is agd@gated to the background.

This chapter focusses on the delineation of fercladeacters by Nolan in his
initial set of three movies namehpllowing (1998),Mementq2000) andnsomnia
(2002). Before sweeping into the blockbuster suesesry, the first three movies of
Nolan gave him a platform to fixate his imprinttive film industry. This can be
considered as his embryonic phase where he begketich his female characters.
A profound dissection of the movies in the lightleéoretical substructure including
Mulvey’s essayisual Pleasure and Narrative Cineraad Janey Place’s essay
Women in Film Noiwill further magnify the seriousness of the disagpey women
in Nolan’s movies. Rather than ruining the contnieg within his films, a scrutiny
of these female characters will make us think as#ss the movies in a different
frame of mind Objectification Theorya concept that dehumanises the relevance of

female susceptibility, suggests the need for mategsociety understand the
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mechanism behind degrading women and the necaéssityb this societal
tendency. Fredrickson’s and Robert’s essa@bjectification Theorwill further
supplement towards the consequences of such woargayals in society on a

global level.

Following remains as the fulcrum on which Nolan boomed th&Film
Industry though it was completely funded and filnibgdNolan himself on a meagre
budget. The movie was even claimed to be a leareneeaner version of the
Hitchcock classics. Janet MaslinTfie New York Timesas impressed with its
"spare look" and agile hand-held camerawork, sayifg a result, the actors
convincingly carry off the before, during and afteodes that the film eventually,
and artfully, weaves together” (Morgenstern). Iswallowing’s victorious ratings
which gave Nolan the opportunity to deomniain the year 2002. Based on
Nolan’s own experience of living in London, he ked the storyline ofFollowing

with a hero who is a budding writer.

The story ofFollowing unfolds as the hero trails strangers to get hbld o
fresh materials for his first novel which ultimatelasps him through the doors of
an underworld, making him face the music. The Is¢ads following strangers and
finally ends up meeting a young man named Cobserial burglar. Along with
Cobb, the hero undertakes a number of burglaryget&limpressed with the life
style of Cobb. Cobb teaches the hero that his fisters not really to rob but to give
the shock of a robbery to the victims. He also atidsthey take it away only to
show them what they had. Thrilled by the actionkisfnew friend, the hero changes

his appearance and assumes the name of ‘Danied’Lit@ged on the credit card
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given by Cobb and begins a relationship with a Bewhose flat he and Cobb
burgled once. With a series of complicated evaheshero comes to know later that
he had been manipulated by the Blonde along withbCti is only a little further

that it is understood that the Blonde too get®Hithnd is also tricked by Cobb. As
the story ends, the hero gets arrested for the enwfdthe Blonde, a crime which he

has not committed while Cobb vanishes into the drow

Though the movie excels in its choice of Nolarisual artistry, the edgy
Noir tones, flash forwards, white and black phoépdry and a promising
gratification one would derive from a movie, théghg shades of women
disappearing from shadows to silhouettes and fritihmowsettes to oblivion
commences right from this first movie. The rang@msence of the female
characters as well as the stance through whicharegrawn, leans back to the
conventional mode of patriarchal undertones. Thersiy-minute movie testifies the
truth that Nolan disliked the presence of womehigncreations. However, he had to
create them only to instigate and motivate the ofdnis movies. An assessment of
the female presence in this Noir movie will makdas intentions more vivid. His
inclination towards making women secondary in me¥iegins right from

Following.

Nolan had always been frugal in sketching womearatters and the
scarcity is very much visible in his first mok®llowing. Following sketches only
one principal female character though there arenwce lady figures who appear in
the movie without any specific prominence, onlydterate the values of

patriarchy. Apart from the heroine of the movien-umidentified Blonde, there are
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two more characters designed as mere revenantse Eh& waitress who appears for
a moment and a lady whom the male characters m#etimadvertently in just two
sceneskollowing is basically a male-oriented movie and the ongjble female
character has been loaded with nothing but diablodjaalities only to enrich the
audience with more contempt towards her rather #mgrappreciation or reverence.
The women of Nolan is a pastiche of the undertaigender hegemony as well as
hierarchical subordination. An exploration of thekaracters will redefine the ideas

that Nolan ever wanted to translate to the outatdyvo

Actress Lucy Russel plays the role of the NamdBtsade in Nolan’s
Following. She is one character who is indispensable foplibte Nevertheless, she
is the least significant character as it is rendiéngNolan in the movie. Hollywood
genres often intersect with the audience expectaimugh repetitive storylines and
familiar plots though in diverse methods accordmg¢he range of different
directors. However, the final product that app@arscreen most necessarily trickle
towards the stereotypical representation of wonsesubordinates. An analysis of
the Nameless Blonde Following can thus configure the inner layers of the
director’s cinematic landscape and how this fenshbracter turns out to be a

harbinger in triggering the creation of many mamaéles in the same set pattern.

Cinema on a global level has always been about mesuch a scenario, the
presence of a woman character goes unnoticedfrghtits screenplay to the
screen. A woman is in fact inserted into the sqo&gnonly to serve the varied
platitudes of men and to evoke sensation in the madlience. A specific re-reading

of the Nameless Blonde in association with theylabns put forward by
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Feminism and Film Theories will prove to a certextent about how irrelevant
female characterisations become within the filraiedscape of Nolan - the
acclaimed filmmaker. A rigorous reading of Mulvegssayisual Pleasure and
Narrative Cinemaegarding ‘women screen presence’ facilitate®tk into the
character in a more deep-seated level. The disp@radiation in clipping the
wings of women characters through Noir movies dao be put to use in

connection with the female character$-woilowing.

In a scenario where a lot of debates and discusg$iail upon with the
current issue of one’s identity, a filmmaker has gineatest responsibility to prove
about those terms through his storylines as wethasacter delineation.
Unfortunately, Nolan’s first feature length mowellowing pictures a female
character with no specific name or singular idgntthe is defined throughout the
movie as the “Blonde” - one of her physical atttésu Her wisdom, her intellect or
any of her abstract attributes are not definedl #ti@ughout the movie. Instead, her

physical aspect reigns high and is acknowledgeshtmmous terms.

According to Mulvey, Hollywood Cinema which is appntly phallocentric,
represents women only as objects for pleasure nedifpr men. The presence of a
woman on screen thus equates with the visual pleaie triggers in the male
audience. She embodies the seductiveness whidreaa man and thus turns to be
a mere puppet in the hands of the male charadesslhas the male spectators.
“The magic of Hollywood style at its best (and ffthe cinema which fell within its
sphere of influence) arose, not exclusively, buine important aspect, from its

skilled and satisfying manipulation of visual plegs (Mulvey 16).
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Nolan’sFollowing or Nolan’s Nameless Blonde is in no way differiatn
the habitual Hollywood road where women are oftduted into objects of pleasure
alone. “She is a fox” Following” 00:31:31-32), says one of the main characters
Cobb (to Bill), during the ransacking that happatker flatin her absence. Her
comparison to a fox is good enough to spill lighttbe very many facets that lean
on to women'’s secondary status as a sexual obyedb@wv cinema objectifies
women. Fox has always been a ubiquitous eponympaouwnding a woman'’s
seductive outlook since centuries back. If a feandrnames were to be evaluated
that obviously related to women’s fashion brantds astonishingly named as
“Fox”. In East Asian folklores, Foxes have alwageb described as shape-shifting
authorities of seduction often in the form of bgadgceiving men. Iidandbook of
Native American MythologfDawn Elaine Bastian discusses Foxes as clever but
cunning companions (67). Jill Stanewick, a namimgador mentions that the name
“fox” is something which is visually and orally aggding. Stone Fox Bride, Fox and
Rose Lingerie, Flying Fox Bags, Kitsune (the Japarterm for Fox) Brookylyn Fox
lingerie and many more add on to the list of worasseciated fashionable and
iconic products (Arnold). Thus, this hackneyed ¢aretion hardly gives room for
further investigation as it is conspicuously evidérat the term “fox” denoted the
seductiveness and sexual appearance of women.’Bldigiberate attempt in
calling her a ‘fox’ reverberates with his intentimnestablishing the set patterns of
gender to the psyche of his audience. This systsethinclination towards gender

hierarchy is what Mulvey touches upon in her essay.
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Mulvey argues that “there is an obvious intereghis analysis for feminists,
a beauty in its exact rendering of the frustraBaperienced under the phallocentric
order. It gets us nearer to the roots of our ogmoesit brings an articulation of the

problem closer, it faces us with the ultimate dvadie” (15).

The greatest threats to Feminism had always eesame patriarchal lines
which would backlash and hit against any contirwrain the field of Women'’s
liberation. The most disturbing facet in Hollywoisdhe hyper-sexualization of
women on screen. However, there had always bedniowe and visible dangers
hidden within the substantial parameters of FermniSseminism which is ultimately
aimed at women’s empowerment and liberation codla@as its meaning is mis-
interpreted and misjudged. As Choice Feminism &ssgwoman can enhance her
freedom and ability in making her own individuabates. But quite often, these
opportunities are misinterpreted and mistakenlyasgnted by most Hollywood
movie representations. It was Linda Hirshman whiaexbthe phrase “Choice
feminism” in 2006 in her boo&et To Work: A Manifesto for Women of the World
Claire Snyder argues that Choice Feminism whiclvgret of Third wave feminism
is more inclusive and diverse as it gives compietedom to women as they can
choose to work or stay at home, choose to marnpgror have children or not
(Snyder 175). However, this individual choice aff@aman is often underestimated
and is pushed to mere mockeries of life. Contegon@ career-oriented life or
facing the music in a situation of trials and ttdiions in the most authentic way,

can in fact kick off a rhythm in flow of continuégeminism. But media often
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lightens this choice in favour of choosing the tiglothes or right cosmetics and

sometimes things which are more trivial than this.

Lucy Russell is thus represented in the mosiadliaed form in the movie.
She is an icon of beauty and sensuality for bathptiotagonist Bill and his associate
Cobb. She is rather designed to invoke desireemthnd bring them into action
rather than spilling her own mettle. Mulvey coomtigs her essay with Freud’s
Scopophilia or the pleasure in looking at and distlabs the dilapidated role of a
woman on screen. The overwrought burden of thedianFollowing doubles
when she is known to be a model in the movie. Hsgk of creating the voyeuristic
pleasure thus becomes a mandatory function andtihomsghout in a subtle way in
Nolan’s Following. “The extreme contrast between the darkness iadkdé@orium
(which also isolates the spectators from one ampérel the brilliance of the
shifting patterns of light and shade on the scledps to promote the illusion of

voyeuristic separation” (Mulvey 17).

A movie likeFollowing with the cast of a Nameless Blonde is quite
surprising especially during the late 90s whemnvth&e of Feminism had already
sprawled its entanglements in vivid angles. Copgttarthe ideals of building up a
society in balance, Nolan’s movies go back totmt¢onventional mode of
Patriarchy wherein a woman'’s role is only to pleagean. Moreover, Cinema,
according to Mulvey, is actually enjoyed within tth@kness of a theatre allowing a
magical rendition of what is displayed on screeit affers a private space for each
of its spectator, to enjoy what is displayed, i dhvn way, within his privacy of the

darkness in theatre.
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At first glance, cinema would seem to be remotenftbe
undercover world of the surreptitious observatibarounknowing
and unwilling victim. What is seen of the screesaamanifestly
shown. But the mass of mainstream hermeticallyesieabrld
which unwinds magically, indifferent to the presemt the
audience, producing for them a sense of separatidrplaying on

their voyeuristic phantasy. (Mulvey 17)

Feminism argues for the complete negation of &atny in a society with
equality for both men and women. Feminism alsodaki® consideration the
consequences of women pornographic presentati@htharnarm it does as well as
the consequences of prostitution. Women'’s reprogdeigiower has been one
fundamental reason to distinguish and slice hefroffi the mainstream to margins.

According to Ti-Grace Atkinson,

The first dichotomous division of this mass [mankirs said to
have been on the grounds of sex: male and femalevas because
half the human race bears the burden of the repto@uprocess
and because man, the ‘rational’ animal, had theatiake
advantage of that, that the child bearers, orltéasts of burden,’
were corralled into a political class: equivocatihg biologically
contingent burden into a political (or necessagnaity, thereby
modifying these individuals’ definition from the iman to the

functional, or animal. (85)
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Women'’s sex appeal had always been an icing onake for most movies
and there were many direct protests against thiggithe 1960s. However, it is
disheartening to notice the endless set pattebeadity regimes that slide through
even today and the most horrifying truth is thas mnore or less popularised by the
media. Media, especially movies, have a competahg in determining these
factors and Nolan as a director could have allatatere space to portray women in

a better stance to his audience.

The Nameless Blonde serves only as an objectifiaetrial in the movie and
is literally used both physically and mentally bghd. The camera shots as well as
the designated dialogues carve out the denigratgye in which she is pictured.
During a ransacking that happens at her homesBy$ “she got pictures of herself
everywhere. Look at her. She’s a babd”dllowing’ 00:32:51-52). When Bill asks
“Why does she have so many pictures of herself@bldeplies, “She’s certainly
vain” (“Following’ 00:32:52-56). The term ‘Babe’ communicates adobut the
Blonde. Apart from the affectionate form of addiegssomeone, the term
introduces the viewer to the unfathomable innerdref someone who is sexually
attractive. The whole of Russel’'s presence in tbeieis only to validate the spice
and thereby making her a visible form of pleaswagdéce through her words as
well as her deeds. A set of polaroid photos Bitll &@vobb find at her flat makes
Cobb comment about her narcissistic attitude. €hdency of the media to brand
the woman who owns a couple of her own photograghsarcissist is in fact
derogatory, pejorative and deliberate while theglauy conducted by both men goes

below the borders of silence, unnoticed.
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As the movie begins, the Blonde is judged throtighperspective of the
Protagonist Bill, as she descends the staircasemehrs before the screen. She is
visible to the viewer in her full figure and is nlggportrayed in the same way
throughout the movie. While there are evident hedoge-ups of the male
characters, the female is mostly represented vethuil figure showcasing her
charm and charisma to her male audience. A clpse-a film basically narrates
the detailed facial expression and the emotionsingnunderneath. In short, it
marks the inherent feelings of the character tactvitiis highlighted through this
very shot. In a way, a close-up shot gives moreraurhy to the character. However,
the Blonde is visually presented in the close-uggsbnly in scenes where she is
highly erotical. The deliberate insertion of thewamted shower scene and the
unbuttoning scene definitely inspires the realmstmpophilia in the audience. All
through the seventy-minute movie, she comes ongyght scenes and a lion’s share
is to showcase her charm in those minuscule sc&heskind of a sexual
objectification is what Fredrickson and Robertssider as a socio-cultural barrier

for the empowerment of women in our society. Theya that,

The mass media’s proliferation of sexualised imaifébe female
body is fast and thorough. Confrontations with ¢hiesages, then,
are virtually unavoidable in culture. In sum, séxalgectification of
the female body has clearly permeated our cultariéu: it is

likely to affect most girls and women to some degreo matter

who their actual social contacts may be. (177)
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The Blonde is depicted in close-ups in very feenss, especially the scene
where she stands in front of the mirror and evdlytgets involved with Bill, the
protagonist. Contrary to this, Bill, Cobb and eviea Police Inspector in the last
scene played by John Nolan gets into clear closeand in better coverage than the
Blonde. The less number of close-up scenes inashvéyrtdictates the insignificant

role of women in the movie.

As Mulvey puts in her essayjsual Pleasure and Narrative Cinefnthe
current world is indisputably a phallocentric woddd the mechanics of Cinema is
to echo this trend. Thus, a film focusses mainlgffering pleasure, significantly
voyeuristic pleasure through a female. Noldfradlowing is also designed in such a
way as to configure the physical attributes ofwlmenan rather than her abstract
sensibilities. In Mulvey’s opinion, a female withiine screen is possessed by the
camera lens, the male characters within the sapedrthe male spectators outside
the screen. A scrutiny into the Blonde’s charahtdps to identify that she is indeed
a possession in the hands of the two men in theenBul and Cobb, who hold a
greater say within the screen. She is used asas@bused by three men in the
movie. They include Bill, Cobb and the Bad Guy. &ieg between the lines, it is
comprehendible that the bad guy had abused hestabelieves Cobb and joins
him in framing Bill without knowing that she herkil being played upon in the

scene.

Above all, she invokes the possible voyeuristeaglre in the male
counterpart and it is introduced even through thé&dues that she opens up with

the protagonist. She says, “They even rifled throony underwear” (Following’
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00:27:12-13). She is known to be the bad guy’sigitially and is later seen in a
bed scene with her ally, Cobb. Another scene detesrthat she has already slept
with Bill not because she wanted to but becausédnatido as a part of the pre-

planned game.

Cobb : Did you have to sleep with him ?
Blonde : You told me to.
Cobb : Isaid you should if you had to,

but that’s not really the same as telling

you to. (‘Following” 00:58:00-06 )

The conversation evidently portrays the dislikdbCbad, for the Blonde
sleeping with Bill. The male possession and théeroallousness is revealed in the
last scene when we realise how Cobb bludgeonsltrB to death thereby framing
Bill for the crime. While all the men in the mowaee described and pictured as
single-woman oriented men, the heroine is carvel@ece of sex-value sleeping
with all the men in the movie. This specific kinbrepresentation of women had
been a deliberate attempt by most directors tdye¢be hegemonic structure in

society.

As Cobb talks about tH®oxas an unconscious collection of things in
display, Nolan’s women characters too speak lowdiabis unconscious attitude

towards women.

Cobb : And here is the box.

Bill : What box?
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Cobb : Everyone has a box
Bill . But mainly it's just a shoe box. - Is theraluables in it?
Cobb : No, more interesting. More personal thinkss |

snapshots, letters, little trinkets from Christntase,
Envelope, photo, calling cards, notes. Sort of an
unconscious collection, a displayF@llowing”
00:13:08-18)

According to Cobb, such trivial boxes that onel§irduring burglary is more
important than the valuables there, since it réfléte genuine personality of the one
who holds it as well as depicts the labyrinthsisftter unconscious affinities.
Nolan’s female characters, though brings up hiswautealms, points more of his
negligent postulation over women. This unconscmudd be the fear of
emasculation that Mulvey discusses in her essaghniievidently related to
Castration Anxiety. Such anxiety stems out of thie@landependence and strength
displayed in a woman and men usually can overptwgianxiety only through

punishing or destroying this strong woman. Mulveynes:

The woman as icon, displayed for the gaze and emgoy of men,

the active controllers of the look, always threatemevoke the
anxiety it originally signified. The male unconsgfohas two avenues
of escape from this castration anxiety: preoccopatith the re-
enactment of the original trauma (investigatingwmnan,
demystifying her mystery), counterbalanced by teeatliation,

punishment or saving of the guilty object (an avetypified by the
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concerns of film noir); or else complete disavowftastration by
the substitution of a fetish object or turning tepresented figure
itself into a fetish so that it becomes reassuratger than dangerous

(hence overvaluation, the cult of the female s{@j)

However, the male counterparts, irrespective datvthey do with their
females, win the sympathy of the audience and camniehe in the golden records
of filmography. In spite of their crimes, deeds anidfortunes, they symbolically
become an icon whom the spectator easily identiids and easily appreciates.
This apparent distinction between a male charactdra female character is what
Mulvey questions through her essay. The male homis\gorified irrespective of
his past whereas the female is simply forgotteimt@ntionally killed for the
continuation of the plot. While the function of @mvan is to drive the sexual
instinct in the audience, the man on screen funstas an alter ego through which
the spectator brings upon an identification witiméelf clinging on its base to the

Mirror stage Identification put forward by Lacan.

Apart from the Blonde, there is a waitress wha glances and fades off in
one of the cafe scenes. She comes to Bill onlglkdam regarding the menu and
disappears. Nolan somehow wanted to prove that waresfit for two scenarios
alone - either like the waitress talking about feodl home (being dependent), or
like the Blonde, who pervades a sense of strengibhamust be shut off through
her killing. In one of the scenes, during a burgliaran apartment, Cobb analyses
that the lady belonging to the apartment has broagime another young man who

is not actually her boyfriend or husband. He fitlis same lady again in a restaurant



Sunder 98

where she is identified with another young man.sltwithin a frame of seconds,
Nolan brings forth the plot in tarnishing the imagehe lady in the apartment.
Nolan, through Bill and Cobb, in a way enjoys thl makes fun of this. Nolan
could have used the guy in the apartment and dwawd showcased him roaming
around with different girls, but instead he pustieslady figure into this mockery.
This very scene can exhibit the idea that Nolantegio convey to his audience

about how vacillating a woman can be, contrary haaa.

Despite the amount of screen presence and thegagments of dialogues,
the Blonde, however has exerted a power of heriawime movie. Her untimely
death, in a way, is an excuse for the power sheedhe more power a woman
weaves, the more she is dreaded by her male cpanteAnd the final outcome in
overcoming the powerful woman is only through heatth which is again designed
by the male. He decides her end as well as the miblder death. This intimidating

power is usually bestowed with a Femme Fatale im Movies.

Janey Place in her essaomen in Film Noidiscusses at length the features
of the heroine or the Femme Fatale in Film Noir.fdlty comprehend the layers of
the moviescape that Nolan pictures, a steady kranel®f Noir features is
inevitably essentiaFollowing which was certainly written through the lines ofiNo
mechanisms, exemplifies the characteristics oNbie Femme Fatale and the
doomed protagonist. The concept of the Femme Fistale inevitable part of Noir
Films and it does take its own shape with Nolantwi®s. Though the Blonde has
been defined in disparaging terms by Nolan, slaa imtimidating presence all

through the plot. “Often the original transgressodithe dangerous lady of film noir
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(unlike the vamp seductress of the 20s) is ambé#xpressed metaphorically in her
freedom of movement and visual dominance. This &ambis inappropriate to her

status as a woman and must be confined” (Place 56).

An inevitable archetype of literature and art,eanifne Fatale or a spider
woman is a feminine representation which invokes father than affection. Femme
Fatales flourished in American Cinema during théQOwith the emergence of Noir
Films. She is also known as a man-eater who deliblgrtries to ensnare a man
through her charms. She is seductive, appealingraystierious for the crowd
around her. She is an epitome of danger and isexbed with evil in every sense.
She wraps the heroic man in shroud which competstaikill her. In brief, she is a
potential threat to everyone who gets associatéu lver. The Blonde ifollowing
is indeed a strong woman, but her strength is pat@dethrough the undertones of
her diabolic tentacles waiting to swallow the méiseuessence. Anyone who gets
associated with her is supposed to reap the coarequ“In Film Noir, we observe
both the social action of myth which damns the séxwoman and all who become
enmeshed by her, and a particularly potent styl@tesentation of the sexual

strength of woman which man fears” (Place 48).

As we get closer into the detailskdllowing, we find that the protagonist
who kicks up a relationship with the Blonde is fip@oomed. It is almost in the last
scene that we get the proof of the Blonde’s retatingp with Cobb. Unaware of this,
Bill falls a prey to her. Thus, the Blonde is pret®el as an incarnation of evil, a

parallel signatory of Satan or as an incarnatioBwa, misleading men. Yvonne
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Tasker defines four particular features of the Fenfratale through which he

identifies the iconic persona of the spider woman.

First, her seductive sexuality. second, the powedrsirength (over
men) that this sexuality generates for the femrteddaThird, the
deceptions, disguises and confusion that surrobedgroducing
her as an ambiguous figure for both the audiendelahero.

Fourth, as a consequence the sense of woman asan{R0)

The Blonde is presented as a bold lady, enticieg with her charm. As a
pivotal point, she holds the three male charaaiktise story and connects them.
She is strong enough to turn down Bill's flirtingpm the Bar. She is audacious
enough to witness a murder happening in her dravaam and she is impudent
enough to join with Cobb in framing Bill with a nder. Though negligible in her
screen presence, she takes up action in most stdrees she is in. Though highly
seductive, she is masculine in her manners ancesdhe phallic symbol, the
cigarette - an indispensable prop for a Femme &athdr attitude is firm and poses
the same poise and calm till the last scene wheréssbludgeoned to death by

Cobb.

“Visually, film noir is fluid, sensual, extra-omarily expressive, making the
sexually expressive woman, which is its dominarggeof woman, extremely
powerful” (Place 48). When Bill, Cobb and the Blerale considered on a single
plain of assessing their capabilities, undoubtettiy,Blonde stands above them. Her
self is strong, independent and bold. She retaiter a mettle which cannot be

even visualised by Nolan’s male characters. Howeaver her power which disrupts
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the hegemonic structure and to bring order to #tegrchal pattern, she has to be
killed. Her promiscuity and her rejection of motheod makes her stronger than an
ordinary woman committed in her rigmaroles. Leeghime virility and power of a
man through her charm, she is seen as a sexualreamipus, her murder stems
from the fear towards her in gaining power overrten. Had she been alive
throughout the movie, the destiny of the male attara would have been different,
and Nolan basically wanted to highlight and offerenstrength to his male

characters and thus her death becomes indispensaidgdan’s movie.

Cobb calls her vain in one of the scenes wherohees to see about her
photos in her apartment. She is pathetically caried as a narcissist and is
criticised vehemently by the men on screen. Bilksy many dialogues often point
to a clue to the impending danger he is to confimm the Blonde. She is portrayed
as an essence of fear and dread and to cast d#rtioe, her death becomes

inescapable.

Barely begun to be explored, Nolan’s persistemategy in killing his female
characters need to be analysed more profoundlyasks us back to the initial
points from where the struggle for equality bedg@&man’t follow women down dark
alleys after dark” (Following” 00:03:40-42), says Bill, mapping his terror regdjag

the seductress woman who might entangle him inteéductive web.

The female character in film noir stand outsiderttade order and
represent a challenge to it. They symbolise all ihavil and
mysterious. Sexuality being the only weapon womerehn relation

to men, they use it to entrap the investigator@medent him from
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accomplishing his task. Dangerous because thetradigxis so
openly displayed and so irresistible, women bectmelement that
the male investigator must guard against if he succeed in his

guest. (Kaplan 81)

The all-pervasive charm that the Blonde sprinkhesughout the movie is
achieved through her physical attributes - her gliwdy, her blonde hair, her eyes
and her round lips. Despite the sensual gratificatinat she ensures for her male
audience, she conveys a more dangerous messdgevorinen audience through
which they are inclined to learn and internalise ¢bncept of feminine beauty as
displayed on the screen. Accumulation of such ngesswill ultimately lead girls
and women to habitualise more on body monitorirgehy increasing their anxiety

about their physical features.

Objectification theory posits that girls and wonsee typically
acculturated to internalise an observer’s perspeets a primary
view of their physical selves. This perspectiveseli can lead to
habitual monitoring, which, in turn, can increasgmen’s
opportunities for peak motivational states, andidish awareness

of internal bodily states. (Fredrickson and Rob#&int3)

The body, which is the basis for distinction ofteg exist within the social
and cultural contexts, says Fredrickson and Rolretteeir Objectification Theory
Thus, the construction of body happens through afsscio-cultural practices and
discourses. Thus, a body conveys a social meanidhghat social meaning takes its

form and shape through practices that it explaed,media is one channel through
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which the female body is placed in a frameworkralgse. As Fredrickson and
Roberts discuss the negative impacts of such patgan media, they also mention

the disastrous impact it can thrust on women whizhvthese displays.

A handful of theorists have ventured to explain wisual
evaluations of the female body, which can leacetwal
objectification, are integral to male heterosexyakvolutionary
theorists contend that women'’s physical attrac@gsrindirectly
signals reproductive value, and so evaluating wosngamysical
attributes has become an important criterion in’merate selection.
Others argue that the cultural practice of objgittg female bodies
originated to create, maintain, and express patnamistinct from
attempts to uncover why objectification occurseahfication theory
takes as giventhat women exist in a culture in which their badie
are - for whatever reasons - looked at, evaluated always

potentially objectified. (Fredrickson and Rob&7s)

Therefore, such portrayals can internally harmpyche of a woman who is
a spectator and can invariably create an ideal enohdeminine beauty standards in
their mind thereby corroding their self. Fredrickssmnd Roberts assert thus in their
essay: “the common thread running through all foofnsexual objectification is the
experience of being treated as a body (or colleaidody parts) valued

predominantly for its use to (or consumption byjevs (174).

Thus, a woman who is sexually portrayed on scigan unhealthy ideal for

a normal woman'’s lived experience as the essaysigs. The seductive woman on
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screen, or a woman who is deliberately killed m@vie can give a catastrophic
impact in the spectators thereby providing a mdentgylance of a society. “Though
the psychological repercussions of sexual violdraee begun to capture substantial
research attention, those arising from the mordesaind everyday practice of
sexualised gazing have gone understudied; this isibalance we seek to redress”

(Fredrickson and Roberts 175).

There is a vivid message that Nolan gives to hékeance when his Blonde is
killed by a hammer by her gangster-companion Céblthe very outset of the
movie, the Bad guy had started blackmailing herti#d fragments put together, it is
understandable that Nolan wanted the age-old girateeliminating a woman who
speaks for herself. There is nothing unusual attmimale characters though the
reviews keep praising them all through these ydfwvege conduct a deeper analysis,
it is very clearly known that both Bill and Coblastl as a symbolic representation
of the dread in society - through the burglary tbegduct unnecessarily. However,
the ill effects of their crime is not highlightedhile the Blonde scales high with her
seductiveness and diabolic tint, creating the asktlarow mechanism of the male

world.

Nolan’s strategies somehow follow the same paitehs second movie as
well. Released in the year 200@ementas regarded as the first classic created by
Nolan benefitting him with a breakthrough into therld of Film Industry.
Enumerating the threads of Noir elements and pdggieal aspectdylemento
turned out to be a benchmark for discussions arttenthen greatest directors of

Hollywood. Mementadeals with the story of a young man named LeoSalby,
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suffering from anterograde amnesia or short-terrmorg loss, trying to find the
murderer who raped and killed his wife. Shelbyghitity to form new memories
makes him go through the new situations with tldecditattoos as well as polaroid
photographs. The movie became popular for the astivie method in which the
story unfolds, juxtaposing sequences in colour @l &g black and white. The
movie baffles its audience so drastically withifisiguing plot that the audience
who had watched them once were prompted to go atchwvit for more times to

unspool the puzzles depicted.

The dilapidated mental state of the protagonidisplayed through this non-
linear method of narration and the black and wa#evell as colour scenes merge
and bring a cohesive structure as the story comas £nd. More than the storyline,
Nolan was praised for the method of initiation lsedito portray his story line.
Though the threads of the story was taken fronoat sttory namedlemento Mori
written by Nolan’s younger brother, Jonathan Nolawnjas revised and rendered
with magic through the screenplay. Most of theicsiippreciated Nolan for
blending the contrasting themes like grief, seléefgion and memory. Apart from
numerous accolades, the movie entered differentrradians for the Academy
Award. Berardinelli, the famous American film ceitpraised the film's backward
narrative, saying that "what really distinguishieis film is its brilliant, innovative
structure” (Berardinelli). The confabulation as lhad the methodical manipulation
that heralds the movie throughout has been prdigedany and is still baffling the

audience. To understand Nolan’s subsequent mdvgs)itial movies can be
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considered as a base with its structural as wehewmatic elements. Following is

a scrabbled drawindylementds a meticulously constructed finished product.

Nolan has sketched about four female charactévkementaand all the
characters revolve around the protagonist in thialustructured pattern. Leonard’s
wife and Natalie are the two well-defined femalpresentations iMementaand
though defined in two different ways, both the cuéers redefine the same age-old
concept of male glorification and thus gives a o@d®r the hero to continue his
errands. Though many critics had celebrated tleeabNatalie to be strong and
sturdy, more detailed explorations testify that siwefalls into the same category of
how a woman tends to be fridged. By breaking upctiegacter dialogues and by
establishing a link with Nolan’Bollowing’s women characters, it can be noted that
they fail miserably to take the lead of the filnpakt from Natalie and Leonard’s

wife, there is Mrs. Jankis and another blonde wdwishes within a single scene.

While Nolan’s women characters are always lesadiive in their character
sketches, his male characters are often depictedwsated, intelligent and stuck
with a haunting obsession, mostly devised throhghdemise of a female character.
Women only act as protégées and companions tdah#éised hero of his movies. It
is usually the demise of the woman which trigger dhtion for the protagonist.
Reiterating traces of Nolan’s first female chargdiee Nameless Blonde, Leonard’s
wife too trudges the same path. She is the oneisvabthe centre of the story and
everything in the movie revolves around her. Lednsall set to take vengeance for
his wife’'s death right from the beginning of thevieo However, she retains the

same fate as that of the Nameless Blonde and addeven carry a name of herself.
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She is known as Leonard’s wife or Lenny’s wife tihghout the movie and
disappears into memories right from the beginn8ite is already dead as and when
the movie begins. From Leonard’s words, it is ustterd that his wife was raped

and murdered and his goal in life is to avengenliis’s murderers.

Leonard’s wife captures only a slice of the ensiceeen time and she appears
only through the shattered memories of Leonard.e&ppg through Leonard’s
jigsawed reflections, her images are mostly rel&tdtie stereotyped, conventional
images of women. She is seen through the recallecti Leonard as a montage of
numerous aspects like working in the kitchen, wagliishes, going for shopping
and taking a shower. Nevertheless, these imagdhaimages through which
Nolan perceived women. Feminists wanted to throttloese prevailing images of
women because they knew that these illustratioigoush them back to the lines of
patriarchy - the customary hegemonic structurenbedis wife is tied to the
household work of cleaning and working within tharie and is not seen outside the
platform of her home. This is a clear indicatiorhofv Nolan wanted women to be
portrayed in his scripts. Apart from the hackneigeh of a woman in kitchen, to
make matters worse, she is killed to fulfil Nolaagenda of frosting his women
characters. Another repeated scene in the moteadsard’s wife sitting upright on
the bed, combing her hair, being a reliable olfj@cthe hero. Mulvey says “the film
opens with the woman as object of the combined gagpectator and all the male
protagonists in the film. She is isolated, glamaran display, sexualised” (21).
Akin to Mulvey’s words, Leonard’s wife is seen sit} in her bright bedroom where

sunlight breaks in and she sits on the bed draasgtikini. Though in the lines of
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Noir, Nolan portrays her in pure daylight, devigtinom the darker ambience,
showcasing her body which is objectified through sbreen. She is defined as a
woman purely dedicated to her home and husbatabKks rather denigrating to see
the character delineation of a woman in 2000 ted®n as a conventional woman

closed within the four walls of her home.

Natalie too is used as a tool in objectifying pbysique. Her short hair and
her role as a bartender makes the audience feshthe ignorance they felt for the
Nameless Blonde iRollowing. With reference to Mulvey’s essayisual Pleasure
and Narrative Cinemgathere is no doubt that the female representégva is

twisted as well as under-represented. Mulvey belggnessay thus:

It takes a starting point the way film reflectsyeals, and even plays
on the straight, socially established interpretatibsexual
difference which controls images, erotic ways aking and
spectacle. It is helpful to understand what themia has been, how
its magic has worked in the past, while attempérnbeory and a

practice which will challenge this cinema of thespp#14)

Cinema, since its inception, has tried represgniiomen in the way men
wanted. As we studylemento’demale representations in the light of Mulvey’s
essay, they can be easily identified as the castrabman, the woman incapable of
pleasure. Thus, their main intention on the scre@mly to play an instrumental role
in the path of the hero. Natalie revolves arouralittes of four men, namely,

Leonard, Jimmy, Dodd and Teddy. She brings allehmsn together just like the
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Nameless Blonde iRollowing. Even then, her role turns puny soon after her

entrusted responsibilities.

Though under the threat of his short-term memosg,| Leonard becomes
instrumental in being the real force behind killing wife. Though Leonard is the
real killer, the sympathy of the audience resth\itn and the murdered wife just
fades into nothingness. The hero receives the sympéthe audience and the
spectators sway with his weighing emotions. Howgetlex dead heroine crawls into
nothingness and is unheard and is never spokert apatt from the charm and

seductiveness she willingly displays on screenredfier demise.

As Mulvey puts it, the main focus of her essay wasonfirm the role of
cinema in reinforcing the conventional patriarcloains. When the tools of
psychoanalysis are put to use, the voyeuristicspleathat cinema offers is beyond
words. In a method not so explicit, Nolan too tties same sequences and patterns,
but in a technique different from others. The vaigic pleasure of looking into
Leonard’s bedroom is one such scene where hisisvifee only targeted property.
She unknowingly becomes the property of the vigwemwith the scene. Mulvey’s
essay is equally applicable to the characterisatidwatalie too. Natalie shares her
bed with Leonard and encapsulates him throughdarctiveness. Natalie, as an
object of beauty, is not just possessed by thesmailinin the screen, but also by the

masculine audience within the theatre.

As the narrative progresses, she falls in love #ighmain male
protagonist and becomes his property, losing hewand glamorous

characteristics, her generalised sexuality, hewstjd
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connotations; her eroticism is subjected to theerstdr alone. By
means of identification with him, through partidijoa in his power,

the spectator can indirectly possess her too. (BuBl)

According to the first part of Fredrickson’s andliert’'s essay, women’s
bodies are always looked at, evaluated and alwatgnpally objectified. “As we
live in a culture saturated with heterosexualitgmare socially sanctioned with a
right to sexualise all females regardless of ageatus”, says Westkott (95). Similar
to Mulvey’s essayQbjectification Theoryoo identifies three gazes - the actual gaze
in interpersonal arena, the sexually objectifyiagereflected in visual media and

finally how visual media triggers in interliningeke objectifications.

The sexually objectifying treatment of women in theual media is
certainly not limited to pornography. Analyses adimstream films,
visual arts, advertisements, television programgmimgsic videos,
women’s magazines and sports photography eachda@vidence
that women’s bodies are targeted for sexual olfieation more

often than men’s. (Fredrickson and Roberts 176)

Though not implicitly, the kind of objectificatian Nolan’s movies continue
to give dangerous results to the entire societyu&leObjectification in the eyes of
Fredrickson and Roberts is one form of gender gygowe that paves its way for
more brutality against women including violence é&mdalisation in women'’s
accomplishments and work. The vulnerability towageisual objectification can

induce a lot of other psychological negative ex@eses too.
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In all of his movies, Nolan practices the samatsties to incorporate his
ideals. Leonard Shelby in fact is a mouthpiece olfaN when he says “I'm
disciplined and organised. | use habit and routn@make my life possible”
(“Mement® 00:16:46-52). Christopher Nolan too makes uskishabitual routine
reinforcing the same theme of action in exposisgwomen characters. He
somehow identifies a pleasure while refrigeratirggfemales. Leonard’s wife
suffers the same fate as that of the Nameless Blorfebllowing. In both reality
and in Leonard’s illusory perception, his wife gkilied. Though Leonard believes
that she was murdered, in reality, he kills hisawifadvertently with an overdose of

insulin.

Compared to Leonard’s wife, Natalie is more cormpresive with an outlook
of a modern woman. Natalie is one of Nolan’s chi@sowho has been poured with
umpteen amount of praise on account of her charsat®n. But with a deeper look
into her bruised soul, it can be understood thatistequally maligned just as any of
his female manifestations. The first scene in wiNeltialie appears gives an idea

regarding her inner pain.

In an Industry where sexism is rampant and growapidly, the
considerable less pay given to Jenifer Lawrenc&®nay Adams inAmerican Hustle
than their male protagonists will not tilt many bsar will not make many eyes
roll. “Feminism is a social movement that has ha@&@ormous impact in film

theory and criticism”, says Anneke Smelik in F@minist Film Theory491).
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An important shift that has to be understood Iethat, cinema, other than
reflecting reality, tries to construct a set pattérereby making the audience believe

that this is the reality.

Cinema is a cultural and social platform whererttyeh and
feminine ideologies as well as myths about masitylis defined
for the society or the mass audience in terms aimul that of the
set patterns. Claire Johnston put forward a viewaf classic
cinema constructs the ideological image of womeaawing on
Roland Barthes’ notion of myth, Johnston invesedahe myth of
‘woman’ in classic cinema. The sign ‘woman’ candoalysed as a
structure, a code or convention. It representsdbelogical
meaning that ‘woman’ has for men. In relation tosked, she means
no-thing. Women are negatively represented as raot-ihhe

‘woman as woman'’ is absent from the text of the filSmelik 503)

Mementas quite interesting when it comes to the repregeam of women.

As Feminism puts it, most female images in movressaen to be dominated by the
male figures. Male domination is exercised exorifain silver screen and thus the
female characters suffer at the hands of the ntadeacters. Though Natalie survives
from the hands of the male characters within tmeestas well as from the director,
she is indeed a victim of male domination. The fiene in which Natalie appears,
which is in fact the very last scene in the chrogaal order, she comes with
bruised lips. She suffers because of her boyfriémdmy, who is a drug dealer, who

abuses her persistently. In another scene, Nasadieen hiding in her room fearing
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the arrival of another gangster Dodd. In a few seahes, far away from the
perception of Leonard Shelby, she is beaten updonard himself soon after a
verbal combat. All these scenes give a clear-ctiepaof how women are within
the control of men and how Nolan penetrates th@lsas of patriarchy once again

through the psyche of his audience.

While Nolan’sFollowing determined only a Femme Fatale, Mismento
brings a foil and places in contrast the nurtusrmman in comparison with a
Femme Fatale. Janey Place in Wasmen in Film Noirdiscusses the difference
between the nurturing women and the spider womieiceRlefines the iconography
of the conventional heroines and determines thieifes of stability and security,
passive and static demeanour and the redeemingitaplae possesses. On the
other hand, Place describes a Femme Fatale agit\gxaiery active and sexy” (50).
While Leonard’s wife remains as the virtuous Madmnathe nurturing woman,
Natalie is portrayed as a spider woman who deltegrérings danger to the male
protagonist. The usual female sequencing that eabgiveen two extremes such as
a virtuous Madonna or a Femme Fatale is once aggilemented by Nolan in
Mementolt is quite easy to notice that Nolan finds itdhéo place his female
characters somewhere between these two extremes]iaary women capable of

tasks around her.

Natalie comes straight from the Noir clan and sp@ler woman who takes
advantage of the condition of Leonard. However Masigeance is not innately
directed against Leonard, but against the cop Teddyshe uses Leonard to kill

Teddy. She is a character who has a detailed depigr and remains poignant and
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stoic even after losing her drug dealer boyfrieinthdy Grantz. She does not take
the situation into her hands and deals with these@uted men in a way that even
bewitches the audience. Nevertheless, she possbasse#ching power to trap
Leonard and use him to her whims and fancies. ArirerRatale is a spider woman
who carves out a man from his family bond and ttapsto slavery through her
seductiveness. Natalie even provokes Leonard mgdlis wife a whore and faces
the consequences in order to make Leonard actdijeshe wants him to be. Natalie
is portrayed as a bartender and most Nolan filppeesent women in lowly and
mean jobs with a meagre income. On the other Haadnale characters are more
recognisable, educated and hardworking. LeonartbheMementas an

Insurance Investigator and is shown as a refindalcated man until he gets into his

condition of short-term memory loss.

Natalie is more independent and powerful rathan theonard’s wife. While
Leonard’s wife is seen as meek and docile, Nagdercises more power on the men
around her. This is how Teddy describes Natal@nimitial conversation with
Leonard. Leonard asks “Who’s Natalie?” to whichdgdeplies, “A Schmuck"

(“Mementd 01:05:36-38).

Echoing the real traits of a Noir character, Nated genuinely independent
in her own ways. But unfortunately, nothing soBdshowcased in the last scene for
us to know what happens to Natalie thereafter. gviié fate of Teddy, Dodd,
Jimmy and Leonard is clearly visible, we do notlygenow what happened to
Natalie. She just races into the background atteidesigned deliberations. While it

is compelling to admit and praise Nolan’s innovatsirategy in structural
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composition, it is truly pathetic to note that bigploration never ever touches the
realms of female arena. Nolan constantly contimepeesenting his stock female
characters proving again and again that womenarétro rule the screens. The
movie’s dual structure that revolves around theisiehs of revenge has excelled in

every manner except for its caricature of the wocteracters.

As and when a director’s auteur persona is distlssis often their mindset
that gets reflected through the story line, plbgracters as well as the dialogues.
When the Nameless BlondeHRollowing is described as a Fox, NatalieM@mento
is defined as a schmuck. Fox pertains to seduasg&and the term Schmuck relates
to the absurdity in Natalie. A trait conferred tie female characters on the screen is

in a way by and large, a trait that is attachedensially to every woman.

Leonard’s most remembered dialogudiementogoes like this. “The world
doesn’t disappear when you close your eyes, ddée§'Mementd 00:19:16-18).
Similar to Leonard’s dialogue, the idea of Feminisnwomen equality is
subsequently something to which Nolan cannot sisu¢yes forever. The light that
is sure to break after every dark hour will imméynsentribute to the empowerment

of women in the upcoming days.

With each of his new movies, Nolan’s filmic canvascaling high. But,
however, the canvas of his female presentationsjusks with each new movie
and they fade and recede with each new film. Nsléar of the empowered
femininity could be one reason why he deliberatelghes them before the plot

really sets in.
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Insomniag released in the year 2002 was Nolan’s third maheh reaped
herculean scales of success soon after the hitindmentan 2000.Insomnia,the
remake of the 1997 Norwegian movie of the same nanteric Skjoldbjaerg, is a
psychological thriller which rose to high commel&access beyond imagination.
Set in Nightmute, the fishing town of Alaska, therg begins as two Los Angels
detectives Will Dormer (Al Pacino) and Hap Echidtrtin Donovan) arrive to
investigate the murder case of a young teenageVgith the mind-blowing
performance by Pacino and the apt star ¢tasopmnia,is undoubtedly a riveting
psychological drama. The movie explores and reexestihe themes of morality
and guilt and treads through the gamut of distisigimig what is right and what is

wrong.

Drawing out the same sinister lines, Nolaimsomniacommences with the
mystery behind the death of a sixteen-year-old K@y Connell. Al Pacino plays
the role of the protagonist, Will Dormer, the vetrercop, who is placid and peaceful
in his temperament while dealing with the invedima His partner Hap Echkart on
the other hand is waiting to furnish testimony agaDormer in an undecided case
at L.A. for an exchange of personal benefits fromduperior officers. Dormer
accidentally shoots Echkart in a fog-clad areaakisgy him for Connell’s murderer.
However, his accidental crime is withessed by Cisnaurderer Walter Finch,
played by Robin Williams and Dormer is threatened bargained thereafter for a
crime he committed inadvertently. Instead of adngthis guilt, Dormer tries to
protect himself by switching the bullets and byjog an ally with Walter Finch,

the murderer of Kay Connell. The story stumble®s&the guilt that Dormer
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carries, his multiplied emotional complexities, theiation he seeks and his

associated sleepless nights due to the perpetyiaglaain Alaska.

Insomniais comparatively less complex compared to Nol&wkowing and
Mementaand is more intelligible for a typical spectatdhe linear episodes as well
as a clear-cut narration strategy makes it moremnahding than his earlier movies.
Despite its unpretentiousness, the movie is iningand keeps the audience at the
edge of the seat as to see what might eventugtlgdrato the Connell murder case
as well as to the plight of Will Dormer. The exeelt cinematography and the
picturisation of the meandering rivers and icy-gdgn the Alaskan region keeps the
viewer mystified throughout the movie. Apart frote complex tones and narrative
successions, the deep-seated emotional compleaitgdswitching camera
movements, Nolan keeps certain of his areas unéslicinsomniatoo. The
treatment towards the female characters does t@otratich as with Nolan’s
Insomnia Nolan’s tendency in refrigerating his women cletees towards eternal
rest is conspicuously discerniblelimsomniathough the extend to which he does it

is not as stark as his earlier two movies.

With a lack of women filmmakers, the balance igomot placed as most
characterisations take shape to allure the coretidarof the male perspectives. One
of the major female characterslimsomnia Ellie Burr, played by Hilary Swank has
been appreciated by many as one of Nolan’s stremglie characterisations.
However, an extensive study by diving into the ecamations as well as the body
language involved will ultimately prove that Busryet another shadow of Nolan’s

refrigerated women characters. Just because aderhatacter survived through
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Nolan’s movie, it does not make her robust enowudbetcompared and identified
with his male heroes. Nolan’s character Burr isimg but a silhouette of his
previous women characters except for the truthghatholds on to life in the

storyline.

There are four women characters introduced by WNml#nsomnia:Ellie
Burr played by Hilary Swank who is a young localeadive at Nightmute town in
Alaska, Kay Connell, the murdered young girl, TaRyancke, the close friend of
Connell and Rachel Clement, the house owner obtilding where Dormer and

Echkart stays.

Ellie Burr is the most prominent female charastatched here. Unlike the
women characters in his earlier two movies, Buadacated, refined and more
independent. She serves as a local detective deaiih theft cases and is teamed
up with a bunch of men during her work course. Shportrayed in good light for a
spectator who visualises her workaholic spirit Bedenthusiasm in conducting her
job effortlessly. She is the one in charge of the homicide detectives from L.A.
and therefore greets and takes them to PioneereLiodidpe opening scene. She is
outlined with a bit of her autonomy and has a wh# strong woman initially. She
remains more refined and sophisticated comparétbtan’s earlier women like the
Nameless Blonde who is a model, or Natalie, thg diealer’s girlfriend who uses
Leonard to her aid. Burr possesses a strong holdhat she does and her vigour

somewhat distances her from the usual women obgation as seen in movies.

Despite her dedication and willingness to contiimuleer precarious job,

Nolan subordinates her in many occasions as ipriagence of the male protagonist,
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Will Dormer. During the initial car ride with DormeBurr is represented with
utmost zeal and fervour in having a chance to wathk the veteran cop. The super-
heroic image of the Police officer and the multipgses he has dealt with makes her
eyes roll and it is understood that Burr is a depof the heroic cop, Dormer.

Nolan even makes her say that her case study wihe murder case investigated by
Will Dormer during her training in the academy. Bsays with amplified
enthusiasm, “The Leland street murders was my stasly at the academy”
(“Insomnid 00:05:59-00:06:03). In spite of her educatior, &eperience and her
perseverance, she remains an amateur in froneahtle protagonist seeking his
guidance and advice. Over the long haul, Nolars togestify that men are superior
to women and a woman ultimately has to seek hidagwe for the right kind of
decisions. Mulvey’s arguments, vividly show how thale hero is glamorised by
Nolan despite his guilt and anxieties. Though rmpéctified and used for the sake of
voyeuristic pleasure as per Mulvey'’s lines, theolrex here is trivialised and the
hero is inexplicably manifested with more majestyher behalf. Corresponding to
the mirror image in Mulvey’s essay, the male hermentified soon by the spectator
and the sympathies finally rest with him irrespeetf the fact whether he is right

or wrong.

The active male figure demands a three-dimensipede
corresponding to that of the mirror-recognitiormihich the
alienated subject internalised his own representaif this

imaginary existence. The male protagonist is foeeoimmand the
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stage of spatial illusion in which he articulates took and creates

the action. (Mulvey 20)

Though Burr is portrayed as a workaholic detectneyertheless, her hard-
work is often underplayed and her efforts go urceatibefore the masculine axis.
She is even nicknamed as Nancy Drew, the fictiterable detective created by
Edward Stratemeyer. In one of the scenes duririgcassion with the male police
officers, she is completely negated and her ideasiareservedly ignored by others

including Will Dormer.

Ellie Burr : | found this on the beach.
Fred : Whatisit?
Ellie Burr . Shell case 9 mm.The murder weapon &/38.

None of us carries a 9mm. Or backup weapon,

right?
Police officer : Get a hobby, would you ?
Ellie Burr . It's a legitimate point. Isn't it dettive?

Will Dormer : This case is closed, Ellielfsomnid 01:35:44-

61)

The conversation clearly elucidates how Burr'shidentification goes
unnoticed by the men in her group. The taints derdamination and the treatment
towards women and the secondary status that ti&iy ierespective of their
independent, educated status is once again higbétidtere. However hard she
works, whatever be the effort that she chips ie, famally paves way for the male to

walk in and take up the ultimate glory. Contraryhe mockery by the police
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officers, the spectator finally understands thatrBievidence was true to the core
and that Dormer’s guilt of accidentally shootinggHsas discovered by her. But her
discovery goes unrecognised in the movie and see &ies to throw away the
bullet, the only evidence, in order to save theentaro - Will Dormer. As Mulvey
states, the audience moves out of the theatreanhavy heart loaded with
sympathies for Dormer and in the meanwhile EllierBades into darkness and far

away from memory.

Though secondary in her screen status and thootgberually objectified,
Burr's character reverberates the undertones detin@les in Noir movies. Nolan’s
Insomniais far away from the usual techniques of the Neinrg. Precisely,
Insomniawould be the only movie where Nolan has not laloetiess signature with
Neo-Noir ideas. Ellie Burr definitely is not a FerarRatale if one is to go by the
argument in Janey Place’s essay on Femme Fatalaga@y to the spider woman,
she leans more to the side of the Madonna or thenmg woman who is
compassionate enough to provide solace to her neate In Place’s words, Ellie
Burr possesses the “redeeming qualities” (60) mfiruring woman. She is an icon
of peace and fulfilment for the male. She is lessgrful than the man and therefore
is more reassuring. Though Burr brings forth thehtiand Dormer’s guilt, she
pacifies him till the last moment and her adminatiowards the male hero hardly
fades. Dormer dies in her arms and she even galy te cast off the only evidence
against Dormer to save him. Nolan makes her fdrigetluty, and her dedication for
her profession, just to save the guilt of a suparfticer whom she admires. She

waves him goodbye by comforting him and he slovdggfor his eternal sleep.



Sunder 122

Despite the accolades poured on Burr, she indea ismdernourished character

compared to the male figure.

If her unrelenting admiration towards Will Dornmismot noticed, there is in
turn a strong sign of womanhood she would have agpneith, in the movie. Being
an enlightened, independent and workaholic womaaysould have carved a niche
in the mind of the audience had she been portreythda clear stance without

compromising her ideals for the sake of the hero.

Though a revenant throughout the film, the erglog of Insomniarevolves
around Kay Connell, the sixteen-year-old murdeesshager. The first time Kay
appears on screen, she lies on the postmortemwdbld&er naked body. The sexual
allusions that can trigger from a lifeless bodylddee nil. But the harrowing
manifestation on screen of a sixteen-year-oldgndtten body which had been
beaten to death infiltrates a terrifying messagidecsociety. There is indeed a
subtle question as to why Nolan refrained himgelfrf thinking of a sixteen-year-
old boy in place of Kay. The reports suggest thatwas not raped or mutilated.
Even then Nolan wanted a female figure in the @lkis storyline and the entire

plot revolves around her murder.

The conversation between Dormer and Finch (thederar) gives a clear

picture about how he killed her. This is how Fimo{plains her death:

| kissed her and got a little excited and she estiidughing at me.
She wouldn’t stop laughing, Ever had someone laigiou when

you are like that ? Vulnerable. Laughing their @82 Someone you
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thought respected you? You ever have that happgis? wanted to
stop her laughing. And then, you know...I hit heru@le of times,
to stop her. Get a little respect. And then evengtlwas clear.
There was no turning back. And after that, | wdsc&eal calm.

(“Insomnig 01:19:08-33)

Finch’s lines resemble thoseMy Last Duchesby Robert Browning. The
Duke in the poem says in a calm tone, “And all smdtopped together” (line 14).
Similarly, Finch explains in a relaxed voice howtaa to Kill her just because she
did not show enough respect to him. Finch playe&blyin Williams, is a local
writer and Kay was his great admirer. Finch saggblie was that of a mentor
towards Kay. However, her uncontrollable laughlestered him and he felt it as an
irreverence which ignited his anger and made hka the brutal step of beating her
to death. The message of patriarchy is evident &eesnd when Nolan indirectly
demands respect towards the higher sex - the @aleell’s deep admiration for
Finch parallels with Burr's deep-seated appreametay Dormer. However, Nolan
makes Dormer share his excellence par Finch agtmnies a foil to Finch when he

turns out to be a fatherly figure for Burr, pourinig affection towards her.

As the story unfurls, it becomes clear that Kay@sl had a boyfriend
named Randy Stetz who used to abuse her continuduss violence against
women can be seen in all movies of Nolan and seresentations can invariably
create a miasmic tone in the psyche of the spestalbe continuous presentation of
violence against women in cinema can obviously bpdn the feeling that it has

become an inevitable part of the society. Fincmestates that Connell never
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disliked Randy despite the physical abuse he haddwait to her. Finch tells
Dormer, “Randy did it all the time. She liked it &hhe did it. She never blamed
him. Never wanted to leave him. | do it. She stacteaming. She wouldn’t stop”
(“Insomnid 01:18:32-40). Thus Connell becomes a commodithehands of both
Randy and Finch and her characterisation showsde®ply a woman bears the

ignominy of abuse on a universal basis.

Tanya Franchke, the friend of Connell is anotleendle character who
appears for a few scenes and serves only to shevmesicharming body. She is
seen together with Randy in the first scene arides seen in the interrogation
sequence with Dormer inside the car. She triescsegiormer and the camera
focusses on her body parts. She serves to reprdsemodern generation and stands
to manifest the dating girl who is callous enougfjilt her close friend. As Mulvey
puts it, even though she appears only for a fraatioa second, her low-cut gown
and her seductiveness add to the voyeuristic pleastended in cinema. Though
Dormer ignores her sexual advances, she unwittingtpmes a possession for the
spectators for a minute. “The image of woman asgjpa) raw material for the
(active) gaze of man takes the argument a stepefuimto the structure of
representation, adding a further layer demandettidoydeology of the patriarchal

order as it is worked out in its favourite cineradorm” (Mulvey 24).

Tanya’s feeble role comes to an end as Dormer snlageespeak the truth
without responding to her sexual advances. The hetle is once again defined as a
pristine man who is even capable of discardingstheial advances of a beautiful

teenager whereas the young girl is depicted in pgbt even though she appears
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only for a few seconds. Thus, she fulfils the durced necessity of the cinematic
landscape in which a woman’s body is objectifi¢ds this representation framed
within the sociocultural window th&bjectification Theorynalyses through the
psychological aspect of women spectators. Suclkeseptations on screen can easily
tamper the mental schema of the spectators andreate unnecessary standards of

beauty and objectification in their mind.

Far beyond the idea that adolescent girls simplgatdike the size
and shape of their maturing body, girls learn thet new body
belongs less to them and more to others. Empisicalies
document that with the changes of puberty, a g body in a
sense becomes “public domain”: it is increasinglykied at,
commented on, and otherwise evaluated by othergritasingly
becomes the target of sexual advances, harassnsezaual

abuse. (Fredrickson and Roberts 193)

Thus, filmic representations can create an unisacgset of beliefs in the
mind of its spectators, both men and women. Whia iassess this voyeuristic
pleasure as a tool of liberty to downplay the s€kasassments happening in
society, women start treating themselves as contraedrom the perspective of

others, clouded with a low self-esteem.

The fourth female character Rachel Clement, thesb@wner of the Pioneer
Lodge, is a significant slighter version of Elli@®. She is a listener for the bruised
soul of Dormer since the beginning of the moviee $htiently listens to the

conversation of Dormer and Hap and pacifies botamwthings take a different turn.
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In Place’s words, she is the woman who reassusams down a man and
obviously a woman with secondary status. She bes@nedeal passive counterpart
in Mulvey’s words, reassuring the man. Though sha touch with Dormer only

for a few days, Dormer turns confident enough tafide in her his earlier stories in

L.A. She becomes a prototype, a mother figure, dads the pain of the hero.

When analysingnsomnia it is well understood that Nolan fixes his female
characters in two edges. They are either placetjastified commodities or as the
nurturers. Of all the movies of Nolaimsomniais the only movie where we can find
the Madonna-nurturers in two forms - as Ellie Bamd as Rachel Clement. Usually
his movies comprise of the fridged women and tharRe Fatales. Though Kay
Connell’s murder proves his track through his gefrated females, the other

females survive with their minor roles.

Hollywood had always carried the mistaken notiwat the spectator prefers
male heroes to female heroines. The gender proktemsllywood is still under
scrutiny and a consolidated solution has not yehbasitiated. The iconic roles that
the male leads play, had significantly filled ire imagination of the general public.
Despite the advent of Feminism and the interfereficarious women'’s
associations, women still account only to 15% efltollywood screen, says the

statistical archives.

Gender representation in fact counts on two levkéspresence of females
on screen and the ways in which women are repredgemt screen. Hollywood
unmistakably proves to be a solid failure in bdtése realms. The shocking under-

representation of women has been under questior Hie second world war period.
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It is more dreadful that the patriarchal attitusl@gain and again engrained through
the stream of Hollywood by the most prominent divex like Christopher Nolan
from whom the society expects revolutionary chanBespite the many upheavals
in Hollywood, the film industry still remains to lzehot seat only for males,
tarnishing the female images. “It is these cinecetides and their relationship to
formative external structures that must be brolk®mrdbefore mainstream film and

the pleasure it provides can be challenged” (Muk4)y

Women representations on screen are pivotal tgriheing society as
Hollywood movies are globally released and it haisfgr reaching consequences.
The manifestation of women on screen does havepadt on the perception level
of ordinary women who are seen in everyday lifee Tisrepresentation of women
on the silver screen can definitely create a msgmgiiconscience in each of its
spectators. When female characters are mostlygienjes sexualised in movies, the
message it imparts can be a sense of terror wioemegywomen are forced to believe

that their physical appearance matter more thathargyelse.

Men on screen are mostly seen as powerful, edilieaig independent where
as women are often sketched in the roles of loveoglels and supporting characters
for the male protagonists. Tracing back to Noldhiee movies discussed above, it
is seen that Bill is a writer, Shelby is an Inswemvestigator and Will Dormer is a
reputed detective. Nolan’s women in his first thmeavies are hardly notable for the
positions they occupy. Though Burr is a detectdhe is depicted as an amateur
growing in the shade of Dormer. Thus, the ultintatssage delivered is that women

are supporting characters for men and will remaily as secondary to the male
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roles. The Founder and Chair of the Geena Davigutes on Gender in media,
Geena Davis, opined thus in a press release: éittad - women are seriously
under-represented across nearly all sectors oétgoaiound the globe, not just on-
screen, but for the most part we are simply notrawéthe extent. And media
images exert a powerful influence in creating aapptuating our unconscious

biases” (Conor).

Films do possess a magical aura to influence p&opérception about the
world and their perception about women. Women &endorced to fit into the
concepts and ideals of femininity to satisfy meméeds. The misrepresentation as
well as objectification of women on screen can daBl the existing disparity and
gender inequality in our society. The real refolioratan indeed climb up through
filmic ladders and the real reformers in a socaty the directors who can create and
break the existing societal patterns. When woméigegations happen constantly
and continuously from the great directors like Gtapher Nolan, the ultimate
consequence that it sprinkles down will be heagdyastating and disparaging. Had
these women characters been alive, the fate ohtle characters would have been
different or in other words the women charactersilditave dethroned these men
through their independence and liberation. Howether director easily casts them
off and stuffs them up forever in death. The rdogrfemale deaths in Nolan’s
movies have definitely chiseled a set notion albounen in the mindset of the
audience. When women occupy roughly half of théagl@opulation today, the
final question still remains as why women contitu®e totally absent from a

glamorous Industry like Hollywood.
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Chapter Three

The Fortified Masculinity: The Dwindling Females
in Superhero Films

The over representation of men in movies and tldeumining role of
women on screen has not been manifested as acaltppactice since the
inceptional phase of movies. The abundance of thveggative skin that is paraded
on and the powerlessness of the supporting chasamtaced by women have
always pushed them into poor light. This peculia@momenon is not just something
that happens in Hollywood cinema but a repetitiyeesthat occurs unequivocally
on a universal basis. This very mechanism of sulgdthie female roles had been a
part of the movie-history since time immemorialeythave slowly garnered into
each and every sector of media through which aencadrent of gender differences
had been stated and envisioned unknowingly. Siratg\ood cinema seeks to step
on to a privileged magical arena which stands @bieta benchmark for evaluating
and analysing movies on a global scale, a restriagtof the current Hollywood

model cinema turns out to be inevitable with iteamity in women representations.

The prime objective of any media is to dissemimafiermation and to
inculcate the value system held by the then sadvégdia thus has a decisive role in
framing the socio-cultural practices and traditiona community. The dawn of the
21st century saw discernible changes in the fieR@minism and its evocative roles.
Though Hollywood has tried in imparting feminisiiieologies in the latest decades,
the inherent molecules of patriarchy still retaamsl regrettably the effects of

feministic ideals were never visibly put to theesan.
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Hollywood often tries to sell a different pictuggternally by giving itself a
pat on its back for having popularised and promgeater parity. But however,
numbers do not lie and out of the top 100 movie®0df3, hardly 33 featured female
lead roles. Thus the existing picture of Hollywand@onnection with female

representation is absolutely disheartening.

Movies, in general, portray stereotyped men anchermm The roles assigned
to both men and women reiterate the age-old taditiroles where a man is defined
beyond his capabilities and a woman beneath heepoviRather than providing
realistic representations in the media, men and evoboth tend to be depicted in a
hyper-traditional manner, which maintains stereetypf personality traits,

capabilities, and aspirations” (Bussey and Band@&s).

Though women had made substantial contributiorise field of cinema,
their roles remain insignificant even today whewramparison with masculine
roles. This representation is in no way differenHiollywood movies as well.
Gender representation in media can often creatsmaelcome channel through

which gender roles are recreated and made to loeiped by the audience.

Gender development is definitely the principakéaén shaping and
reshaping the hegemonic structures in a societytranle of a woman is very
often determined by these social components. T$teacons these structures
impose on and the conventions that they force upamtjnuously inhibits the vital
capabilities of a woman. Unfortunately, these strires come back more fortified
through meagre women characterisations being shs®gda movies. Hollywood is

indeed accountable for this inclusion crisis antksma real transformation happens,
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the destiny of Hollywood would remain the same wittmen looking through the

curtain from the backstages.

Christopher Nolan’s movies are in no means awamy fthe typical gender
renditions according to the social dominant ortlerlan’s initial phase which
boomed him up into the threshold of Hollywood Mavigere solid representations
of the existing gender order in the society. Hisahthree movies-ollowing,
Mementaandinsomniawere graphic bestowals of the negligible role ohven.
These movies had recapitulated the secondary nsidimeaigh which women are
decoded. The conglomeration of women whose skirbead exhibited and the
women who were considered as spider women had tgkémeir puny share in all
these three movies. They are either defined imgtterms of negativity or in subtle
segmented variations. These manifestations hadibeestigated and studied
thoroughly in the last chapter through a re-readvitgin a new conceptual
framework. How far Nolan’s men have scaled higthemmovie screen is an
undebatable question as they are furnished withhrstrength and courage despite
their psychological inaccuracies. The women howéead the same stereotypical

path of aiding these men through their tracks.

When movies, on a general assessment, signaldhgimalisation of women
on screen, a superhero movie, on a logical baaispnly sideline women more
often than imaginative perception. The real progs society can be assessed
when a heroine-centered movie is released ancktt¢lae same way as a hero-
centered movie. Most of the superhero movies usalicharacters only on a

marginal level as sidekicks.
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Visual representation of female characters ar@ubbdly important to
understand and analyse how the civilized sociegyaving. Movies are a
testimony bearing the innate thoughts and feeloigssociety which is generated
through an iconic director of the epoch. Thus, aieof a particular era speaks
volumes about the society from which it actuallyeeges and evolves. Superhero
movies, as the name suggests, are extremely malered movies and the
masculine power and persona is glorified and hgittéid to an unimaginable zenith.
The female characters, however, become a proprédiveork with the gratification
of the hero’s gaze or to be depicted as a wealaacter who is often rescued at the
mercy of the male hero. The real hassle beginseaalise that none of these
women in superhero movies have their own storiaes@ female stories in fact
revolve around the male stories. Most of these fertiaaracters are sketched by
male writers or male directors and therefore tbeysbften takes its shape and form
through male perspective. “Writers often overlolo& female perspective, because

the male story lines are considered dominant orarsal” (Fisher and Russell 222).

Women representations can indeed have a stromgl sffect on the
upcoming generation thereby teaching them thatmimalways superior to a
woman in his physical strength as well as his cmaatic mental valour. Superhero
movies have in a way contributed to this imbalanggerceiving male and female
characters. According to the senior Vice PresidéMarvel, Tom Brevoort, “It's
not that you can’t have a successful or well-wnittemale superhero, but in general,

historically, proportionately, we just haven't haslmany” (Murphy 1).
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Christopher Nolan’s Second phase of directorre@dse showcases the
blockbuster box office hit - the Batman trilogy comsing of three Batman Movies
with the same superhero figure ruling the screatim@n comes directly from the
most celebrated characters of DC comics. Comic $aok in fact a window to the
past in understanding the role of women in the ipresydecades. Most superhero
movies are rooted in DC comics and a resurrectidghese movies have given
ample space for the heroes to build up and flouhsir characters through the
gargantuan movie screen. On the other hand, theewatmaracters still find no
space in these reincarnated movies and their mioigas only to serve the man -

the master.

Nolan’s Batman Trilogy emerged as a remake ofX@@ecomic character -
Batman. A revival of the Batman character had leeteavoured by many a
directors in the past years. But unluckily, the onigy of these rebooted films on
Batman failed to supplement enough chances towhedevels of box office hits.
However, Nolan’s take on Batman was different, baghortrayed him through a
psychological subversion juxtaposing his real idgrs well as his identity as the
Batman. This parallel schema succeeded and cradted| applause among the
audience globally and his series on Batman becabhacibuster hit. Kevin Feige,
one of the greatest film producers and PresideMani/el Studios stated, "Chris
Nolan'sBatmanis the greatest thing that happened (to supeffiiars) because it

bolstered everything” (Jackson).

Nolan’s second phase of directorial chart commemel culminates with

his Batman stories. The first movie in the Batmane&s was released in the year
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2005 and it eventually turned out to be a succésstueation of the ever loved
superheroic character Batman. This turned out théeighth highest grossing
movie in the year 2005 in US. The massive sucaedsecolades reaped by the
movie enhanced a clear signal that the superhesae@epted by the mass audience

on a global level. This is how Nolan explains lesmection with Batman.

All I can say is that | grew up with Batman, I'vedn fascinated by
him and I’'m excited to contribute to the lore sumding the
character. He is the most credible and realistibhefsuperheroes
and has the most complex human psychology. Hisreape
qualities come from within. He’s not a magical adwer. | had a
fantastic experience with the studio on ‘Insomngad I'm keen to

repeat that experience. (Leitch and Grierson)

Following the poor reception &atman and Robim 1997, directed by Joel
Schumacher, there were many recurring attemptsll@aséhe character of Batman.
However, Nolan’s attempt was something differertt elicked the fortunes of an
era, different from many other futile attempts tfey directors. The emotional
investment that Nolan could invest in his audietmceugh the Batman was a major
difference he had set forth for his movie. Nolamexdl for a more realistic version of
the Batman with social commitments though the mexas rooted in a more dark
and grim ambience. Thus, the concept of a supemiasaedesigned by Nolan with

his punctilious mechanism of directorial artistry.

In the past few decades, the superhero film hasrbec¢he

contemporary version of the western, a genre tbeame extremely
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prolific in the 1940s and 1950s. Like the westéne, superhero film
most often focuses on an isolated hero who exigtsde the
constraints of the social order and the law. Bubhatsame time, the
western hero fights for the sake of the social or@ikis hero is the
exception to the law that makes the law possibligen going so far
as to found the social order by ridding it of viai¢hreats.

(McGowan 167)

Released in the year 20@atman Begings a story that unfolds through a
social reordering performed by its heBatman Begingarrates the story of Bruce
Wayne and his psychological investigation throughdouble personality. Not
being worn down by the incessant exploitation figwuial crimes around him, he
continues his sojourn through his superheroic eisdahereby creating an order to
the disordered city of Gotham. Cast in the filmgeof a Vigilante movie, Bruce
Wayne, the protagonist, follows his own systemkawafto defeat the filthy crime
revolving around him. A vigilante movie is a kinflaorevenge movie in which the
legal system fails the protagonist pushing himdodme a vigilante or to take law
into his hands. Bruce Wayne is a symbolic reprediemt of a vigilante who
administers his own set of laws using his own magherandi. The prominent
American movies of the 1970s likeath WishandDirty Harry reiterated the
cinematic themes of the era denoting crimes argbitgions. The movie is a
meditation for seeking varied reasons or motivatifmm the purpose of violence.
The Caped Crusader’s quest in bringing justice bbadke city of Gotham is the

crux of the storyline.
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The Batman or Bruce Wayne is played by the matirdjuished actor of
Hollywood, Christian Bale. Witnessing the deathisf parents at an early age,
Bruce becomes an orphan and is raised by his fayatler Alfred Pennyworth
(played by Michael Caine). The unexpected injustigted out against his parents
by a robber named Joe Chill disappoints Wayne a&nd hll the more dejected when
the culprit is paroled by the court after fourtgears. Wayne’s fear of bats and his
stance as an orphan and industrial heir to the \&awterprises worth millions
triggers him towards an unassigned role of the Batrhlis actions to thwart the
diabolic plans of the city mafia boss Falcone,S$carecrow and Ra’s Al Ghul
follows the rest of the storyline as he glides lewthe role of his self-identity

Bruce Wayne and his secondary vigilante identitthefBatman.

However, while the success story of the Batmdhrethains, the negated
women within the story never come to the surfacdaiNs inevitable leaning
towards Female killings is evidently establishetiisnBatman Trilogy too. It is not
surprising to note the dearth of female charactsgecially in a superhero movie
where the hero is poured on with glorificationstian outstanding role like that of
the Batman, it is quite customary that his girlideshould be easily forgotten. As
such, the woman characterBatman Begins Rachael Dawes, occupies a very
insignificant role in spite of her status as anigtesit District Attorney who could
have in fact taken part actively in a movie withile spectrum of social issues.
Unfortunately, Nolan has not blown much air inte tharacter of Dawes and she
just vanishes to be a sidekick following the trggioins that the hero makes with his

secondary identity. Despite the enormous studieNaan’s thematic excellence
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and his craftsmanship in his narrative complextigre has always been a limited
scholarly analysis based on Nolan’s body of wonkgieing to gender schisms.
Consequently, this chapter seeks to address tieatkioid that has not been

touched upon till this date.

Nolan had accurately pinned down his disinter@sttds powerful women
characters since his first mow®llowing. His initial three movies had drawn the
sturdy lines against women and his embryonic pbassisting ofollowing,
Mementaandinsomniahad been read and analysed in the previous chijum’s
usual practice of refrigerating the females dodscease to exist even with his
second phase of directorial dexterity with his BatnBlockbusters. There is only
one major female character that Nolan delineat®atman BeginsApart from
Rachel Dawes, there is Bruce’s mother Martha Wayim@ is on screen for a very
limited time. Rachael Dawes played by Katie Holnsedepicted as Bruce’s
childhood friend and love interest. She servegtleras the Assistant District
Attorney at Gotham city. This movie undoubtedlylséhe very fate of refrigeration

of females within its frame of the plot.

The character of Rachael Dawes had been appréaateapplauded many a
time by many critics. A preliminary glance at thecacter of Rachael Dawes gives
a deceiving impression that she had been sketchiedi vigour with all the
necessary sensibilities pertaining to her charaBtgran extensive study on her
characterisation offers more insight to understaadl she is in no way different
from Nolan’s quintessential female characterss tinly when the sequels to this

movie are watched that it is understood that Rddbaees had been created only to
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transmit the smouldering wrath of the protagonisemwshe gets killed in the second
part of the Batman Trilogy. Nolan keeps her alivéhie first part as Bruce Wayne
already had an effective reason to keep his furgibg through the death of his
father and mother. His quest for revenge and Hisusmasm to settle the score is

already set in motion in the first part with theatteof his parents.

Being the only prominent female characterisatiat pervades through the
movie, Rachael Dawes had been constructed and @Iy Nolan only to
manipulate the trajectory of his male hero. Shddtba easily read from her two
different perspectives in the movie - her persasalvell as her professional
perspectives. She is a childhood friend as wedl esnfidante of Bruce Wayne. In
one of the initial scenes where Bruce lamentsrtefficiency in avenging the death
of his parents, she turns out to be a paramounjdgating values in her boyfriend.
Beyond the dialogues, Nolan was indeed trying terex his ideology of the subtle
values that should be inherent in a woman but nttedy expected from a man.
Dawes teaches him about love, compassion and bhotheé. She just automatically
becomes an epitome of the delicate feelings whictdconly be generated in a

female psyche.

Bruce Wayne : My parents deserved justice.

Rachael Dawes : Well, you are not talking abouigas You are
talking about revenge.

Bruce Wayne : Sometimes they are the same.

Rachael Dawes : No, They are never the same, Blustce is

about harmony.
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Revenge is about you making yourself better
which is why we have an impartial system.
Bruce Wayne : Well, your system is brokerBgtman Begir's

00:26:30-39)

Nolan himself has stated that Dawes is portrayiia temendous warmth
and a great emotional appeal. She becomes a triigarior Bruce - representing a
mother figure for him. While the Batman undertakessolitary battle for justice in
Gotham, whatever Rachael does just escape into Vbrdughout the movie,
Batman/Bruce Wayne remains as the hero with hibakable quest for justice and
his staunch commitment towards the society. Dawpsars for a while with her
filling physical presence and indeed provides alsag pleasure for the male
spectators as well as the hero in the movie. Ordhé&ary, the protagonist is only
assessed in terms of awe and power and each ofdviements are appreciated by

the spectators as well as the minor charactersnaittle filmic canvas.

There is no doubt that Christopher Nolan’s Batmas amused the avid fans
as well as thrill-seekers of the era. Nolan lanidettie film world during the late
nineties when there was a considerable changesiprtitess of filmmaking. His
earlier movies were noted for their intricate waysarration and the complex
technicalities. But unfortunately, the message n&okto the society is nothing but
male supremacy. As Nolan had gone to unimaginadtghks in sketching the
character of his protagonist, the heroine just kleig out in oblivion. She appears to
be a pure alien in the film and the plot would hpleded easily to its endpoint

even without her presence. There is nothing subatdhat she does in the movie.
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But her towering physical presence is renderedutgjnout the movie. Without any
doubt, her presence offers a pleasure to the atgl@sn Mulvey states Misual
Pleasure and Narrative Cinemédl'he cinema offers a number of possible pleasures
One is scopophilia. There are circumstances inlwlooking itself is a source of
pleasure, just as, in the reverse formation, tleepdeasure in being looked at”

(Mulvey 16).

To simplify, a sexual connotation is not alwayswfatory to attain pleasure.
At times, the presence itself can contribute tagleable feelings. The costume, or
the gestures or some unguarded actions too canpiéfesure. However, this root of
pleasure anyhow originates from the female wo8tie becomes a necessary source
to offer pleasure to the unaccounted millions afcsators. The burden of this

objectification falls only on the female, and natthe male as per Mulvey’s essay.

According to the principles of the ruling ideologyd the physical
structures that back it up, the male figure careatr the burden of
sexual objectification. Man is reluctant to gazéiatexhibitionist
like. Hence the split between the spectacle anchtiae supports
the man’s role as the active one of forwardingstoey, making
things happen. The man controls the film phantasyadso emerges

as the representative of power in a further sdiMsglvey 20)

A man is always bestowed with superior power &us he becomes the
active power agent in the movie. A woman is poveias well as a substantial

commodity of pleasure directed to gratify the naldience.
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In a conversation between the drug dealer Falaadeone of his thugs Flass,

in Batman BeginsRachael Dawes is being described thus:

Flass . Word on the street is you got a beef satmebody
in the DA'’s office.
Is that right? And that there’s a fat prize waitfor

anybody who’s willing to do anything about it.

Falcone : So what’s your point Mr. Flass ?

Flass . Have you seen the girl ?

Falcone : It's a cute little assistant D.AB@tman Begiris
00:58:24-33)

This is how Falcone defines the Assistant Distitbrney, Rachael Dawes.
She is described just in terms of her physicalgmes and her position, education
and power of the post that she occupies just varisito nothingness. Thus, she
turns out to be a “cute presence” not just forgreagonist, but for the other male
actors within the screen as well as the male sfmstavatching the movie. This
bears resemblance with what Mulvey has stated. 6fan performs within the
narrative, the gaze of the spectator and thateofthle characters in the film are
neatly combined without breaking narrative veriditonle. For a moment, the sexual
impact of the performing woman takes the film iatno-man’s-land outside its own

time and space (19).

Mulvey’s statements correlates with what Fredrckand Roberts opined in
their essay. According to them, our sociocultgtalcture is saturated with

heterosexuality. Therefore, a concealed permigsianthorised to all male
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spectators to have a look at the females aroumd.tReedrickson and Roberts
discuss this context thus: “Sexualization occunmany forms, ranging from sexual
violence to sexualised evaluation. The most subtbbdeniable way sexualised
evaluation is enacted - and arguably the most utioigsi - is through gaze or visual

inspection of the body (175).

To magnify the physical presence of Dawes, siseas in close-up scenes.
Nolan has used strong close-up scenes with his chalecters to augment their
characterisation on a whole. But very often Nalaas close-up scenes with his
females, and this is mostly to enhance their play&ieauty and not to emphasise
their significant inner power. Her face dominates object of vision of the male
hero as well as the spectator. Mary Ann Doane dsesithe complexity of such a

shot in this way:

The face, more than any other bodily part, is fier dther. It is the
most articulate sector of the body, but it is muilout the other’s
reading. In the cinema, this is evidenced in thespathe
meaningful moment of the close up, for the spect#te scale of
the close up corresponding less than other shateetdictates of
perspectival realism. And this being-for-the-gat¢he-other is of
course, most adequate as a description of the éesudject, locked

within the mirror of narcissism. (47)

The physical charm and the sexual appeal of a wgroarayed within the
filmic canvas thus becomes mandatory for the pssyod a movie. This is often

consigned as an element of narcissism in associatith the female. Apart from her
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soaring physical presence, Dawes’s powers are asiil@ated throughout the
movie. The thugs do not even find her as a subataigponent and even Bruce

warns her as she undertakes a few challenging irole#se Batman Begins.

Wayne : Whats wrong ?
Dawes . It's Falcone. Dr. Crane moved him to Arkham

Asylum on suicide watch

Wayne : You're going to Arkham now? Its’ in the Kaws,
Rachael.

Dawes : You enjoy your party Bruce. Some of us hawek
to do.

Wayne . You be careful. Batman Begirs01:21:53-59)

Despite her powerful position, she is showcasae@siring the help of the
Batman in every attempt that she makes as a padrafocial commitment. When
she gets exposed to a fear inducing hallucinogebrbZrane and turns
incapacitated, Batman comes to her rescue. Shetimped as wanting man’s help
despite being bold and powerful. He comes like alwind and swoops down and
lifts her up. His actions make him a superherothedcharacter of the Batman
unwittingly gets glued to the viewer’'s memory lisevertheless, the incapacitated,
weak, unconscious Rachael Dawes waits for the s@mival for her impending
rescue operation. The superhero even evades tloe Roice and administers an
antidote for her and rescues her and leaves Heribed chamber at her home. The
protagonist who turns out to be the saviour forttamine is essentially a symbol of

a traditional and conventional pattern that ret#iireshegemonic structural presence
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and this masculine symbol of strength, independandedominance is reiterated in
many scenes by Nolan. She is rescued again imshadene by the very same
Batman. Nolan’s titular hero serves to be the r@ination of the heroic warrior in
the primordial period. When a man rescues a woth@ggenda behind such a
performance is definitely to depict the heroinereeek, powerless, dependent and

undistinguished.

Bruce Wayne’s mother, Martha Wayne is another ferolaaracter who
appears in the movie. She comes exactly in thiféereint scenes and then gets
killed in the last scene. There is an undebataiffierence in the way in which
Christopher Nolan had pictured Bruce Wayne’s fatirel mother. His father has
been depicted as a visionary, a noble man, whoeasantsee his Gotham city
flourishing. His benevolence has been sprinkle@ach and every segment of the
city. His affection towards his son, his interestaking care of the poor, the value
lessons that he inculcates to his son, his fondiwegards his wife and many more
pass through within these fragmented scenes. Heaappo teach his son lessons for
life which he learns and adheres to in his later In a scene where Bruce falls into
a cavern hovering with bats, his father comes i@réscue and consoles him thus:
“And why do we fall Bruce? So we can learn to packselves up” Batman

Begins 00:10:43-45).

He appears to be an exemplary and ideologica¢fatistilling the values of
life to his son. Unfortunately, his mother does appear anywhere along with him
in imparting these life lessons. Her dialoguesadmeost nil except for a single one

soon after the opera session. During the opera VittlerBruce witnesses a nhumber
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of bats on stage, we see how his father understaedsrror going through the
mind of his son and instantly takes him out. Maitfiayne remains silent all
through these scenes and is never seen highlightady of them. She is presented

in poor light as a mother with no insight or matdnplenitude.

Moreover, to touch the zenith of patriarchal cortiens, Nolan introduces
an expensive piece of jewellery which is beingeglfby Thomas Wayne to Martha
Wayne. The jewellery piece is of substantial pragnte since they both get killed
in the name of this jewellery ultimately in the seesoon after the Opera. Though
unnoticeable in the scene, Nolan’s innate mindsetvealed through the connection
between the jewellery piece and a feminine padsiomaterial constructs. The
portrayal of Bruce’s parents are not justified a@ioés not seek a balance in which
they are showcased. While his father is demonstiadea visionary basking in
munificence, his mother is portrayed as a meekpasdive lady thus designated to
the chores of her home. She disappears from teersevith one single dialogue and

comes back only as the memory that is ignited ucBis slumber.

Despite Nolan’s auteur persona, his Batman trikbgyderously delineates
the typical Hollywood archetypes. Rather than pgttiis ideas to reconstruct and
revamp the existing social order, he has followed @stablished the hitherto
traditional gender archetypes through his moviestelad of demolishing this archaic
concept of women as the dependent soul on memgristracts his women in the

same framework.

Apart from Bruce Wayne, the protagonist, theresafew male characters

present in the movie who have been characterisadrery strong way. There are
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four strong male characters projected through thwylge including the villain -
Alfred Pennyworth, Lucious Fox, Jim Gordon and firaconian villain Ra’s Al

Ghul.

Alfred Pennyworth played by Michael Caine is thelér at Manor House as
well as the guardian of Bruce Wayne. He continoesetve Master Wayne even
after the death of his parents and occupies tieeafoh foster parent to the tormented
soul of Bruce. Nolan had effectively portrayed stéo father element through
Alfred Pennyworth which in every sense stands alto@eole of the biological
mother, Martha Wayne. Alfred is placed in the roil@ father figure for Bruce and
remains faithful to him throughout. He is a truefidante for Bruce and stands with
him for his secondary identity as the Batman inrgathe city of Gotham. Alfred
played by the senior artist Michael Caine is presgas a character with a strong
will just like the Batman. He stands for what héidoees in and is steadfast and

determined in his role throughout.

Lucious Fox played by Morgan Freeman is anoth@omant and sturdy
character portrayed by Nolan. He is a distinguistragloyee at Wayne Enterprise
and conducts advanced research studies in bioctrgrarel mechanical
engineering. He provides all the necessary gedriace to carry on with his role as
the Batman. His Batsuit and the techy car naméluatbler is offered to him by
Fox. He is depicted as a master of technologicadvations and is recognised as a
master brain in the movie. While Alfred metaphaditicaymbolises the power within

Bruce Wayne, it is Fox who supplies the Batmantemal power literally.
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Jim Gordon played by Gary Oldman is one of the diemorrupted police
officers remaining in the city of Gotham. Gordoarsts for everything good in the
movie and is a symbol of virtue throughout. Oldnhénself has stated thus about
his role. “I embody the themes of the movie whioh the values of family, courage
and compassion and a sense of right and wrong, goddad and justice”

(McClean).

Gordon is portrayed to be sharing a special boitld Bruce and aids him in
all of his endeavours. Gordon embodies the goodndse city of Gotham through

his hard work and dedication as a police officer.

The fourth and the most important character ig@atthe villain of the piece
- Ra’s Al Ghul played by Liam Neeson. Nolan hasaglsremphasised his magical
powers on his villains and especially in his Batrsanes with his three exceptional
villains including Ra’s Al Ghul, the Joker and Bamespectively. Ra’s Al Ghul is the
leader of an ancient group named as the ‘Leag&haflows’ that fights injustice in
their own methods. Though he comes back at theagliof the movie as the real
villain, his role is a parallel one to that of Adft thereby being a mentor to Bruce
Wayne. He is the one who relates with the greditedessons to Bruce and teaches
him what is right and what is wrong. Nolan himd&f claimed about his villains
thus during a two hour talk at the Cannes Filmiyestvhen he offered a unique
take on his Batman series. “To me, each film ifffar@nt genre. They tend to be
defined by the villain” (Setoodeh). However, hiains in the Batman series are
very much masculine and they begin with Ra’s Al Gind moves on to Joker and

culminates with Bane in the third series.
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There is no doubt that Batman is the most diststgrd superhero creation
of Christopher Nolan. However, his enemies absarbcual status in accordance
with the hero. Sometimes, Nolan makes his villanmse presentable through the
inexorable delineation that the villain stays im memory even when the movie
comes to an end. Nolan’s antagonists have alwayseentheir stock of power in
varied ways and they have carved a niche in the mirthe global audience.
Though their actions cannot be completely accouatedn ethical base, they are
fondly remembered and praised by the spectatosvatithe world. The real
contradiction touches here when his fragile wontearacterisation and his solid

projections of the masculine roles are observed.

In Batman Begind\olan has unquestionably magnified the charadter o
Bruce Wayne. We notice that as Wayne’s charactisregdarged with each new
scene, Rachael Dawes diminishes into oblivion wébh passing scene. Nolan has
not deliberately given her the DA position and bty makes her an Assistant DA
serving another DA who is again a man. Nolan’s BrMayne or Batman is thus a
powerful symbol of patriarchy which does not ruig the notions of conventions
and traditions. There are evident scenes in whathRel laments for Bruce when
she finds him in the company of other dancers iex@ensive hotel. Her continuous
longing to be in his company and the transformatibher childhood friend into an
unauthorised vigilante pains her and she is onagmagructured within the
conventions of patriarchy through these depicti@ie is presented as a Madonna-
a-nurturer in its full length and her only roleidsscomfort and assist him. As Mulvey

puts it, women in movies are sometimes illustratét their beauty to the zenith
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and are treated as perfect objects. Being peifetijs sense, makes it rather less
dangerous. She terms it as Fetishistic Scopoplilllee beauty of the woman as
object and the screen space coalesce; she is gerltre bearer of guilt but a perfect
product, whose body, stylised and fragmented byeclaps, is the content of the film

and the direct recipient of the spectator’s loak)(2

Thus Nolan has tactfully squeezed Dawes into aesasf the plot making
her the real nurturer for the bruised soul of Br\&yne. Even the other major male

characters have a profound solid character baspa@uh to that of Rachel Dawes.

The critical acclaim that Nolan received throulyd success @datman
Beginsensured the necessity of its sequel. The long thears that Nolan worked
on for the creation of the second part triggeredraathomable curiosity in Nolan
fans as well as Batman fans who were eagerly vgpitirsee how Nolan would
outdo the original first part. The stunning perfame of the Batman and the villain
- the Joker in the second part was a real booriraggered political as well as
ethical questions towards an evolving society.dswuring George Bush’s war on
terror that Nolan worked on the second part, aecetpanded authorities that
functioned beyond original law systems had amptelarities with the vigilante in
Batman. Thug he Dark Knightwas released in the year 2008 with great
expectations on a bombarded budget. However, theemmadeed outdid the first
part and even scored multiple awards and recogsitapart from its gross collection

in the year 2008.

Though the movie pushed itself to a set of newcatland social questions

disturbing the set pattern of the system of lavosrdgment, the most important
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realm which required a change remained stagnadoian’s hands. Though Nolan
uses the same set of characters in his trilogntheduces his innovation in the
villains he creates in each of his movies assatiaieéh Batman. The women in his
movies however never see light and the patternescbontinuously even in the

second part.

Rachael Dawes continues her presendehmDark Knighuntil she gets
murdered brutally by the schizophrenic villain e thoker. Her portrayal as a meek,
passive woman continues even in the second pargkththe role is handled by a
different actress this time, Maggie Gyllenhaal. Sbeupies a very shadowy role
and serves to be the same childhood sweethedrt imind of Bruce. But
surprisingly, she is depicted as dating Harvey [dgnyed by Aaron Eckhart, the
new District Attorney of Gotham. She is a strongpimation for Bruce and her
dialogue in the ultimate scene of the first paghms Bruce to think again to drop

his Batman mask and to forge a romantic relatignglhith her inThe Dark Knight

Rachael Dawes : | never stopped thinking about pdyout us.
And when | heard you were back, | started to

hope. But then | found about your mask.

Bruce Wayne : Batman is just a symbol, Rachael.

Rachael Dawes : No, this is your mask.Your reat iadhe one
that criminals now fear. The man | loved..the
man who vanished..he never came back at all.

But maybe he’s still out there somewhere.
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Maybe someday wherth@m no longer needs
a Batman, I'll see him again.The Dark

Knight' 02:07:45-58)

However, a totally different and matured Rachaealdgen in Part two. She is
seen working with Dent and dating him. She takethepsocial commitments in a
more matured way though her attempts are seentiéavagain. As the movie
progresses, it gives the true realisation thatihe purpose of Rachael Dawes is
just to ignite the fury of the Batman to avenge dtheaith. Thus, in a nutshell, she acts
as an agent to carry forward the reason for theagamist to exist. She appears in
the initial scenes dfhe Dark Knighin more pomp and majesty than the first part.
Her costumes are even more colourful and attraetattention of Bruce Wayne, his

romantic rival Harvey Dent as well as the spectatonger argues that,

Physical beauty can translate to power for wometraétiveness
functions as a prime currency for women'’s socia aoconomic
success. The value of this currency, however, nifégr dcross
subgroups of women. Arguably, to be traded foralcamnd
economic power, a woman’s beauty must appeal ttaites of the

dominant (white male) culture. (4)

Dawes is dressed in elegant scarlet costume vathiey Dent where they
meet Bruce Wayne with his ballet girlfriend. Theneaa focusses her quite a
number of times to showcase her physical charmn Ewethe fundraiser that Bruce
Wayne throws, she is seen dressed up as a mann&gainepresentation of

Rachael Dawes in terms of her physical charm aadegin turn is a threat to the
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new generation of the existing society. These lygaagjeants portrayed through
films do set a benchmark of beauty and fashion wban trigger further

consequences in the real world as suggested byi¢keoh and Roberts.

Understanding the messages women receive withiolgectifying
culture helps to explain this difference. FirstAimerican culture,
we are continually exposed to images of idealissdlaie bodies.
These idealised images are almost invariably oftyalimness and
whiteness. Indeed it is difficult to find media detns of female
beauty that are different from this Western Europeéaal. The
mass media’s broad dispersion of these idealisadeas of

women'’s bodies has all but universalised them. Y181

The appalling female deaths in Nolan’s moviesegyaally disappointing as
the unachievable beauty standards set on screercelébrated physical appearance
of the heroine actually meant to invoke visual plea for the male spectator can
damagingly intensify the harmful concept of the dfenark of what feminine beauty
and fashion should be. These paramours of beautyg afpeasing men, can be a
threat to the existing ordinary women communityhia society. The failure to
achieve this filmic standard of beauty can trigtper feathers of shame in the
internal psyche of a woman which can obviously waig her to attain the

unattainable.

Viewed in this light, women’s ongoing efforts toartge body and
appearance through diet, exercise, fashion, bgaotucts, and,

perhaps most dangerously, surgery and eating @disgreveal what
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may be a perpetual and hardly adaptive body-baseue. The
extent to which body “correction” is motivated kyasne elevates the
task of meeting societal standards of beauty t@ehobligation.
Thus, women who fail to live up to this obligatibave been deemed

uncivilised and immoral. (Fredrickson and Robef8)1

There is indeed a special concern for FeminigigSrivhen Nolan
deliberately kills Rachael Dawes half way throulyé imovie. The recurring theme
that Nolan introduces through the refrigerationhaf female characters charter
beyond questions and seem to be implausible with eihis new movies. The
villain of the piece realises Batman’s romanti@atieinship with her and uses her as
the bait not once but twice. Rachael is thrownioiat the air from a towering hall
where Bruce Wayne's fundraiser party is going oowkver, Batman appears from
nowhere and rescues her through the thin air tieafleats in. The villain kidnaps
Dawes and ties her up in a hidden place making Batappear again. However, the
Police falils in finding her on time and she goestigh a brutal death burning into
ashes. Nolan somewhere was trying to hint thah#émeine is incapable of defending
herself without the aid of his male hero - the BatmThis very scene is definitely a

call for concern not just for feminists but for amg who stands for gender equality.

Rachael's death would seem to be a psychologisagination for her two
sweethearts Bruce Wayne as well as Harvey Dent.ederythe heroes are glorified
in their own mechanisms while Rachael becomes vaashieembracing death.
Rachael Dawes had been an innovation that Nolad tut beyond the characters in

DC comics and it had been one of the charactershadddoeen raised to superlative
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degrees to the equivalent of a Saint. The methgitmbcatapulting by which she
turns out to be a worshipping statue, becomingnalnogliment of everything good
was one logical way through which Nolan tried tpsess her very character. What
Mulvey states as fetishistic Scopophilia is a medra through which a female is
unnecessarily raised to the level of a saint amdethy gradually relegated to the

margins.

Rachel Dawes is also defined with the innate {at@ih of a woman. She
herself seems confused at her freedom of choicedeet Bruce Wayne and Harvey
Dent. She requests Bruce Wayne to cast off his rmaBlatman for her to continue
her relationship with him. Contrary to this, sheégn dating Harvey Dent in the

second parThe Dark Knight.

Racahel Dawes : Harvey called. He said Batmannagadurn
himself in.

Bruce Wayne : I have no choice.

Racahel Dawes : You honestly think that's goingdep the Joker
from killing people ?

Bruce Wayne : May be not, but | have enough blaodhy
hands. And | have seen now what | would have
to become to stop men like him.

You once told me that if the day came when |
was finished, that we would be together.

Rachael Dawes : Bruce, don’t make me your one Ffmpe

normal life.
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Bruce Wayne : Did you mean it ?
Rachael Dawes : Yes. If you turn yourself in, theg not gonna
let us be together. The Dark Knight01:08:38-

56)

She gives enough hope to Wayne and at the saraekéieps her relation in
tact with Dent. However, in her last scene, befaedeath, she openly declares her
love for Dent which is clearly understood by thedptors. “Harvey, just in case, |
want to tell you something, okay. | don’t want iteel without you. And | do have an

answer for you. And my answer is yesT(fe Dark Knight01:35:30-38).

Rachael thus gives an answer to Harvey’s profduoefale she dies.
However, the question still persists as to why Ndiad portrayed her through the
lines of indecision. She lays down the conditiowadting off his Batman mask to
be with Bruce. When he does not, she goes baclateey and continues her
relationship. Thus the subtle reality regardingthee emotion gets questioned due
to her fluctuating nature sealed with a conditidoak. Nolan had tried to represent
the essence of vacillation in her romantic tie tigto her frailty. Nolan indeed was
trying to re-echo what Shakespeare had said in etamth reference to Hamlet's
mother Gertrude. Hamlet speaks against his mothstadting “Frailty thy name is
woman” (Shakespeare 1.2.146). Nolan too trieduetiate her fluctuating heart as

to whom to choose among the men she had a ron@mtieection with.

She entrusts an unsealed letter to Alfred in draaof Bruce Wayne which

Alfred burns out believing that it would hurt hiDawes’ letter reads thus:
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Dear Bruce, | need to be honest and clear. | amggoi marry
Harvey Dent. | love him and | want to spend my Wh him.
When | told you that if Gotham no longer neededizat we could
be together, | meant it. But now I'm sure the danivcome when
you no longer need Batman. | hope it does anddibés | will be
there, but as your friend. I'm sorry to let you douf you lose your
faith in me, please keep your faith in people. Lavawv and always,

Rachael. (The Dark Knight01:37:04-53)

To emphasise her words again, she seems to béioaatlenough in
dealing with her love as Nolan depicts her. Butrttede characters had been
represented as the denominations of unrelentingtoigvto their love interest.
Bruce Wayne is seen to be unconditionally in lovéhRachael even after her death
and her photograph is placed along with his deckpaeents. Even after her death,
she lights up in his heart and proves to be a hgrpromise within his actions in
Gotham. Harvey Dent is in no way lesser to Wayneisrioyalty towards Rachael.
His mental anguish and deep torment after Rachde&sh transforms him to a
totally different man and he becomes the real @ngresence in Gotham inflicting

his revenge on everyone.

The prominence of masculinity has been highligiteal number of scenes
by Nolan. Batman is seen reaching the place wherg 3 kidnapped as the Joker
had lied about the locations of both Rachael andéjaDent. Thus Dent is rescued
by Batman whereas Rachael could not be saved lpaliee officers. To signify the

masculine potential further, Nolan makes Dent finalentify the officer who could
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not save Rachael and that turns out to be Ann Rarmnother female detective.
The most striking aspect to notice here is hownmgetent Nolan’s female

characters turn out to be, despite being DetectinesAttorneys.

Through his usual trajectory, Nolan has portrayey strong male
characters even in this second series. The prostgmwell as the Antagonists has
been roped in with almost equal mettle and the tgpresemains still debatable as to
who is more powerful within the movie. The villamthe piece, the Joker, is in fact
a beefy presence and his manifestation in the mswéhigh signification both
visually as well as through dialogue deliveryslpeersistently disappointing that a
movie which portrays a strong villainous charaéés tremendously to represent a
strong woman character. Nolan’s Joker has beesqutdo lengths and the women
characters just turn out to be mere shadows arehaens. Nolan’s Joker played by
Heath Ledger has bagged the most coveted Academuyldar the best supporting

actor in the year 2008.

The villain of the piece, the Joker has been pdighevith an equal
sturdiness along with the hero of the story. Thaypete with each other
throughout and the audience understand that tlagamnist is in no way a lesser
target than the hero. The Joker’s identity is nehtioned nor his intentions. The
ethical reasons behind his evil incarnation toeosmentioned in the storyline.
However, all that is understood is that thoughsh@iabolic in his intentions and his
will, he is a powerful equivalent to the protagamtthe story. Though malicious in

his nature, he is meticulous in his calculationd determined about his intentions.
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Nolan had given a very strong character sketclhiforand no wonder Heath Ledger

who played the role won the award posthumously.

Nonetheless, the Joker's comments about Rachaet®#o is filled with
necessary sarcasm expressing the age-old secastdtary of females. In order to
win the Batman, she is turned into a bait and nzagdeey to his evil intentions. She
becomes instrumental in pushing the story forwarmhen her absence. The Joker
asks the Batman, “Does Harvey know about you asditie bunny?” (The Dark
Knight’ 01:29:56-58). The little bunny mentioned her®ewves. The Joker gives a
choice to Batman to save one of them, either thstfidt Attorney or his blushing

bride to be” in his own words The Dark Knight 01:30:08-09).

The Joker has been designed in such a way adiverdee number of anti-
feministic quotes apart from what he does to Rddbawes. During the fundraiser
programme by Bruce Wayne, the Joker narrates Bytdifferent story about his

wife in association with the scar on his face.

So | had a wife, beautiful, like you, who tells ingorry too much.
Who tells me | ought to smile more. Who gambles getd in deep
with the sharks. Look at me! One day, they carvefdee. And we
have no money for surgeries. She cant take istlyant to see her
smile again. | just want her to know that | dordte about the scars.
So I stick a razor in my mouth and do this to miys&hd you know
what? She cant stand the sight of me. She leawes.|feel the
funny side. Now I'm always smiling. The Dark Knight 00:51:25-

41)
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This may not be termed as a true account of thrg biehind the scar on his
face. He is seen narrating different stories ofeéht occasions. However, the
psychological restriction with which Nolan is stuskevident through the Joker’s
dialogue when he mentions he “had a wife”. Theauillin the first piece, Ra’s Al
Ghul too speaks about a similar anecdote. Ghul tfeyonce he had a wife, his
great love who was taken away from him. The womho waccur only in the past or
in their lost memory is what Nolan ever wanted tigio his films. He attaches the
stigma of the loss of a wife not just with the aiginists but with every male

character that he delineates.

With the death of Rachael Dawes and the policedtigt officer Ann
Ramirez inThe Dark Knightthe female presence almost comes to a halt ekmept
Gordon’s wife who survives as she gets rescuethépatman from the hands of
Dent. The loss of women is a persistent preoccopdkiat is found in Nolan’s
directorial artistry and this particular trend whicas been set to roll still continues,

wrecking damage to all female characters he haatexle

Nolan’s third and the last in the Batman seride Dark Knight Risewas
released in the year 2012 after a span of foursy@ae Dark Knight Rises a 2012
superhero movie which is the final instalment indids Batman trilogy and a
sequel talThe Dark Knight Eight years after the events that happendthaDark
Knight, Bruce Wayne is compelled to take up his robe efBatman to save
Gotham from an imposing criminal named Bane. Nal@amg with Christian Bale
has definitely revolutionised the earlier concepthe superhero from colourful

action sequences to a distant meditating calludstige and ethics. Sinking its
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grappling hook into a lot of moral and social camse the movie has ingrained its
imprint in the mind of its global audience. As tiexelerating pace of Christopher
Nolan as a director is noticed, what strikes m®stat where he stands right now,
but how persistently he returns to his particularons associated with women and

how continuously does he keep his track in killingm off.

Contrary to his saint-like-figure Rachael Dawepidid in the first two
series, he comes up with quite different charasaéions in the concluding series -
The Dark Knight Rised here are two major female characters presetigimiovie
and they are indeed characters who run througheutbryline. They are Salina
Kyle - the Catwoman and Miranda Tate whose reaititeis Talia Al Ghul - the
daughter of Ra’s Al Ghul. Both these women charactee very diverse from the
way in which Nolan has designed Rachael Dawes. Meryé¢he destiny of these
women remain almost the same irrespective of theiavhich they are patterned.
Christopher Nolan has brought in the conventiomethie Fatales back to the
screen to offer more sympathies towards his protggol he tormented soul of
Bruce Wayne was not enough to trigger the sympatliye audience. Instead,
Nolan introduces two female figures who happerake tadvantage of the hero till
the last scene until the revelation comes out. Tdagybe easily grouped into the

category of the spider woman or the Femme FatalehaPlace describes thus:

The dark lady, the spider woman, the evil sedustvds tempts
man and brings about his destruction is among ldesbthemes of

art, literature, mythology and religion in westexrture. She is as
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old as Eve, and as current as todays’s movies,acbatks and

dime novels. (47)

Male perceptions have always recorded the femaleetypes as two
categories - the Femme Fatale or the spider womadier sister or her alter ego,
the innocent or the virgin or the redeemer. Cemayths produce and establish
certain ideologies necessary for the existencaipgociety and the myth behind
Femme Fatale is one such one. The women in thetgdwad always been
determined by the men of the era. When men wantedem to work in factories
during the Second World War, such portrayals wast i movies and when they
wanted their women back to home after the wardtpactions effortlessly changed.
The strong female characters of the 40s were slosglaced by the sex goddesses

of the 50s and the shift continued as per the nettte era.

Nolan’s women characters had always leaned tovtheddemands of the era
and as such they have always partaken a triviapssdion compared to the male
figures. An analysis of the two female charactere movie will throw more light
to their ontological position with respect to othesle characters. Selina Kyle or the
Catwoman is a reincarnation from the Batman stbiy®© comics. She belongs to
the immediate circle of Bruce Wayne and is a coeaby Bill Finger and Bob Kane
through DC comics. She is often pictured as anterbine as she does the wrong
things though for the right reasons. There islatlagd Robin Hood in her character
and she targets the rich and the wealthy of Gotliéenhigh tech weapons include

an infrared goggles, bladed high heel boots aneltanlith lock picks. In
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Christopher Nolan’s movid,he Dark Knight Risede has portrayed her both on her

personal level as well as her psychological level.

The Catwoman retains partial features of a spienan and at the same
time serves to be an accomplice of Batman in sgrtfia city. Since the 1940s
Spider Women had been represented as strong ob@rappearing in Film Noirs. A
Film Noir being a movement or a genre in itselg thpresentation itself had some
specific recurring motifs. The socio-political asllhas cultural positioning too
matters with the representation of any charactaniynmovie. Drawn from a few
conventional strategies and drawn from the filnearg, the sexuality and the power

of a woman is expressed through Film Noir.

The complete meaning of a movie image is a miksofamera movements,
light settings, screen presence, sound, positidritamangle from which it has been
shot. More than the juxtaposition of the contexd Hre narrative, the period in
which the movie is made and the people who viewntbgie too matters with

respect to the portrayal of a specific character imovie.

Though inept with all the qualities of a Femmeatabf a Film Noir, the
Catwoman is diminished by her characteristics withie actions of Batman. Nolan
has in a way deconstructed her from head to hekfibered her through a set of
targeted feminine characteristics. While Bruce Wéawiith his Batman mask rises to
the level of a superhero, Selina Kyle in her maskatwoman never touches the
zenith of a superheroine. While Nolan fills thetwas lost in the evil of Bane, Selina

Kyle is just left to the definition of the audiend¢er character does not fill the
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innate qualities that the male hero possesses. Weatltimately spills is just her

feminine role of settling down with a man.

Selina Kyle, played by Anne Hathaway is a cat laurgnd a mistress of
disguise. Though she is depicted as devious andirogyshe has a deep sense of
honour in her nature. To analyse her physical piesseshe wears high heel boots
which has a special function. The goggles thatveters rises up and down aiding in
infrared function and appear like cat ears whew #re in the upright position. She
appears in the initial scene of the movie, disglisga maid, only to steal the pearl
necklace of Wayne’s mother as well as his fingetprivith which Bane

manipulates the shares of Wayne Enterprises later.

She comes in her cat costume throughout the namdas just transformed
into a doll in the hands of the Batman in the selqoart. Her physical attributes do
match the features of a spider woman. She is diesdeght black costume and her
long legs are indicative of her sexuality. Her ldegs covered in black stockings are
exposed in the initial scene when she robs theagkable pearl necklace which is
preserved in the safe of Bruce Wayne. Clad in kietight bodysuits, she climbs
over the window using her long legs and disappedéoshe darkness. Her long legs
and her body-hugging costume is a powerful vislteahent representing the
strength of her character, just like any other Fenkatale. She controls the camera
movement and the spectators’ gaze through whiclsesbles attention towards her

physical beauty.

The camera and the lightings focus on her movenespecially her

seductive moves through the action sequences.sShestly visible in her full
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structure through the camera lens and offers dladiged pleasure for the male
heroes as well as the male spectators within tsatth. Mulvey has clearly stated in
her essayisual Pleasure and Narrative Cinerttzat a movie runs with its formal
preoccupations reflecting the psychic obsessiomssaitiety which produced it and
she discusses the need for an alternative cinenchwahcapable of attacking and

reacting against these obsessions and assumptions.

The power to subject another person to the wilisteally or to the
gaze voyeuristically is turned on to the womanhasabject of both.
Power is backed by a certainty of legal right dreldéstablished
guilt of the woman (evoking castration, psycholadjicspeaking).
True perversion is barely concealed under a shatask of
ideological correctness - the man is on the righa sf the law, the

woman on the wrong. (Mulvey 23)

Mulvey wanted to subvert this societal percepbbbinaries leaning
towards sexism and gender bias. While women wesgesied to erotic gaze, the
hero or the male characters demanded and occugigpkeme position where male
spectators identified them as ideals of virtues\aildes sticking to the right path

always.

While the Catwoman'’s slinky movements offer a plea in looking for the
male spectators, it is completely different whepettains to the movements of the
Batman. His movements and his actions instil aessefhsecognition and

identification with the male spectator and he drgamallels with the Batman’s
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identity. On the other hand, the female countensariewed only as an object and

do not deserve anything more than pleasure.

As per the myth, the Femme Fatale is initiallytpyed with her dangerous
powers so that the hero gets enough backing tooyesér power through her death.
Contrary to his own set conventions, Nolan doeskillathe woman here, but he

definitely kills the power in her gradually.

Her disguised authority in the name of Catwomaairags questionable.
Quite often than not, male perceptions are judilied into the characterisations of
women. Catwoman is just another creation of a memsemind. The term “cat”
consolidates something silly or puny. The catstellong term connection with
women in the public imagination of the society. Tigb the reasons are completely
unknown, from ancient Egypt through the middle dgethe current scenario - there
had been very strong comparisons and associatftersrmade between femininity
and felines. St. George Jackson Mivart shares tta@xinary theory about cats in
his most popular bookhe Cat: An Introduction to the Study of BackboAadnals.
“The cat is favoured by that half of the human sab&h is more concerned with
domestic cares; for it is a home-loving animal and exceptionally clean and
orderly in its habits, and thus naturally commeitsislf to the good will of the

thrifty housewife” (4).

Thus, the male perceptions had always tried cdmgefemales with cats
thereby imposing certain qualities like cleanlinasd order on women. The
associations are not just metaphors, but a satidddomake women believe what

they owe to men with respect to their charactesstOn the other hand, a dog is
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often associated with its masculine powers inckigivloyalty, sturdiness and power
and a cat exhibits more or less a vulnerable natushioned with the comforts of
life. There is nothing surprising when Bob Kane edrselina Kyle as Catwoman -
comparing her with a stealthy and prudent natuok Bane defines the association

of cats and women thus:

| felt that women were feline creatures and mereweore like
dogs. While dogs are faithful and friendly, cats eool, detached,
and unreliable. | felt much warmer with dogs aroumsl- cats are
as hard to understand as women are. Men feel moeeo$
themselves with a male friend than a woman. Yowagéwneed to
keep women at arm’s length. We don’t want anyokmg¢pover our
souls, and women have a habit of doing that. Setha love
resentment thing with women. | guess women will feat I'm
being chauvinistic to speak this way, but | do thek I've had
better relationships with male friends than womaith women,
once the romance is over, somehow they never refmeins.

(Odonnell)

Bob’s explanation is questionable as well as desgpag in every way and
does not seek any base on which human charaatertsth be compartmentalised
and defined. Though Kyle’s second name does natefjected anywhere in the
movie, Nolan has adapted and exhibited the samk afyBob throughout this

movie again.
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Cats are defined as manipulative and knowing wbensinuate themselves
into the mode of affection as and when their regqugnt is necessary. Cats are
termed as opportunistic and it is believed thay #neslave others according to their
will. They are always portrayed as highly selfisid dhey get engrossed in
themselves. All these ordinary descriptions on catsd be one reason which might
have prompted Bob Kane to depict Kyle as CatworBatina Kyle is indeed
manipulative, opportunistic, selfish and danger@ets have always been
connected with female sex appeal and their sederatiss and this feminine allure is

visibly portrayed in the character of Kyle.

However, Nolan had just reincarnated the Catwomaine same furnace and
does not entrust her with any power during the ®wf the movie. Though
projected as a Robin Hood in her nature, she resvaity as a petty thief before the
gigantic altruistic Batman. It is now clearly unstierod why Bob Kane could not
name her on account of any other bigger mammatsNblan, Batman is the
greatest hero and the Catwoman is introduced ontyake the Batman more heroic
than ever. Nolan had made enough changes in tmaatbastics of these characters

to fit them into the dark universe of his movie.

Nolan has depicted her as an archetype of theaypemme Fatale, and the
Catwoman becomes a quintessential female chamahterids the Batman. She is
beautiful but at the same time threatening. MarpéBoane describes the Femme

Fatale as:

A figure of a certain discursive unease, a potéapatemological

trauma (whose) most striking characteristic, peshapthe fact that
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she never really is what she seems to be; (shegftians the threat
of the woman into a secret, something which mustdgressively

revealed, unmasked, discovered. (1)

Her very presence as a maid and the swift chasgebarrglar gives a clear
hint about the fact that she is not what she se¢erbs. In a later scene, she leads the
Batman making him believe that she is leading lmBadne but instead actually
leads the Batman to the trap of Bane. She apped#es & threat for Batman and
becomes a love interest for him in a later stagperd have been obvious areas
where Nolan had brought vivid changes in her rsla &raditional spider woman. A
spider woman always becomes a strong love intefébe male hero. But the
Catwoman here becomes Bruce’s love interest ontlgarultimate scenes
presumably in the scene which Alfred imagines. Toa sexual relationship does
not occur between them initially, there is a ron@atgnsion that indirectly happens
as they talk and argue about the capitalistic ignoe and the torment suffered by
the oppressed class. Though the development oélaonship is never identified
or questioned, it is understood that Bruce Wayrsefalked death and has absconded

to some European country with his love interestin@e&yle.

Richard Dyer describes the woman of Noir as “unkalae” (116). Selina
Kyle is unknowable in every respect. She appeabeta very shy maid and
suddenly changes to a burglar catapulting her mthwvesigh the windows. The
female mask that Nolan introduces with the femesegain a segment of glamour.
A glamorous woman always wields power over the tgpercs through her presence

on screen. Annette Kuhn defines this as “a sendeadptive fascination, of
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groomed beauty, of charm enhanced by means oiofiti§7). Bruce confronts both
the women, Catwoman and Miranda Tate during a neage. The Catwoman is
also presented as an implied prostitute in onb@ktenes and her mask is a

protection against the society in which they areetain their inner self.

Though depicted within the spectrum of negativityg Catwoman indeed
exerts her own power in her own way but unfortulydtlan has trivialised her
ability completely to glorify the attempts and acis of the Batman. In the final
scene, it is the Catwoman who kills Bane, the testand saves the Batman. Even
then her role does not get magnified and she psbines a puppet which works
according to the instructions given by the Batnidevertheless, she is seen in the
very last scene with Bruce Wayne through the ey@dfeed as a very ordinary lady
- destined to her domestic life casting off her knas the burglar. Though Nolan is
found allowing Selina Kyle to survive in the movikis only after destroying the
power in her that she is seen alive. She is predaat a very ordinary woman
devoid of her burglary powers or her Catwomanestas seen with Bruce Wayne in

the last scene.

Thus, Selina Kyle or the Catwoman cannot be cotalyi@ushed into the
skeleton of a Film Noir Femme Fatale. Her seduotgs is comparatively less with
no specific bedroom scenes or shower scenes. $leges seen using a cigarette,
the phallic symbol, which in turn is a solid sigerfof her formidable nature. But
she is always equipped with guns which can befardift representation for the
phallic symbol. Though she is not destroyed byh® at the end, she can still be

analysed in terms of a Femme Fatale as she possesséd number of qualities of
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a spider woman. Irrespective of her backing asmarire Fatale, she is independent
and is a strong character and that could be ttsreahy Nolan pushes her into the
realm of the love interest of Bruce Wayne finalier physical powers are put to a

halt and she is believed to follow the habitualt$deps of an unexceptional woman

by being the caretaker of the future family of Briayne.

However, the introduction of Miranda Tate bringdear justification to the
inclination of the director and his psychic vibaais against the will of strong,
independent women. Miranda Tate is an indubitabéacter as she is portrayed in
the storyline and shows true justice to the skatglof a Femme Fatale. It is
Miranda Tate who appears as a real foil to theadtar of Rachael Dawes. While
Dawes played out the role of the Redeemer for Brliate becomes the true spider

woman targeting the sexuality of Bruce Wayne.

Tate is initially seen as a sophisticated ladya agalthy executive and a
philanthropist who is eager to meet Bruce Wayne. iSipresented as ostensibly
interested in a clean energy project in collaboratwith Wayne Enterprises. She
slowly pushes herself into the executive board micB Wayne’s company through
her charm and contrivance. She is placated by Waymee number of times until
Wayne meets her for a party she initiates. Withatbeociation of the fusion project,
Tate gets the complete authority of the reactoctvishe ultimately transfers to the

power of her old friend, Bane.

She is elegantly dressed throughout the moviepdxoethe last few scenes.
She wears heavy make-up, high heels and low-atesaind meets Bruce for the

first time with a masquerade. This is how Alfregci#bes her, “Miss Tate was
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asking to see you again. She is very persisterd.dAnte lovely, in case you were
wondering” (“The Dark Knight Risé€$0:13:06-08). During the party that Tate
throws up, the camera focuses on her bare shoudeesed with her curly hair
before her face is exposed. She is all colourfrdughout the party and offers a very
strong colour sequence in the mind of the specatora scene where she is seen
with Lucious Fox, she is again presented with heaaie-up, with red lips and her
long visible legs. Such bodily perceptions on serean trigger harm as the repeated
concentration and monitoring of the physical body altimately make the female

spectators less sensational to their own inneresens

Because women are vigilantly aware of their outatily appearance,
they may be left with fewer perceptual resourceslable for
attending to inner body experience. This limitegexgrces
perspective would predict that those particularadaontexts that
highlight women’s awareness of observer’s evaluadiotheir bodies
would be associated with a correspondent mutirigradr sensations.
Arguably, repeated experiences in such contextkldead to a more
generalised loss of the privileged access peopiledilly have to their

own inner states. (Fredrickson and Roberts 185)

Tate’s physical aspects are magnified throughwaintovie and she becomes
a set model of feminine beauty. Movies indeed ogpdi the wrong message of
internalising the concept of female beauty amomgsipectators. Such screen models

can instigate an ordinary woman towards contindmmgy monitoring in her own



Sunder 172

life which can be detrimental to their physicamasdl as mental health. The present

movie culture in fact encourages a woman for thistiauous physical appraisal.

Despite her stunning physical features, Tate besaarstrong love interest of
Bruce Wayne and sleeps with him giving a completd bf scopophilia for the
spectator. Gliding in the love circle of Wayne ltse a testimony for her role as the
Femme Fatale. She comes to Wayne Manor and aldr@mdiranda Tate heading
to his home is witnessed. Tate is seen lookingeaphotograph of Rachael Dawes
which Bruce had placed along with the photographi®fleceased parents. Thus the
scene offers a stark contrast with the two charactBawes and Tate. While Dawes
is presented as the redeemer or the Madonna, thevlom is passive, Tate is the one
who is very active and therefore more formidablhée redemptive woman often
represents or is part of a primal connection wature and/or with the past, which
are safe, static states rather than active, egattites, but she can sometimes offer

the only transcendence possible in film noir” (RI&8).

Even though Dawes had been set apart in the gdiglohe, not possessing a
threat towards the men force, Nolan swaddles hdeath. In a scenario where
female killings happen in successions, there iwonder when Nolan intends to Kkill

the more powerful yet dangerous female figure -aviila Tate.

She is strong in her characterisation and is maaie to the core in her
role. Miranda is seen taking an initiative in kiggMayne and the scene blends

forward where both of them are sleeping together.
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Independence is her goal, but her nature is fundgaitg and
irredeemably sexual in film noir. The insistencecombining the
two (aggressiveness and sensuality) in a consdgudamgerous
woman is the central obsession of film noir; arelttsual
movement which indicates unacceptable activitylm hoir women
represents the man’s own sexuality, which musebeassed and

controlled if it is not to destroy him. (Place 57)

Her initiative in sexual advancement and the inmetif of taking advantage
of the male sexuality is of supreme importancénarble of a Femme Fatale.
Different from the usual Noir style of a showerrseeTate is found covered in a
bathrobe, sleeping with Wayne. Her bare neck aaa#éiscading black hair that falls
on her bare back indeed excites the involvemettiofnale spectators. In the
bedroom scene, Tate not only becomes the propeWiagne, but a property of the

spectators too as Mulvey states in her gaze theory.

Woman displayed as sexual object is the leit-nadtérotic
spectacle: from pin-ups to strip-tease, from Zikbfe Busby
Berkeley, she holds the look, plays to and sigsifreale desire. The
presence of woman is an indispensable elementeatage in
normal narrative film, yet her visual presence setawork against
the development of a storyline, to freeze the fadvaction in

moments of erotic contemplation. (Mulvey 19)
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The unavoidable female representation, as Mulwgy b, is predestined in
any storyline. Yet, the shadowy way in which sheejgresented gets frozen in those

moments where she is just objectified as a sexftwdhe male spectators.

Secrecy or unknowability forms the core with whackemme Fatale gets
created. Miranda Tate is totally unknowable andredigtable till she reveals
herself as Talia in the last scene. Even Wayngnisrant about her origin and her
history. The story of the child in the pit cannotgground him with any facets
pertaining to her. The legendary child who escdpad the pit surprisingly turns
out to be a girl who had been a witness seeingnotiner being raped and killed in
front of her. Being rescued by Bane, she becomessociate of him leading the
League of Shadows which her father had been aoparhe final revelation that she
is the daughter of the villain Ra’s Al Ghul comasaashock equally to Bruce as well
as the audience. All the power that Bruce had mseskhitherto as a male hero
dematerialises completely in the intimidating preseof Talia. She stabs the
Batman at the most vulnerable point and sets tortomplete the mission of her

dreams by destroying the city of Gotham.

Nolan sketches her in full details beginning witlr physical attributes. Her
physical capabilities coerce into her psychologpraldence paving an easy track
towards her journey into Wayne’s heart as well as/li¢ enterprise. Her
intimidating power is initially demonstrated, andliin slowly shows that she is
dangerous enough to be killed by the man. “Thelapoal operation of the myth

(the absolute necessity of controlling the strasxual woman) is thus achieved by
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first demonstrating her dangerous power and ighfening results and then

destroying it” (Place 56).

Her aggressive and sensual nature links her agdire characteristics of a
spider woman. Played by the most refined actressoM&otillard, Miranda Tate is
full of vigour and is a greater heroine comparethtactions of the Batman. Her
dialogues do convey a profound vision when sheaparing to undertake a mission

that her father has already begun. In the climaxecshe tells Bruce,

Innocent is a strong word to throw around GothanucB. | honour
my father by finishing his work. Vengeance agathstman who
killed him is simply a reward for my patience. Yeee, it's the slow
knife...the knife that takes its time. The knife... tthaits years
without forgetting...then slips quietly between trenbs. That's the

knife..that cuts the deepestT(fe Dark Knight Risé€2:19:39-59)

She is described as a child born in hell. Thethell she was born from
thrives to be her life force as she proceeds irifeerJust before she deceives Bruce,
she says, “Bruce, if you want to save the worldj gave to start trusting it” The
Dark Knight Rise501:02:21-28). We see her strength when she rdgnatdivates
the emergency flood to make sure that they farestabilising the bomb in the
reactor. She dies believing that she has completethther's mission in wrecking
havoc to the city of Gotham. She says, “there’svag...this bomb...will be
stopped. Prepare yourselves. My father’s work...ised@“The Dark Knight Risés

02:28:16-32).
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In both movies we find that it is through womeattthe villains trap the
hero. It is the Batman’s belief in Miranda’s innace which makes him come back
to their trap allocated in the City Hall. In a wstye subverts the traditional concept
of a conventional woman. She questions the condetority and the power of the
masculine orb in a universal sense. This indeettdmeithe pivotal reason why
Nolan slips her into death because it is only thloher failure that he can establish

the success of the Batman.

The women characters in the Batman series stabéaiothe testimony of
Nolan’s recurring habit of refrigerating his femalearacters. Multiple researches
have been done with regard to female presenc&éna in various contexts.
American mainstream cinema or Hollywood had alwasesn a timid enterprise that
followed the trajectories of existing formulas ayghres. Though Hollywood had
tried many bold revisions of the old archetypes poerful new generation
women, they have somehow trodden into some grasanecontradictory arrays
and they remain disgustingly monochromatic. A cleaisgnevitable, and the
guestion remains as to who would begin with thifiydaod revolution. Media,
which can propagate deep-seated ideologies intartbenscious mind of the
audience stays stagnant at times which can oy fit the repeated doctrines of the
static society. When a society evolves, it has/tive both culturally and socially
and the real upgradation of a society comes ongnwkomen are represented in the
true status. The shoring up of the male ego isydwsaen in filmic representations
and unless there is a change initiated, the womesteen will forever be in their

diminished nature. Though seemingly innocuousutigerrepresentation of women
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and the psychological after effects that it couldduce in a relatively patriarchal
society has hardly been studied in detail. Womeroé&en recruited in movies to
offer pleasure to the audience and as Mulvey statEss a new system is initiated,

the status of women on screen will remain unchanged

The satisfaction and reinforcement of the ego ribatesent the high
point of film history hitherto must be attacked.tNiofavour of a
reconstructed new pleasure, which cannot exigterabstract, nor
of intellectualised unpleasure, but to make wayaftotal negation
of the ease and plenitude of the narrative fiction. The

alternative is the thrill that comes from leavihg fpast behind
without rejecting it, transcending outworn or ogwige forms, or
daring to break with normal pleasurable expectatiarorder to

conceive a new language of desire. (Mulvey 16)
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Chapter Four

The Subservient Counterparts: The Distortion of
Truth in Filmic Representation

The twentieth century has seen an acceleratidmeiptocess of the
emancipation of women and an intensification ofdbmetradictions
surrounding the sexual division of labour and relpuistion, so that
women perhaps more crucially than before constautensciously
perceived social problem. At the same time Fensrhsaive
discerned how women occupy a tangential positiceletion to
production and culture, and, as guardians of raprtoah, or a
reserve labour force, or the mythical ‘other’ agamhich man
takes his definition, are defined as constitutivections in society

rather than among its producers. (Gledhill 25)

The Hollywood movie industry has been lately witsiag a backlash over
the underrepresentation of women in the past maongdes. A feminist resistance
which started brewing up in the late 90’s in thateat of cinema has triggered in
guestioning the hitherto blockbusters with merhia leads. Inculcating the values of
Feminism as well as determining the impact of Fesminwith respect to movies has
quite often been cumbersome. However, in ordeedgalate the mainstream movie
mechanisms and to filter it through the dogmaseshifism, the primary mission
would be to address the issue of redefining theristnperspective in films.

Daunted by the very methodical structure of makueinism and patriarchal signals

in the current movie scenario, a complete restrirgwithin a short span of time
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would be beyond imagination. Nevertheless, the gerere of a number of female
led movies in powerful sequences in the currentsmof events has embedded

indubitable faith in the belief of a gross revangpin the movie society.

Global cinema in the 21st century undoubtedlydaee through a set of
major shifts including what is termed as autheaqitiema through a multitude of
digital systems and technologies. They have alsorapassed the different stages in
exhibiting gender parity as well as rooting itsatbgies through feminist
perspectives. The outcry for more women inclusieite more robust female
representations has in fact flooded the recentesaeriollywood industry. The
pressure on Hollywood to make women more inclugiitein the films created a
sudden surge in the number of women-oriented moxiesimber of Reboots as
well as women centred movies emerged as a restiitsofFromincredibles 20
Mary Queen of Scatghe new gender-bending has given a wake in thi&ehto
exemplify the fact that women can perform beyoraltthditional roles of a
helpmate or a sex object. Similarly, the femaleakenofGhostbuster$2016) or
Ocean’s 8(2018) too has been reflected with great successei box office.
However, in spite of the peripheral success denataththrough writings and
statistics, the underlying fact is that they coudd but really create a space among
the global audience as does a male centred mog@aging their male idols with

female storylines was like a narrative murder fastrof the aggrieved fans.

Moreover, it is quite true that the result of sacfemale momentum could
not shape up a solid area for women presence aneloots and the recent women

led movies still remain as a tricky territory irettvhole expanse of Hollywood. In
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other words, the recreated gender flip could noterd the pedestal for feminist

ideologies or feminine susceptibilities on a hadisiase.

The number of female protagonist movies had g the year 2018 with
movies likeA Star is Born, HalloweeiCrazy Rich Asianstc and represented very
strong female characterisations. Nonetheless, it phenomenal and the most
reliable characters were still played by the meHalywood. According to a report
from the Centre for the study of Women in Televwisamd Film at San Diego State
University, the films with female leads rose to 3itPthe year 2018. Martha

Lauzen, one of the authors of the earlier studg,say

While female protagonists rebounded last yearh#lidoesting the
previous high achieved in 2016, the percentagésnoéles as
speaking characters and major characters remastett/ely
stagnant. Protagonists are the characters fromevyb@spective the
story is told and so seeing more females in theles is
tremendously important. However, we are not sesimgar gains

in the broader populations of major charactersiaradl speaking

roles. (Stone)

In the path of these gender overturn and incrgasiportance to the roles of
women characterisation, multiple voices have baesed one after the other. These
strong voices ranged across many popular femiafdtse era, women activists and
even actresses of the current Hollywood. One ofjtkatest and youngest
performers fronThe Harry Potter Serieand the UN Women Goodwill Ambassador

since 2014, Emma Watson says, “I have always subish being treated equally and
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have generally won that equality. Most of the peofd | have encountered have
been in the media, where | have been treated sediidy differently from my male

co-stars” (Couch).

Thus, the major concern with gender inequalitthe movie industry is not
to be identified just with screen representatidiiss equality has to commence right
from its base by linking its opportunities for felmalirection, screenplay and many
more technological fields within cinema beforeihgtupon the silver screen. The
dearth of female directors or female technician®day’s world is not just because
of their lack of mastery or talent but it is mongedo the lesser possibilities and
openings assigned to them. This deficit in turretalds back to the hegemonic
structure of our society where men rule most ofdiséinguished positions and
women just glide over the surface and vanish imimuam despite their innate
potentials. The concept of men leading and wombowviong was one fixed
ideology which could not be diminished in one gohivi the Movie frames. As
indicated earlier, certain glass ceilings are oftéficult to budge and a true space

for women in Hollywood remains to be an unfathoredbhtasy.

In spite of all the uproar and commotion that badn pushed into, the very
many movies of many great directors still remaisaalve when judged within the
window of its female representations. Since a tiinreis considered as a mouthpiece
of the evolving society, he/she would be the mdstjaate persona to bring about a
subtle change in the society through his/her madeace. Moreover, 21st century
is an epoch where the authority and significanciefdirectors have become more

or less homologous to the importance of the stst. Gdaus, a director is abundantly
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liable in what he showcases to his society andrtegsages that he implicitly

delivers to his fans.

In the context of an auteur director, an equivialeran author, applying his
highly centralised and subjective control to muétipspects within the movie is
mainly to influence his audience. Through thisuefice, he slowly turns himself to
the role of a social reformer thereby bringing efifee changes to the rotting society
abutting him. Being the sole creative force behimeimovie, an auteur director can
literally enhance his concepts through his charadtethe audience. Christopher
Nolan who is regarded as an Auteur is praisedeaémith for his creative
construction of his movies with manifold subjeatsl ghilosophy. Though Nolan is
indisputably one of the greatest directors of theqal, the explicit lack pertaining to
his movies regarding female characterisations babeen accounted by any of his
critics. Despite his creative extravaganza and rgentdes that puzzle his spectators
for ages, the critical void he fosters for his womepresentation can palpably
become an impasse within the global structurertéroa. The death of a woman
character within the frame of a film constitutesf@aching consequences round the
globe. The easiness with which Nolan shoves mokisofvomen characters to death
has not been put to question in many of the readafgut Nolan. The substantial
emptiness of women characters has often been sgbtheiithin the larger diagram
of his directorial panache and virtuosity. Thu® thain aim of this chapter is to
look into that void and to fill a major critical gan the studies of Nolan relating to

his female characters the Prestigelnceptionandinterstellar.
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Christopher Nolan’s directorial prism indeed isagical flamboyance.
Nolan has mesmerised his audience continuouslyhisgtfierce intellect and his
meticulous plots, triggering the audience towalgsrhost convincing mazes and
puzzles through quotidian strategies. The complexsection that he employs
between the artist and the industry, his explonatioeyond the concepts of time and
memory and his continually evolving auteur persioas perpetuated his central
positioning in locating himself as one of the gesadirectors in the firmament of

Hollywood movie industry.

Every magic trick consists of three parts of atte first part is
called the pledge. The magician shows you somettidigary. A
deck of cards, a bird or a man. Perhaps, he asksoyimspect it. To
see that it is indeed real, unaltered, normal. Butourse, it
probably isn’t. The second act is called the Tdime magician
takes the ordinary something and makes it do sangeth
extraordinary. Now, you’re looking for the seciatit you won’t
find it. Because, of course, you're not really lowk You don’t
really want to know. You want to be fooled. But ywauldn’t clap
yet, because making something disappear isn’t é@notgu have to
bring it back. Thats why every magic trick has iactlpart, the
hardest part, the part we call the Prestigéh€‘Prestige00:01:17-

00:02:06)

A film definitely identifies itself as a magic ¢K; a trick that explicitly

projects itself on screen and leaves the audienseitm through its mystery and
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fantasy. And when such a mystery cuts through ferdadracterisations and rips
open her mere sexuality, there is no further studigh can go ahead without

considering this pivotal aspect.

Christopher Nolan’s third phase of Filmographyludes the most enigmatic
and most complex of all movies - the science fictiarillers - transporting the
spectators directly to a world of mesmerising delus and illusions. The concepts
of double identity, dreamy realities and the tenapstructure of time and space
have been explored in with exceptional detailshabugh these three movies. Nolan
has always made his audience think beyond the whtl®e movie theatre and to

immerse themselves in the riddles that can nevevarge into one reality.

Nolan’s third phase which is considered to bedeist phase includes his
most complicated movies, namelhe Prestigg2006),Inception(2010) and
Interstellar(2012). These movies have depicted women charaatarmore thicker
way compared to his earlier set of movies. The remolbwomen characters are
considerably more and the social positions atte@ub them are also comparatively
on a lofty scale. From models and home makers,iNstéts the images of his
women to more educated and more independent cbesaklis characters are more
professional, and they are more self-sufficient aoclipy more prominent rankings.
The audience does come across stage performerstists, architects and many
more. However, his female presentations have digam overlooked amidst the

directorial finesse he has created through the @iui@lacies in these movies.

A great inspirer for a number of directors aneélarg influence among the

audience, Nolan’s movies likehe Prestigelnceptionandinterstellarhave baffled
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millions around the globe and is still perplexingltitudes with its magnificent plot
construction and ideological reincarnation. Nevelghs, the deeper the analysis of
these movies go, the harder the reality is. Thdbhghe is an ample female cast
present in these movies of Nolan, strong enoudirdgak the earlier existing chain of
traditions, the concept of idealisation as welllespower struggle tends to hold on

to the same pitch as in his earlier movies.

This chapter deeply analyses these charactersantaxtual relationship
with Mulvey’s essayisual Pleasure and Narrative Cineraad will prove again
the decadence of the storylines in plunging wonoethé caverns. The bold Noir
women who is known for her visual sexuality, meadun the light of Janey Place’s
essaywomen in Film Noiwill further corroborate the weakness and inciovad of
Nolan as an auteur director. The sexual objectiticathat stealthily revolves
around, in all these three movies can also be atgdithrough Fredrickson’s and

Robert’s essay oB®bjectification Theory.

Released in the year 2006, Nolan’s moMie Prestiges a dazzling piece of
magic in every respect. Filled with all the peraetails, this iconic movie set in the
18th century London, is an intricate tale of twognaans who keep baffling the
audience with their nonplussing performances. Thg of the movie lies in its
scattered clues and disoriented scenes which uélyntakes the viewers towards
the most brilliant climax with the concepts of déady duplicity and identity crisis.
The irresistible plug-ins of the illusions and #heecutional skill of a magical trick
which seals its ingenuity, conspires together tembane the merits of its plot

construction. Nolan has adapted the story of ttogienfrom the 1995 novel by the
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English Science fiction Writer Christopher Prigstnsidering Nolan’s impeccable
character delineation and his mastery over the [@®io solve the mystery running

within, The Prestiges definitely Nolan’s masterpiece.

Set in the late Victorian Londoiithe Prestigea science fiction thriller,
exhibits the rivalry between two prominent magisi&obert Angier (played by
Hugh Jackman) and Alfred Bordon (played by ChnsBale) soon after a tragic
incident during one of the stage performances.stbey shifts back and forth in
time as with all Nolan movies and unfolds the swirthese two astute magicians.
The movie begins with a death - the death of a fem#hich serves to be the
source of a very strong question as to what Naias to represent through his
films. As the story advances, it appears that Argiwife Julia fails to escape from
a water tank while tied up and drowns. Angier, whdevastated to the core accuses
Bordon who tied her knot thereby causing her degte.tragic incident splits them
up and they compete with each other in launchieg thwn magical masteries. The

story further enhances itself in trickery, obsessaeceit and secrecy.

While Bordon gets married to Sarah, Angier emphlugsassistant Olivia to
spy on Bordon’s way of manipulating his tricks. Bon’s “Transported Man”
becomes a success story while Angier dedicatewltloée of his life trying to
identify Bordon’s trick. In the meantime, Bordomigfe is driven to suicide owing
to Bordon'’s contradicting personality. BelievingtiBordon makes use of a
mechanical device to showcase his magical trickefTransported Man”, Angier
goes to meet the great scientist Tesla and buysvbrad has the capacity to

duplicate. Unfortunately, even the new machinesfailprovide Angier the
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gratification of his performance and the originatk of Bordon still remains a

mystery to Angier as well as to the audience.

While Bordon continues performing his tricks, riegpsuccess, Angier
executes his magic with the aid of his machinetorga double during every
performance which he has to kill night after nigtiis disillusionment as well as his
feeling of incertitude regarding whether he himsethe original or the double
created through his machine, he finally frames Bordith the charge of murder by
proving it with the evidence of his own dead bothe(double created through the
machine each time he performs) while he goes imtimdp Thus, as the movie ends,
Bordon is seen being sentenced to death while Arfigaav disguised in the name of
Caldlow) witnesses another Bordon who comes to imegtthe twin brother of the
real Bordon. The surprise of Nolan’s magical masithe fact that he keeps the
secret of Bordon’s twin brother till the last morhéfhe excitement and confusion
that Angier goes through in the ultimate sceneajisally applicable to each of the

spectators watching the movie.

Being a masterpiece of his impenetrable talentaanmbvie with three female
characters, there lies a natural tendency to belieat Nolan’s presentation of
females will shift from his earlier concepts. Thewie reflects an equal share of
male-female representation. There are three magbe oharacters as well as female
characters. The radical move in Nolan’s latest m®will deliberately make the
viewers think there is sufficient escalation in Bdenrepresentations as well as
honourable mettle thrusted in their characterisati®ut as a profound study of the

characters is undertaken through the gender ragegsmns, the movies retell the
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same account as witnessed in his earlier set ofesoBeing a movie that induces
its spectators to analyse the concept of identifgjls miserably in creating a parity
between male and female manifestations. As theidiuof the whole story
disappears, the identity of both the protagonistae up to its true lights while their
female counterparts just get brushed off from ttreen either through death or
complete disappearance to nowhere. Though thetsteuaf identity crisis runs all
through the movie, the identities of the womenracge in jeopardy than of the
males. There are three women characters in theapand they are Julia, Sarah and

Olivia in the order in which they appear in the neov

Though Nolan has designed his characters in a shafper way here, the
ultimate fate and the track through which they pesg do not distinguish them to
any extent. Though they are played by three diffeaetresses, they manifest the
same ideologies that the director wanted to comwvéys audience. They differ in
their appearance, their costume as well as in thaiogues. However, they transmit
the same ideologies and suffer because of the neeméthem. Though Olivia
survives, she is also devoured by the same tritkshahad wiped out the other two
female characters. While the wives of the protaggsrionvey and transmit the ideas
of the patriarchal codes, Olivia represents herselfe throughout the movie as a
sexual toy who keeps being exchanged between thagamists in their attempts to

decipher each other’'s mysteries.

The process of how female representations aretbakhas been dealt in
detail by Laura Mulvey in her ess&jsual Pleasure and Narrative Cinenghe

social, cultural, and political power between twe sexes - male and female is what



Sunder 189

is represented by Mulvey in her essay. The conalepiale gaze and how female
depictions on screen can contribute to this gaseéblean discussed thoroughly in
this essay. As per Jean-Paul-Sartre, the greatk@mlosopher and one of the
proponents of essentialism and phenomenology,dhef@azing at another human
being creates a subjective power difference thitidoth by the gazer and the one

gazed at, because the person gazed at is seerobgan (Stack 42)

The first female image that Nolan portrays intavie is that of Julia
McCullough, a stage performer and the wife of RbBagier. Played by the
American actress Piper Perabo, the role of Julizelsictable to the whole context in
which the plot of the movie spins around. Aparnirbeing Angier’s wife, she is a
stage performer and coalesces and brings subgtatioe unified performance of

John Cutter and his co-assistants Robert AngierAdineld Bordon.

Julia, who is presented as a stage performer gamubne of the most
dangerous feats on stage - to free herself fronieseand bonds after being placed
in a fully filled gargantuan water tank. She istgasdarly fixed up with this role
because of two specific reasons. More than a padolike the other magicians, she
is employed here as a stage prop amidst magickbstwhich can seize the attention
of the audience. If she is to be read throughehe bf Mulvey’s essayisual
Pleasure and Narrative Cinemaullia, without a doubt, is an instrument giving
visual pleasure through her physical charm to theerapectators. The second
reason could be that she became a choice for Bdodi@ake revenge on his rival

magician Angier if it is to be believed that Bordimed the Langford knot
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deliberately to kill her. In both cases, her cdityras only for the male protagonists

to locate their own prominence.

Her physical appeal is put to maximum use as Nptatrays her. She is
showcased on screen for the first time as an elg@ece of attraction on stage. Her
short costumes and her bare thighs to which Argjaarts a kiss makes her an object
of gratification not just to the male figures oag, but even to the spectators
present for the stage-show as well as the reataoes of the movie. Thus, her
sexual presence disseminates four layers of mascglances — the camera lens, the
men on stage, the men watching the magical perfoeceand the real spectators of

the movie.

Mulvey’s essay sets in motion with this sardonypdthesis of the social
structure in which women are placed in variousitiisegments only to please the
male imagination. Thus the established norm olinaidistructure is to entertain a
man with women as its objects. This is how Mulvegibs her essay. “It takes as
starting point the way film reflects, reveals ané@rmeplays on the straight, socially
established interpretation of sexual differencechtuontrols images, erotic ways of

looking and spectacle” (14).

Thus the concept of this sexual difference ismgflypimposed by Nolan in
this movie too. Apart from the stage appearanads i3 seen only through the
bedroom scenes with Angier. As Mulvey says, thennrgention of a narrative
convention is to offer the illusion of a private nebas per the convenience of the

audience’s repressed desire.
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Although the film is really being shown, is theoelte seen,
conditions of screening and narrative conventians the spectator
an illusion of looking in on a private world. Amowngher things, the
position of the spectators in the cinema is bl&yamte of repression
of their exhibitionism and projection of the remed desire on to

the performer. (Mulvey 17)

Thus, she either remains as a common object ge sgla@asing the audience
or as the sole property of Angier - the hero, mlited chamber as his mate. In both
cases, she is narrowed down to the role of a pledsinger and is hardly being
shown with the merits of a performer. As Mulveytesa “looking itself is a source
of pleasure” (16). To exemplify this, Julia’s phyadi attractiveness is made use of.
Though she patrticipates equally in all these magissociations, she is never called
as a great magician and is often reduced to tieeafchn assistant or a helpmate. Her
sole responsibility within the movie lies not idléwing the thread of the story but

to offer the so-called voyeuristic pleasure torttede audience.

Going far beyond highlighting a woman'’s to-be-lodia-ness,
cinema builds the way she is to be looked at inéosipectacle itself.
Playing on the tension between film as controlling dimension of
time (editing, narrative) and film as controllifgetdimension of
space (changed in distance, editing), cinematiesateate a gaze,
a world, and an object, thereby producing an ilosiut to the

measure of desire. (Mulvey 24)
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Mulvey argues in her essay that these codes amdréhationship to the
external structure within which a society is buiton has to be broken in order to

recreate a real space for women presence.

In a bedroom scene with Angier, she wears a silitgand talks to Angier

regarding a name she has found for him for hisespagformances.

Julia.  : |thought of a name for you.
Angier : Ohh?
Julia.  : The Great Danton. Do you like it? It's bagticated.

Angier : It's French. (The Prestigé00:17:58-00:18:14)

To the dismay of the audience, Angier does nanseeich impressed with
the name she suggests though he enrols with the, saonths after Julia’s death.
This single conversation is a clue to the respedtragard Julia has been bestowed
with even in the perception of Angier. Most unfordte is the lack of appreciation

that glues with Julia even after the dangerou& that she performs day after day.

Described only with her peripheral qualities libk@auty, charm and
attractiveness, she is never paid recognition toatvghe does. Her long bare legs
and curly golden hair is put to scaling heightsistial pleasure for the audience.
This sexual objectification in itself is a meastirat can instigate sexual violence in
a society as Fredrickson and Roberts opines. “Auaithat objectifies the female
body presents women with a continuous stream aeanprovoking experience,
requiring them to maintain an almost chronic vigda both to their physical

appearance and to their physical safety” (183).
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While Julia becomes a memory of the visual pleagymited in a man, she
becomes an exemplary ideal in female perception seigard to the concept of
beauty and recognition. These representations widantabitually make women
concerned about their appearances can infiltratneie levels of emotional and
motivational health risks. Thus, when a womanrategically represented or
signified through her body, her visualised physpma&sence does more impairment
than pleasure. Though objectification does notchf##l women alike, they are likely
to produce and henceforth trigger at least somecaspertaining to the concept of
elegance and beauty in the present visual scergeiaial objectification,
incontrovertibly, is one of the social barriersttban inhibit a woman’s prospective
to an indescribable extent. A persistent monitoohgne’s own body based on the
set models displayed through the silver screenrcéurn affect the real quality of a

woman's life.

Julia’s tragic death that happens during one @foerformances, however,
ignites the rivalry between Angier and Bordon. Boradvho had tied the knot for
Julia cannot exactly recall the kind of knot helten that particular day. In a
scenario where these two magicians had started etimgpwith each other, there is
even a possibility to re-read the story and brongdnclusion that Bordon might
have deliberately used the Langford knot to tieelihands to wilfully kill her.

Even while shedding light to such a reading, thiswoman who turns out to be the

bait amidst the revenge of these men.

Julia is the one who sets the story of the mavimotion and triggers the

emotion of rivalry and revenge in the minds of tlve great magicians.
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Nonetheless, she retracts as a revenant and newessdack. Unlik&ollowing or
Mementg even her memories do not stand a chance tdwolligh the plot. Olivia
Wenscombe takes up her position soon after hehdeat she becomes a mistress

for Angier while working with him as his assistant.

Julia is easily forgotten though Angier holds oht® revenge for the death
of his wife until he is able to frame Bordon fosliwn death and lock him up in
prison. Similar to his earlier movies, Nolan takésasure in acknowledging the
death of his female figures and the literal metbbftidging is perspicuously visible
with Julia’s death. As audience, Julia is seen ding/within the glass windows
unable to loosen her knots and the futile atteraptee men around to rescue her.
More than Julia’s death, the most unfortunate es/eatwhen the sympathies of the
audience still work with the male protagonists eatthan the dead female soul.
Nolan has once again proved his predisposition fidsvais male characters while

pushing the women characters into further darkamnsers.

While Julia is a clear-cut object in the handshef director, the second
character named Sarah is a prototype of a womaligooad within patriarchal
norms. Played by Rebecca Hall, she is an ordinamng lady who happens to meet
Bordon during one of his stage performances. Skeifalove with the great

magician and sacrifices her entire life for him.

Sarah’s introductory appearance is with her neplvben she watches one of
Bordon'’s stage performances.The friendship thatlgiblooms, culminates in a
wedlock. However, the sail is too uneven that stéseip her life half way through

the movie. In short, she seals her fate with dpethas Julia, Angier’s wife.



Sunder 195

The main idea behind representing Sarah in theiplmasically to create a
foil to the other two female characters and to prbew a traditional family-woman
should be as per the codes of a male dominatedtgo8&iarah’s physicality is not
exposed as with the case of the other two womencéttumes are more traditional,
and it fits accurately for a traditional home-bowmoiman whose entire devotion
goes to her husband and her home. While Julia éinch@re stage performers,

Sarah is more tied to the household chores, tatang of their only girl child, Jess.

Nolan makes sure that the camera focusses Sanaghamiess with indoor
activities like cooking and raising her baby rattiem outdoor exposure. She is seen
a few times in the market which can again be aasettiwith her daily chores at
home. Sarah is the only woman with a child and tigtes her role more legitimate
for the family. The unwarranted glorification thatattached for motherhood is a
symbolic way of chaining the women back to the édtgn era of conventions and

traditions trapping her self within.

Shulamith Firestone, one of the greatest theaaustsactivists of second
wave feminism, establishes her radical perspeetdorit motherhood by
condemning biological reproduction. According toelSstone, motherhood has been
one of the favourite allies of patriarchy in remiag women. She says in her radical
manifesto,The Dialectic of Sethat “Pregnancy is barbaric” (7). Beauvoir also
shared the same opinion about motherhood and nitgtéfomen is of all
mammalian females at once the one who is most pnolly alienated and the one
who most violently resists this alienation; in rtber is enslavement of the organism

to reproduction more important or more willinglycapted” (Beauvoir 12).
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However, one main aim of Feminism was to restmectiiis maternal power
to more progressive levels than to denigrating seidany feminist critics believed
that biological reproduction is the future of patchy. However, the institution of
marriage and the mechanisms of motherhood hasuigised even in visual media

to render women incapable of their powers.

Sarah is one such mother though good looking buas attractive as Julia
or Olivia. She is a moderate woman in the concépttoaditional man who can look
into his eyes and spend her whole life. Sarakefiteeptionally into her role with the
accustomed coding of the family - being a wife Bethg a mother. The concept of
family has been encompassed within the structureadfistream global cinema
since its early inception and the ideology behlmeldoncept is to strengthen

women’s oppression and to exemplify her weakneggireral.

The political mechanism behind introducing theaapt of a family is to
establish the hierarchical relationships, the i@tship between the oppressor and
the oppressed. The presence of the family is &bésh the values of the society
through the women involved. Sylvia Harvey in hesasgdVoman'’s Place: The

Absent Family of Film Noim Ann Kaplan’s book opines thus:

The representation of women has always been litckéais value-
generating nexus of the family. The value of worarrihe market
of social exchange has been to a large extentrdeted by the
position of women within the structure of the faqnlWoman'’s
place in the home determines her position in spcieit also serves

as a reflection of oppressive social relationskygserally. As
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Engels suggested, within the family ‘she is thdgiasian, he is the

bourgeois.’ (36)

Thus the concept of relationship and the insttutf marriage along with
motherhood is once again used as a device throwgiemto make a woman roped
to the traditions. The erosion of these valuesdradted an impact which could not
be fathomed by most of the men and the internathpsgpgy of pulling those strings
back through movies is in a way more obnoxious&entire womenfolk round the
globe. Nolan exercises his directorial power tolavteose traditional dogmas back
into the very social structure of our society. Sdvacomes an epitome of self-
sacrifice and devotion, making herself a total foithe other women characters of
the story. Sarah’s character strongly contradiasstrong Noir woman of the 1940s.
“The material for the film noir heroine is drawmifn the stereotypes of the Femme
Fatale or evil woman and the good-bad girl, ancegaly contrasted in the film with
a marginal female figure representing the good wgmano is worthy of being a

wife, and often the victim (Gledhill 31).

Thus Sarah becomes a foil to the other two womdrer sacrifice through
her death. It is her self sacrifice and her comranthiowards her husband that
makes Bordon say that he loves her, even in histaeement from the prison before
being hanged to death. On the other hand, thougjieArs determined to avenge his
wife’'s death, he speaks rather in a cold-bloodeg amut his late wife, Julia. A
conversation with Olivia scatters more light intestfact. Olivia says, “It won't
bring your wife back” and Angier replies “I don'ai@ about my wife. | care about

his secret” (The Prestigeé01:12:00-01:12:06).
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The way in which Bordon talks about his late wifan the prison is quite
different from the way in which Angier discusses Wife. Both of them had been
afflicted more or less in the same way. Howeverdda continuously talks about
his love for Sarah because she was not a perfdikeejulia. Sarah was a
completely devoted wife to Bordon. She is the motidis daughter. She is seen
more fastened to household activities like cookingd cleaning up his home,
dressing up his wounds and being in the markegttthfhousehold goods.
Disparagingly, Nolan draws a line between the taradle characters and makes it
clear that Julia was forgotten so easily than Sheslause she was more independent
and more self-sufficient and a public performerjchitcould not be appreciated

much by her husband.

Of all the three women characters, Sarah is th& owmplicated. Her
psychological dilemma all through the movie canm®underestimated and she
commits suicide at a stage when she cannot belarawaw facts anymore. As the
story progresses, it is evident how Bordon contirslippmakes her feel that she is
loved. However, Sarah approves it on some daysevghié turns reluctant to accept
and trust his words on some other days. As audjeheee is a strange confusion

that befall us.

Bordon : |love you very much.
Sarah :  Say it again

Bordon : Ilove you.

Sarah . Not today

Bordon : What
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Sarah : Well, on some days it's not true and togaydon’t
mean it. May be today you're - you’re more in love
with magic than me. I like being able to tell the
difference, it makes the - the days it is true mean

something. (The Prestige00:30:17-36)

The mental anguish that Sarah goes through isnoewords and she realises
that she had been living her life being shared betwtiwo Bordons or Bordon-twins
as a part of the magical trick that they carry tigto the whole of their life. Bordon
himself tells Angier that living two lives was ngtite an easy task. “There’s
nothing easy about two men sharing one life. Wé éad half of a full life which

was just enough for us, but not for themTlfe Prestigé02:00:14-18).

Bordon himself found it agonising living two livasid the disillusionment of
his wife Sarah could be easily understood. Herwusioh and frustration builds up as
she cannot identify the Bordon whom she lovestaadordon who loves her. She
cannot unravel this enigma and she ends up by ctimgnsuicide. In one of her

conversations with Bordon, she says thus:

Sarah : Why are you being like this, Alfred ?

Bordon : |had a terrible ordeal today. | thougtattsomething
very precious had been lost to me. So | just watded

celebrate just a little.

Sarah  : Alright, what ? What did you lose? (A Isignce

from Bordon) | see, more secrets.
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Bordon : Sarah, secrets are my life. Our life.

Bordon : No Alfred, stop. This isn’t you. Stop parhing.

(“The Prestigé01:19:46-60)

As the story unfolds, it is clear that Sarah meaithe two lives that her
husband leads. Though she gets agitated whenrgteBordon with his stage
assistant Olivia, it was not Olivia which was theetreason behind Sarah’s death.
Though it is believed that it is Bordon’s illicélationship with Olivia that angers
Sarah, it is not difficult to figure out that it ot the exact cause when she does not
go to meet Olivia the next day as stated before.firtal realisation comes that it
was not Olivia, but Bordon'’s trickery that he lividassough, which could not be

accepted by Sarah.

Bordon : | Love you and I will always love you atn

Sarah @ You mean it today.

Bordon : Absolutely.

Sarah : Which makes it so much harder when youtd@iThe

Prestigé 01:27:28-43)

Sarah’s astounding intellect in identifying theetitrick behind her husband’s
magic is highly commendable because it was a paratiicch was beyond the reach
even by the great magician Angier all through tiés In another conversation
between Bordon and Sarah, she says his love fas lere on that particular day.
Bordon says, “Sarah, | love you” and she repli&g€, today it's true” The

Prestigé 00:46:51-56).
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The last conversation between the couple ends 8arah tells Bordon, “I
want you to be honest with me. No tricks. No liksd no secrets. Do you love

me?” to which Bordon responds, “Not today, NoTlfe Prestige01:34:24-28).

The plot but nowhere acknowledges that she gadtifteof Bordon’s real
trick but her very death itself is the testimonyhe fact of realisation of her
husband’s magical contrivance. Even Nolan himsadfflorgotten to pursue the
merits of this female character and the discoved,/the reversals just vanish subtly

from the plot.

Even Bordon is not away from distress, but he kegphis secret of the
twins to retain his magical credibility. Bordon Hseif is both Bordon and Fallon
and Fallon himself is both Fallon and Bordon. Nadamrelenting capability of
drawing undercurrents which intersect and divetgae@same moment, puzzling the

audience to its zenith is revitalised in this maae.

Bordon’s greatest threat opens up as Sarah uaddssthe double life he
leads and may be she killed herself to protectwéiy truth for her husband’s
survival in the sphere of magic. Thus she beconmsce of sacrifice, a martyr,
with her mixed feeling of devotion as well as dil@ain her psyche. She hangs like
a birdcage after her suicide in the workshop hiaBardon, becoming another

magical piece without obstructing his future courstickery.

Though Bordon claims to love her intensely throbghverbal abundance,
his passion for his profession seems to superseaenis commitment towards his

family. Even Angier, after reading Bordon’s diadgscribes Bordon’s family life
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thus: “The family life that he craves one minute,rhils against the next, demanding
freedom. His mind is a divided one. His soul idless. His wife and child

tormented by his fickle and contradictory natureri{e Prestige00:47:05-12).

However, it is quite disdainful that Nolan hagaaluced Sarah to make her a
symbolic representation of a family, a microcosnthef society. The determinants
of dominance and subordination which is the essehadarger society is
represented through Sarah. The methodical mechahismgh which Nolan
establishes a family into Sarah’s character iseligrg cause to bring in a balance to
the current society and in pulling women back tmmke through male perception.
The burden of reproduction is thrusted upon thraaughanctified institution like that
of a marriage and the movie cuts through cleartantiation that the longer the

marriage goes, more the sacrifices that womenhaie to make.

Though Sarah is betrayed by Bordon in every se¢hsestory has been
fabricated in such a way to have the spectatonspassion flow in naturally
towards the male hero - Bordon. Similar to Lac&nigror image”, where the
image can perform better than the real person, @ooh screen becomes a
surrogate for the male spectator who is watchieghlovie. The male hero, thus, is
not an object of erotic desire but a “more perfeadye complete, more powerful
ideal ego” (Mulvey 20). Thus, the spectator easigntifies with this male hero and
firmly believes that his actions are more contiiled more organised than his own
and the spectator starts believing in this imagimistence of the hero on screen.
Thus, this difference of perception between a rhate and a female heroine is what

Mulvey discusses in her essay.
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Each is associated with a look: that of the spectatdirect
scopophilic contact with the female form displayedhis
enjoyment (connoting male fantasy) and that ofsipectator
fascinated with the image of his likes in an ilarsof natural space,
and through him gaining control and possessioh@ftoman

within the diegesis. (20)

Thus, Sarah is a representation of the femaleetyph - the woman as the
redeemer. She is totally tied to her family - heslband and her daughter. “She
offers the possibility of integration for the alard, lost man into the stable world
of secure values, roles and identities. She gwes, lunderstanding (or at least
forgiveness), asks very little in return (just thatcome back to her) and is generally

visually passive and static” (Place 60).

A world of Sarah distinct from her family is nages. The scene where
Bordon gifts her with the key of a new house isearcindication of a trap to cage
her within the frame of the patriarchal order. 8seen as a nurturer throughout the
movie. She admires Bordon and understands him thareanyone else in the
movie. She is a contrast to the modern independlentan and is often dull and
unexciting and capable of higher grades of saexiftter death does not redesign the
plot nor refashion any characters and her sacrigioelebrated as a desideratum to
keep the man’s work going on without interrupti®arah brings only shades of
disappointment to any female spectator because tbarains nothing inspiring or

electrifying about her character sketch.
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Olivia Wenscombe, played by Scarlet Johanssdmeishird female character
as well as the only woman character with the lelegtiscreen presence in the
movie. Olivia, unlike Julia or Sarah, interacts apeénds her days and nights with
both Angier and Bordon and therefore is a charagher knows all the men in her

circle better than anyone else.

Olivia is extremely attractive in her appearandi \wer long blonde hair,
blue eyes, pouted lips, make-up and jewellery.iSkiee only woman in the movie
who works with all the male characters includinggfen, Bordon, Cutter, Fallon
(Bordon’s twin) and Root (the double introduced Amgier). Her attractiveness is
greatly put to use as she performs as a stagd¢aadsisth Angier initially and with
Bordon lately. Even John Cutter, the one who oggmstages for Angier brings
Olivia as an assistant by stating thus. “A prefigistant is the most effective form of
misdirection” (“The Prestigé00:36:52-55). Cutter presumes that the seductisen
of Olivia on stage can, to a great extent misditieetaudience even when things go
wrong on the stage. Her cleavage as well as herlbag legs - a symbol of a Noir
woman - is displayed frequently to quench the \ideaire of the male ego. This
intention connotes with what Mulvey states in h&sag: “Similarly, conventional
close-ups of legs or a face integrate into theatiae a different mode of eroticism.
One part of a fragmented body destroys the renaissspace, the illusions of depth
demanded by the narrative, it gives flatness, tradity of a cut-out or icon other

than verisimilitude to the screen” (20).

While the female objectification mainly happensotigh the emphasis of her

body, male prominence is quite often achieved thinahe focus on his head and



Sunder 205

face. While the men are portrayed with exceedimgnpanence given to their faces,
women are completely negated with their identitptigh face as they are more or
less centred on their physical aspects. Archercalidagues call this tendency as
“face-ism” bias. This “face-ism” of men is oftenroplemented with “body-ism" of
women (Archer 731). Fredrickson and Roberts whaaggainst this mode of

sexual objectification of women in their essay @bfeation theory affirms thus

Men tend to be portrayed in print media and artweitk an
emphasis on the head and face, and with greatet thtail,
women tend to be portrayed with an emphasis obadlg. Indeed,
it is not uncommon for magazine photographs torpgrt
dismembered women, eliminating their heads altagdthcussing

exclusively on their bodies or body parts. (176)

The experiential consequences of such presensatidihe lives of ordinary
women can be terrible. The convictions that a mof¥fers to its audience is
certainly through the visual representation. Olg/iostumes and the colour patterns
are thus designed to highlight her sexuality. Shaastly seen with Angier and
Bordon in their bedroom scenes. She is also se#nGarald Root, the double of
Angier. She is sexually used by both the protagsrard there is nothing
spectacular that Nolan attaches to her charactet fipm her beautiful body which
is set for display throughout. The internalisingsath visual representations on

one’s own physical self can be detrimental in e\ampect.

Olivia is partly a Neo Noir woman constructed byriStopher Nolan. Nolan

has consciously subverted the norms of a pure Wanan and has made her
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character quite distinct with her own attributelse $ not completely a Femme
Fatale disturbing the family circle of the man shbehind. She is bold and
independent to a great extent and is highly denmgnidi her nature. She opens up
about those things which she cannot chew in andtg@@hemently in very many

occasions.

Unlike an ordinary unravelling of the story, a Nmiovie explicitly lines up
through a set of ciphers unknown to the usual @st€hristine Gledhill points out
in her essaKlute 1. A Contemporary Film Noir and Feminist @rism published
in Kaplan’sWomen in Film Noir“Consequences are intensified by the fact that th
centre of the plot is dominated by questions abemtle sexuality, and sexual
relationships involving patterns of deception, ssitun and unrecognised
revelations rather than by deductions of crimirzdivaty from a web of clues”

(Gledhill 29).

Olivia’s character too gyrates within sexual nelaships, deception and
seduction. She shuttles herself between the twat gnagicians and becomes a part
of their magical feud. She turns out to be a msstfer Angier after Julia’s death
and provides him with all the emotional supportiychigh with his new trick. But
she is sufficiently strong to display her dislikeem Angier decides to send her to
Bordon as a spy. Olivia talks about her frustratmBordon thus. “I loved him and |
stood by him and he sent me to you like he woutdl sestagehand to pick up his
shirts. | hate him for that” T"he Prestigé01:21:02-08). Instead of taking her life or
sacrificing herself, she continues to showcasentedtle even after feeling betrayed

by Angier. She could even tell Angier openly thiag sias fallen in love with Bordon
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during the conduct of the spy-work. She tacklesseaual power and makes Angier
fathom how deceitful and dangerous she can beifgked. “The source and
operation of the sexual woman’s power and its datggthe male character is
expressed visually both in the iconography of thage and in the visual style”

(Place 54).

She calls Bordon as ‘Freddie’ and she is not scareall him so even in the
presence of his wife, Sarah. She is bold enouglp¢ak for herself. She even warns
Bordon who is desperate thinking about his famifgies. Olivia says, “I told you
before when you're with me, you're with me. Leawriyfamily at home where they

belong” ("The Prestige01:28:28-31).

Like a Noir Spider woman, she is not completebbailical and does not try
weaning the men from their families. Sarah’s deditbcts her and she believes she
is partly responsible for the unfortunate incidéiihen Bordon talks about Sarah in
the most detached manner, she responds in awdtewithout knowing that this is
Fallon and not Bordon. She says, “Its inhuman tedeold” (“The Prestigé

01:39:31-33).

Olivia’s final predicament is not shown in the neand the viewer realises
that the surviving twin of Bordon is the one whedd Sarah which clearly indicated
that it is Olivia’s Freddie who had been hangeddath. Unlike Sarah, Olivia is a
free soul and she does not hold on to commitménsher visual presence and the
irresistible sexuality that constructs her imagéhmmovie, and not her cognitive

inputs.



Sunder 208

Nevertheless, the consistent visual motif is retassarily the entire meaning
of an image, says Janey Place in her e¥gamyen in Film Noi(50). A spider
woman is in fact a woman who operates and functimaer her sexuality. Apart
from the common origins of a Femme Fatale, a sewoatan in any context of any
movie is multi-dimensional. Thus, Olivia througletlens of Christopher Nolan is
multi-dimensional as she partly identifies hersath a few traits from Women in

Noir movies.

Though Olivia is not seen as smoking cigarettassaorg a gun in the movie,
she in turn possesses a valour and independersar ttothe Femme Fatales.
Neither does Olivia meet with death at the enddu@s she become a monstrous
threat to the men around her. Thus, she deviatesitajor extend from the typical
Noir woman and becomes a piece of construction lwisipartly Noir and
completely objectified on the screen accordinghtoterms of Nolan’s storyline.
Olivia is neither a deadly seductress nor a rejatiag redeemer. Her visual
dominance and her spatial independence often mak&rhilar to a noir woman.
Nevertheless, she cannot be completely placedhetchart of a Femme Fatale
despite her strength of sexuality and intellectthMiis classic deviations and
abundance in the skill of character crafting, Ndias created his own space in

representing Olivia partly with Noir features.

However, the extreme independence possessed $®/\tremen is often
rewritten in the name of absorbed narcissism aradrasult, the woman often gazes
at her own reflection in the mirror. This kind o$elf-interest rather than utmost

devotion to the male figure is one reason why shiisdained. There is a strong
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mirror image portrayed where Olivia is seen in froha mirror. Though her

mirrored image is not portrayed to the audiencenftbe camera angle, the scene
signifies the duplicity or her treacherous nattilee mirror scene itself is a
testimony for the lack of credibility and her dulbrgonature. Thus, the verity of her
character is deeply questionable and the mirranescea visual representation of the
visual split in her personality. “They are visuadiglit: thus not to be trusted.
Compositions in which reflections are stronger ttl@nactual woman, or in which
mirror images are seen in odd, uncomfortable anglgpg to create the mood of fear

and threat” (Place 58).

Olivia’s relationship with Angier makes Bordon tilisst her initially and it is
only by the second half of the movie it is undesstthat Olivia had betrayed Angier

by giving clues about Angier’s double Gerald RaotBordon.

The place of the female figure in the puzzle whtwh hero has to
solve often displaces solution of the crime asaihject of the plot;
the process of detection - following clues and a@#ga intellection
- are submerged by the hero’s relations with thenei he meets,
and it is the vagaries of this relationship thaedaine the twists

and turns of the plot. (Gledhill 28)

The greatest conundrum here is how a woman iggeg to a woman
through the eyes of a man. With Olivia’s power @r bharacter, it is still debatable
and ambiguous as to how far her power has beehlisizd in a male centred orbit.

Beyond the door of the theories, Nolan has spedifidesigned the character of



Sunder 210

Olivia by subverting her Noir traits to pleasetat men on screen and undoubtedly,

the male spectators, as long as they immerse tiagsgato it.

The Prestiges the only movie where Christopher Nolan hasdied three
female figures with almost the same prominenceuitinout the story structure.
Julia, Sarah and Olivia are identical in one sé¢hatthey rotate and revolve around
these male protagonists having no identity of tbein. While Sarah and Julia
remain faithful to their husbands, Olivia keepstiimg between the magicians
unable to fix her slot firm with one. However, tteee characters are identical as
well as distinct in various aspects throughoutdioeyline. Nevertheless, the
contemptuous effects of such women portrayal caarimmdecipher the most

pathetic reincarnations of female characters irctiveent scenario.

With a span of four years after the releaséld PrestigeNolan’s most
thrilling science fiction entitled dsiceptionappears in the year 2010. Being one of
the much-awaited movies of the year 2010, the ¢labdience had vested
themselves with lot of expectations over the mevgtar cast as well as character
delineation. Apart from its booming star cast witonardo Di Caprio at the lead,
the movie could not bring any substantial satisfacto those looking for more

sturdy female representations.

Nolan has been pushing over the concept of lu@drding since 2002 as he
needed a more detailed study over the subjectaeggits magnitude and intricacy.
The idea was revised and worked upon again andeleased in the year 2010 as
one of the most baffling films ever produced in tigtory of Hollywood. Winning

four academy awards including the award for thé be@ematography, best sound
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editing, best sound mixing and best visual effdoisgptionhas carved its niche in

the history of Hollywood thrillers.

The movie narrates the story of Dominic Cobb, adwxtractor, who
performs corporate espionage using military teabgpplo infiltrate the
subconscious of his target audience along wittamtef skilled members with
which he performs the extraction through a sharedrd world. Cobb, on the other
hand is a widower who is charged with the crim&ithihg his wife and therefore is
barred from returning home to his kids in U.S. pal@ese businessman named Saito
offers Cobb with a new mission of an impossiblé tas‘inception” with his rival in
energy conglomerate, Maurice Fischer and his sdyeRd&ischer. Cobb has to plant
the idea of dissolving his father's company in skiéconscious of Fisher. The entire
movie is about implanting this idea in the mindyoting Fischer and the team uses
layers of dream strategies to complete the functtmbb makes use of the talent of
a young architect named Ariadne to build the drgaomd while his subconscious

projection of his own wife Mal, keeps sabotaging dhieam world.

Nolan helms the storyline with two women charastaamely Ariadne and
Mal. A superficial reading of Nolanisceptioncan make the viewers exponentially
praise one of the female characters in the moviedAe. But a crystalline re-
reading will pull forth the methods by which herachcter has been ambushed. A
brilliant student of Architecture and a confidafdaethe protagonist Cobb, she is
present till the last sequence of the movie. Cohb wisits his father-in-law, Miles,

asks him for a brilliant architect from his collegeneed an architect who is as good
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as | was”, says Cobb. And the Professor answetsVé got somebody better”

(“Inceptiorf 00:24:40-44).

Ariadne is named after the Cretan princess in ksneghology who is
associated with mazes and labyrinths. Though mgthcdl versions assert her death
through murder and suicide, Nolan has not gonbdaktent of killing Ariadne in
his movie. It is quite surprising to note that Nokeeps her alive when compared to
the previous sketches he has made in his earligresidHowever, she is obviously
blighted before her male protagonist Dominic Cabbbb conducts an interview to

judge her capacities and she fails miserably ihitia

Cobb . | have a test for you.
Ariadne : You're not gonna tell me anything first ?
Cobb :  Before | describe the job, | have to know gan do

it.

Ariadne : Why?

Cobb :It's not strictly speaking, legal. You hawe minutes
to design a maze that it takes one minute to solve.

(“Inceptiori 00:25:20-27)

Without doubt, Cobb underestimates Ariadne’s siilen he interviews her

but finally accepts it when she overrides his esgqiemn with her labyrinths.

Ariadne, played by the famous actress Ellen Pageasented as a bold and
beautiful girl. Being a student at the Ecole d’ Bitecture in Paris, she finally agrees

to join Cobb’s mission to design the dream striegwithin. She is the only woman
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who is part of the team with five men comprisingSafbb, Arthur, Eames, Yusuf

and Saito.

Despite her intense role in framing the structames designing the shared
dream, Nolan has introduced her as a surrogatestaudience to provide with
answers to areas that they wanted to know. Aridqebneg a total stranger to the
crazy world of dream sharing is as unaware abongshas each spectator watching
the movie is. Thus, by teaching Ariadne what dllsabout, the movie actually
teaches the audience the methods and mechanising ltied bizarre strategy.
Ariadne is a first-time dreamer and like any ordynspectator, she is also intrigued,
confused and scared by the underlying possibilitigbe world of dreams.
Ariadne’s innocence and her inquisitive nature es us with most of the answers
and she truly serves the role of being a proxyéodudience quenching their thirst

for the knowledge of the dream-world.

Apart from being a keen observer and a curiousi&ashe is a subordinate
to Cobb and a confidante of his subconscious. Baees his dream world and
realises the failure Cobb faces with, as his giltays makes him view his own
subconscious projection in the shape of Mal. Sltetes a real healer to Cobb after
knowing his predicament. Ariadne resembles EllierBulnsomniain her
admiration towards her superior officer. Cobb cansly fails amidst the dream

layers and Ariadne keeps track of him with her atentials to make him succeed.

Cobb . You shouldn’t be here
Ariadne : Just wanted to see what kind of testsayeudoing on

your own every night.
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Cobb . This has nothing to do with you.

Ariadne : This has everything to do with me. Yowdasked
me to share dreams with you.

Cobb :  Not these. These are my dreamacgptiori
00:55:55-62)

She aids and supports him and becomes a trueatrrsr his tormented
mind. She comprehends the catastrophe that Mah&ase in his subconscious and
decides to join the team during the mission. Sigesithe crippled mind of Cobb to
take action and to shoot Mal- his subconsciouseptmn. As an important part of
the plot construction, she helps Cobb to kill hesmnory of Mal and soothes him by
helping him to cast off the void left by Mal's menes. Cobb is in no way different
from Memento’shero Shelby. They both swim in their guilt andslosging through
the memories of their dead wives. Tammy Clewelea@bout Freud’s
representation of the work of MourningMourning and Melancholighus: “It
entails a kind of hyper-remembering, a processgessive recollection during
which the survivor resuscitates the existence @ldist other in the space of the

psyche, replacing an actual absence with an imagprasence” (44).

Thus, the agony of his dead wife’s presence argjinary existence is
curbed by the strong intervention of Ariadne. Ariads a natural healer, a complete
foil to Mal and a redeemer for Cobb’s entangledchgsy Thus, Ariadne becomes

instrumental for his final catharsis to let go Mal.

A redeemer woman is always a projection of theidant ideology

prevailing in society. She consoles, heals, antunes a man. She brings solace and
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peace to his life even by sacrificing herself. 8m@esents Burr ilnsomniga Dawes

in Batman Serieand Sarah ifhe Prestige.

Quite contrary to the tenderness of Ariadne, Ndlas presented Mal with
her obnoxious, self-centred nature. Being a gen@ipkca of the Noir women, she

fills terror within her visual imagery as well asridialogues.

Inception’sstory unfolds years after Mal's death. Mal is tleeeased wife of
Cobb and his only love interest. Her death andythik surrounding her death
engulfs Cobb into an ocean of trauma. Her nam# issindicative of the hellishness
she is able to create. Mal could mean anythingthegal he French name “Malorie”
signifies something unlucky, unhappy or unfortun&téal” is also a prefix attached
to denote the negativity of something as in Maletion, Mal-evolent, Mal-icious,
Mal-practice, Mal-adaptive, Mal-apropism and manyen Her very presence in the

movie is agonising not just for Cobb, but evend@pectator.

Mal represents all necessary qualities of a Naman. Her physical
representation as well as her psychic vibrationk garallels to the character of a
noir female figure or a Femme Fatale. Though Nobias conceptualised her through
Noir traits, he has also made her slightly difféfeam the usual gimmicks of a
Noir. Nolan’s Neo-Noir Mal is a representation ativdread and fear. She stands

for the unknowable as Richard Dyer states:

Women in film noir are above all else unknowablés hot so much
their evil as their unknowability (and attractivesgthat makes

them fatal for the hero. To the degree that culisigefined by men,
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what is, and is known, is male. Film noir thus ldtadivides the
world into that which is unknown and unknowablar{fde) and,

again by inference only, that which is known (ma{&}L6)

Mal played by the Academy Award winning actressyidn Cotillard, is
perfectly a contradiction to Ariadne. She comesases through the memories of
Cobb. She is presented with blonde hair, painfesddnd with moistened eyes. She
is seen wearing low-cut sleeveless silky attirateqlifferent from Ariadne. She is

visually appealing to the audience with her wideaghge and her bare neck.

The iconography is explicitly sexual, and often lextby violent as
well: long hair (blond or dark), make-up, and jelesf. Cigarettes
with their wispy trails of smoke can become cuedark and
immoral sensuality, and the iconography of viole(mé&narily
guns) is a specific symbol (as is perhaps the ettgrof her

unnatural phallic power. (Place 54)

Apart from her high visual imagery, she has araécule in sabotaging
Cobb’s dreams as well as infiltrating through tineanscious minds of the audience
through her high sex appeal. She drinks, she snankesargets on Cobb, her
husband. She is also seen in a diabolical phaserexblvers targeting her enemies.
Her motives are unidentifiable, and none can readuture actions. Place describes
a Femme Fatale’s image thus. “The complete meanfiagy single image is
complex and multi-dimensional, but we can identifgtifs whose meaning proceeds

initially from common origins” (53).
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One major difference here with Nolan’s portrayaMal is that she remains
a revenant throughout the movie. The Mal seen tirout the movie is either
Cobb’s subconscious projection or a part of theeshdreams or as being a part of
the long Limbo (An endless long shared dream). A& Ribm often portrays a
woman who is conceptually monstrous and evil inrfegure and usually extends her
diabolic tentacles over the innocent man. A Noiman is often presented as a
monster manifested through her venomous naturalg®ita Medusa'’s gaze which
can turn men to stones, a noir woman has the dgggadnfluence the dilapidated
man and to spread her noxious tentacles over bduga psyche. In most Noirs, the
wife is never made to be evil and it is alwayswmman outside the family who
tries to explode the man’s family. However, it isl®’s dead wife who becomes
this Femme Fatale in the movie and she remaingagection always. It is this

dissonance and disequilibrium that makes up tfaitybf a Noir woman.

Mal is described by Arthur thus when Ariadne gioest. Ariadne asks
“What was she like in real life?” and Arthur rejéShe was lovely” fhceptiorf

00:41:24-27).

The common conditioning of women through termes ligute”, “lovely”,
“babe”, “sexy” etc, concentrating on their physiaapects rather than their abstract
capabilities is only to diminish their power foetsake of the men around them. The
real power quite often relegates them to the back @hile men overtake them

towards the roads to success.

Mal appears for the first time on screen during ofithe dreams. Cobb

meets her and talks and the initial conversatiah $he indulges in conjures into
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death. Mal asks Cobb, “If | jump, would | survivet®’which Cobb replies, “With a

clean dive, perhaps” lficeptiori 00:05:50-53).

As a result, the audience often get confused letvilee real Mal and the
Mal in dreams. Whichever may be the scene, shisasious in her nature and
habitually works out to extinguish the plans of 6oBhe tries possessing Cobb in
all these situations repeatedly. Her sexually aatiature as well as her disoriented
and vindictive development throughout the movie esalker more vulnerable to

death.

Myth not only expresses dominant ideologies, #l$ responsive
to the repressed needs of the culture. It givesevim the
unacceptable archetypes as well, the myths ofdkeatly
aggressive woman ( or criminal man ) first allowasuous
expression of that idea and then destroys it. Andsblimited
expression, ending in defeat, that unacceptablaezieis
controlled. For example, we can see pornograptexpsessing
unacceptable needs which are created by the cuiseteand
allowed limited (degraded) expression to preveeséhsocially
induced tensions from erupting in a more dangefous. (Place

48)

It is quite disappointing to note that Mal woule the only female character,
maybe in the whole history of films, who gets ldlleepetitively over four times
within the same movie. While there is only one aath which is explained, the

other three are induced and happens during diffeheam layers. In reality Mal
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commits suicide and the reason behind her dea#tatable to Cobb, her husband.
Cobb confesses to Ariadne, “We were working togetiAke were exploring the

concept of dreaming within a dream’lr{teptiori 01:16:06-11).

During the exploration of one lucid dream shafmngcess, Mal becomes so
obsessed with the dream life within the Limbo Babb incepts her with the idea
that this is a dream. Unfortunately, as they wakéam the dream layers, Mal still
believes that she is in her dream. Thus her reladigpmes a dream and Cobb
becomes incapable in convincing her about thistyeéth one of the dream

sequences, Mal accuses Cobb:

Mal : You infected my mind
Cobb : 1was trying to save you.
Mal : You betrayed me. but you can make amends. cém

still keep your promises. We can still be togetlhight
here in the world we built togetherlfteptiorf

02:05:20-29)

In order to escape from a dream or a Limbo, orsatd&ill oneself.
Believing that she is in a dream, Mal commits siedio get back to the real life.
Thus, the real death happens only once when shmitersuicide. However, Mal is
seen getting killed thrice in other dream layengtidlly, she is killed by Cobb
during one of the layers of dream when she shasthé&r before the extraction
happens. She is killed in the climax of the moweAbiadne to rescue Cobb from

her clutches. While in real Limbo, Cobb and Mal fanend committing suicide on a
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rail track. Thus, she would be the singular charaict the pages of history to meet

with death four times within one movie frame.

As the movie ends, it is found that Mal dies ia tlands of Cobb. Though
this happens in one of the dream sequences, Cageinsgetting liberated through
this as he utters: “I can’t imagine you with alluy@omplexity, perfection, all your
imperfection. Look at you. You are just a shadeu dee just a shade of my real life.
And you were the best | could do, but I’'m sorryuyare just not good enough”

(“Inceptiorf 02:08:30-36).

Cobb’s description of Mal is a window to an endldsscussion for women’s
standpoints as it is represented in movies. Thadghand Ariadne define
themselves at two varied extremes, they convergaapoint where they become
equally subservient towards their male counterp@utbb, though not a superhero,
is given the upper hand as in incepting Mal with idea which disrupts her
gradually and eventually. Ariadne, in spite of pesfessional excellence and

composure, is showcased multiple steps beneath Quiniy the mission.

The dwindling female representations and the atemasculine
magnification can trigger nothing but a sexist etcilf prolonged female presence
can bring change#ceptioncould have possibly brought a radical changeén th
existing codes of the society. Inception definigelpmises an equal share of
presence with both Ariadne and Mal. But the maglatthrough which the male
characters are defined confirms the perpetualréifiee in male-female

representations.
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The female predicament does not alter much wigmbkt movie as well.
The underlying structures hardly change as withaN@aljourney through films.
Written by his brother Jonathan Nolan and direttgtiimself,Interstellaris the
last movie to be discussed in this chapter. Reteasthe year 2014nterstellar,a
science fiction thriller is a dystopian multi-dinsonal movie exposing the
temporalities of time and space. Shot with impressisuals and stunning thematic
exhibitions,Interstellarhit the box offices with its lengthier running timmétwo
hours and forty minutes. A futuristic world whialrs out to be uninhabitable and
the obligatory actions required to save the hunagae becomes the main nucleus of

the plot.

Affected by an uncontrollable blight and dust stey the human race is at a
crisis on earth as the movie begins. The crops@rgletely destroyed, and the
chances of survival becomes critical. The scerampels NASA to conduct a
secret expedition to a wormhole to investigatehensdustenance of life and the
protagonist Cooper is chosen for this mission duarvery strange phenomenon.
Cooper’s daughter Murph persistently feels thegmes of a ghost in her room and
the books placed on her shelf keeps falling dowtii arbinary code appears through
dust in her room. Decoding the binary code andvaegiat a particular geographical
location, Cooper and Murph identify the place whbeesecret meeting of NASA
takes place. The story unfolds as Cooper setsotrdviel expedition along with his
mentor Brand’s daughter, Amelia Brand and a fewrd@ts together. The second
half of the story turns completely complex as Caamenmunicates with his

daughter, Murph, in a 5D temporal space (a gigdatiseract which is five-
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dimensional, displacing time and space) and evénterzolving out to be the ghost
his daughter had always been talking about. Copasses the remaining data in
Morse code through the watch he had gifted herrbd&aving and helps her to
solve the gravitational propulsion code throughalila mass exodus of humankind
to another inhabitable planet becomes possible sfdrg ends on a positive note
though the complexity of the time and space dispteent keeps the audience

baffled even after leaving the theatrical space.

Being the last movie to be discussed within theifaof this thesis, a
dilution of Nolan’s inclination helps the spectatoo think progressively about the
movie regarding his take on the female charackdegnainly represents two female
characters Murph and Amelia Brand and they do becaminevitable part of the
whole movie structure. Distinct from his initiainfiale representations, both Murph
and Brand are highly intellectual, and both ardaa®d scientists though they
contribute in two different ways to the movie’s plohough their importance has
not been completely negated, the prominence afnige figure John Cooper - the
engineer cum pilot - never diminishes. As the staryninates, it is again the male
protagonist who paves the concrete way for theesscof these women and an

onlooker still admires and applauds for Cooper teefeaving the theatre.

Cooper, played by Mathew McConaughey is an agpkiitot and the father
of two children. Unfortunately, Nolan fixes him asvidowed middle-aged man
struggling to bring up his kids in the midst ofuagval crisis. Nolan’s comfort in
separating the female figures through death prapelse initial segment of the

movie. UnlikeMementoor Inception,the audience never get a chance to know about
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Cooper’s wife. Though she swings at times in thegiwwved memories of Cooper, she
hardly takes a shape in the movie. However, Coegist reference to his wife
comes during a teacher’'s meet at Murph’s schoabp€ptells “she was always the
calmer one” (Interstellar 00:12:27-28). His wife’s calmness can easily baaed
with his aggressiveness. The gender trouble winiaksts calmness and weakness as
the strength of a woman is not ignored in the séighway in the movie. Through

this description, the license of being aggressine\aolent is automatically

disbursed to a man.

Murph, Cooper’s daughter is the most prominentattar of the movie. She
is initially presented as a ten-year-old schoolginb pines for her father’s affection.
She is shown as an intelligent girl whose mainrggtlies in Science and Maths.
The senior Professor Brand realises this as sobe asderstands that it was Murph
who co-ordinated the binary code with her fathefind the geographical location of
the place where the secret NASA meeting was beshd) A conversation between
Professor Brand and Murph’s grandfather Donaleraies this. Professor Brand
says “Murph is a bright spark. Maybe | should faa iame” (‘Interstellar’
00:54:37-40) and Donald replies “She is alreadyintafool of her teachers. So,

may be she should come and make a fool out of ¢daterstellar’ 00:54:41-43).

Murph is seen as a well disciplined and organgddHer keen observations
make her believe that there is a poltergeist irbem. When Cooper continually
denies the chance of such a ghost, she firmlystaker conclusions. Cooper
advises her thus. “You got to record the facts|ysea get to the how and why, then

present your conclusions”Ifiterstellar’ 00:04:20-22). Murph takes this hypothesis
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to her heart and solves the gravitational equatears later in the absence of her
father. Thus her father is portrayed as a souraespiration to the young girl just

like Bruce Wayne in thBatman Series.

More than Tom, her brother, Nolan has immersedgWuvith an abundance
of emotions. She is the one who is greatly affeethdn her father leaves for the
NASA mission and she never forgives her fatherraader even appears before him
for around 23 years on screen to message or textTiough she finally appears on
screen, she accuses Cooper and Amelia Brand favikgdhat the entire plan A of

a mass exodus to another planet was a sham.

The young Murph is played by Mackenzie Foy andaithelt role is handled
by Jessica Chastain. Murph’s intelligence meeth thér impulsiveness and she is
seen setting fire to the entire crop in order toaate her brother’s ailing family. She
feels betrayed knowing from Professor Brand thay there sure that they could

never complete the gravitational equation and thelething was a make-belief.

Nolan has been poured with accolades over hiagtrepresentation of
female figures in hignterstellar. However, a deep-seated study of them will not
transcend the inclination he has settled uponliafdlis movies. Murph has been
portrayed through three different characters - wsueg girl, a young lady and a
very old woman awaiting death. Though she is tertodzk an intelligent student,
she is helped and assisted by her father, Coapénding the geographical location
through the binary coordinates. The first sequaeneehich her father helps her out
is purely understandable with her dearth of expegeas a school girl. But the real

credit for solving the gravitational equation ig goven to Murph. It is still
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guestionable as to why Nolan makes a 33-year-aldpandent scientist like Murph
depend on her father’s clues sent through theicldwatch to crack the equation. It
is Cooper who transmits the data through Morse todiee second hand of the wrist
watch. It is Cooper who glides in the five-dimemsibtesseract and sends the details
of the quantum mechanics. The plot of the storyccbave been reversed in any
way as to give importance to Murph'’s discoveryred equation. But Nolan hesitates
in doing so and bestows Cooper with all the apptams. The dependence of

Murph on her father is eternal as Nolan sketchdsig this dependence that Janey

Place firmly attacks in her essay.

The expression of the myth of man’s ‘right’ or néedaontrol
women sexually is in contrast to the dominant \eersf it in ‘A’
films of the 30s, 40s and 50s, which held that wome so weak
and incapable that they need men’s protectionma\s in these
films, it is the woman who is portrayed benefittingm her

dependence on men. (Place 49)

Murph represents this dependable frame of a wontamlives upto the
expectation of a family and becomes a redeemeugimaut the movie. She fills the
space of her lost mother and is the only womanaztar remaining in her family.
She is a nurturer not just for her father who isgwut even for her brother Tom

who leans on her.

During an interview with Chastain, Sam Ashurst rdesdher response thus:
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Question : It's areally positive move by Nolarcteate a female
character in this way. Do you think Hollywood is

getting better in terms of roles for women?

Chatain : Realistically, no. If you look at all thiens that
people are talking about this year in terms of best
Picture, there’s not one film that has a female
protagonist. If you look at that, it's pretty obum |
think people are talking about it a lot, so | know
people want change — they are acknowledging that
there isn’t equality in terms of female directors,

writers and cinematographers. (Ashurst)

The death of Murph is not shown in the movie. Hogveshe is seen in the
last scene on her deathbed awaiting for her yoatigef to pay a visit to her. Though
she was the one responsible for bringing the entaekind to a new habitat of
theirs, she herself gives the total credit forflagner for the clues. Though Nolan
substantiates it in the name of fhieeory of Relativitythe concept of ageing and
withering which is mostly applied to a woman rattiexn a man stabilises again
with Cooper’s looks which keeps him young evenrafteyears of space journey.
However, Nolan makes the gravitational pull andTtheory of Relativityas the real
culprits which slows down the process of ageinGaoper while in space journey.
Cooper is seen as in his forties meeting his daughito is in her late eighties. The

unswerving charm that rests with men and the vigppkal that withers in



Sunder 227

association with a woman has not been challengalll @ten in today’s Hollywood

industry.

Murph, though depicted as independent and edudatedmpletely
navigated through the space of patriarchal codessHiccess story is seen to happen

only because of the support she gets from herrfathe

In so many of the major and so-called ‘non-politigenerican
Films, it is the family which has served a crudiaiction in
inserting within the film narrative the establishedues of
competitive, repressive and hierarchical relatigrshrhe presence
of the family has served to legitimate and nataeathese values:
that is, to present them as normal, natural andawght premise for

conducting one’s life. (Harvey 36)

Thus, the real triumph of Murph is indirectly besed upon Cooper, the
father, rather than the daughter. A Family is & thannel manifesting a set of
ideological customs and beliefs. It encompasses@er of traditional values like
love of family, love of father and love of one’surtdry thereby making itself a
microcosm of the characteristics of a larger sgciehus, Murph is placed in the
context of this family so that she can easily tfanthe credit of her success story to

the male figure - her father.

Though there is no sexual objectificatiorinterstellar,the second half of

Mulvey’s essay where she discusses the functi@enharo on screen is directly
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applicable here with Cooper’s character. The idieation with the male image on

screen is one major reason behind the successsstdrimale-led star cast.

This is made possible through the processes sebiion by
structuring the film around a main controlling frguvith whom the
spectator can identify. As the spectator identifiis the main male
protagonist, he projects his look on to that oflitis, his screen
surrogate, so that the power of the male protagasite controls
events coincides with the active power of the eratdk, both

giving a satisfying sense of omnipotence. (Mulvey 2

Thus, Cooper, though not a superhero, is lookedthtgreat awe and
wonder from the perspective of the audience. Heén as a saviour of the dying

world and re-echoes the iconic image of a manemtind of the spectator.

Apart from Murph, Amelia Brand, the daughter obféssor Brand plays a
significant role in the movidnterstellarhas been proclaimed by many critics as
Nolan’s pro-feminist work which has enormously bestd the audience with
inspiring women characters. But the real truthasin affirmative. Though there is
no objectification that is accountable through feamdies, the true grit with which

they have been constructed is far beneath the dibttee male protagonists.

Amelia Brand, one of the most distinguished ss&nin the NASA team is
a strong-willed woman who is bold enough to joia tkam in the “Endurance”
spaceship. She is dedicated in her nature and bakohg just like her father and is

willing to sacrifice her own life to save the entgpecies of mankind.
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The first time she is presented in the movie,mes from a dark shadowy
chamber and appears before Cooper. As she intredharself as ‘Scientist Brand’,

Cooper mocks at her in a rather lighter tone.

Cooper :  Who are you ?

Brand : Dr. Brand

Cooper :  And | knew a Dr. Brand once. He was aqssdr.

Brand :  What makes you think I'm not ?

Cooper :  Oh, he wasn't near as cute, eithertétstellar’
00:26:01-06)

The jovial method through which Cooper diminishes importance is the
chain that sustains even after filtering the kefysatriarchy through a mesh. The
andro-centred world has often identified women tigiothe adjectives like ‘sweet’,
‘cute’ and ‘beautiful’. The Blonde in the first mewvas called a ‘babe’ and Rachael
Dawes as a ‘cute little thing’. The indiscrepaneyvizeen what a woman can be and

what a woman has to be can only widen within tlevaiting gender disparity.

Professor Brand, Amelia’s father keeps open twimap to save the human
race. The first one is to decode a gravitationapplsion theory which can propel a
mass exodus to another planet to save the entinaity. If this option cannot
triumph, he settles for a second option, Plan Belwmvolves transporting 5000
frozen human embryos which can make a colony ofdmkimd in any inhabitable
planet other than earth so that mankind never besantinct. To corroborate the
efficiency of Plan B, he entrusts the sole respmlitsi of these embryos to Amelia

Brand. In short, Amelia’s role of nurturing andsiag up the embryos into a colony
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is to be reflected here for a second reading. Aaptedrical reading will put her back
to a symbolic profusion of maternal plenitude. Toestion remains as to why the
other three men in the mission, namely, Cooper, iRand Doyle were exempted
from this role and why Brand was placed in charigthis. The dichotomy between
being a bold scientist and being in charge of 58®0@ryos nourishing her own
maternal instinct has to be assessed with a gi@veeen. The burden of
reproduction and motherhood had always been the¢ imtogsidating reasons behind

the exploitation of women.

The journey with the other three scientists ingpaceship reveals more
about Brand. Brand is literally presented as aesimuse of lacrimal glands -
shedding tears all through the movie. The firsteghiion that they undertake is in
visiting Miller’s planet where the gravitationallpis very high since it is more
closer to the gargantua. The more the gravitatidh fihne more the time it would
consume from earth’s time share. Spending oneinddiller’s planet would cost
seven years on earth as per the theory and thegksanthings in such a way as they
spend the least amount of time at Miller’s plahitler’s planet which turns out to
be unsuitable for human inhabitation is a tidalezwamere the tides can create havoc.
However, Brand goes in search of Miller's data camtto Cooper’s suggestions

and wrecks the whole plan.

Brand . We are not leaving without her data.
Cooper . Get back here soon. Yeah, we do not hiaee t
The second wave is coming !

We’'re in the middle of a sea.
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Get your ass back to the Ranger now.

(“Interstellar 01:10:47-52)

Brand’s stubbornness in collecting the data corsumore than two hours
and kills one of their team mates, Doyle, who gietgoured by the gigantic tide.
The wave delays their departure and time gets enusiy dilated and causes an
elapse of 23 years on earth. This grave mistakeisedded into the character of
Brand while Cooper, the man, is shown as being righsking her to get back soon.
Had she obeyed Cooper, they would not have lostdDoyr 23 years. It is likely
that Nolan wanted to exhibit the sharpness of asriamnain and the recklessness
with which a woman approaches a situation. LateanB is seen shedding tears over
her mistake and apologising to Cooper, “Look Coppscrewed up. I'm sorry. But
you knew about relativity. | thought | was preparkkhew the theory. | .. Reality is

different” (“Interstellar’ 01:18:07-16).

Brand’s dialogues throw light to universal sigcdftion where she stands as a
representative to the entire women around the w&ih@ agrees with her mistake
and realises that reality is far away from the thresowhereas Cooper who is not an
expert in the field of relativity anticipates th&uation and warns her beforehand.
This is a testimony of a woman'’s intelligence bebajjttled as compared to a man.

Cooper’s proficiency in deterring things is conteakwith Brand’s lack of insight.

Brand’s mistakes never comes to a halt. When idmiglsion goes on
whether to visit Edmund’s planet or Mann'’s plarssie stands adamant in visiting
Edmund’s planet. Nevertheless, she makes cleae#s®n for this. Cooper reveals,

“She’s in love with Wolf Edmunds” to which Romilgks, “Is that true ?” and
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Brand responds, “Yes. And that makes me follow marti (“Interstellar

01:27:34-38).

To further magnify her less sagacious approaahialks immensely about
relationships, love and affection with tears in éges. “The tiniest possibility of
seeing Wolf again excites me. That doesn’t mearmiiong” (“Interstellar’
01:15:12-16). She adds, “Love is the one thing mecapable of perceiving that
transcends dimensions of time and spackitétstellar 01:28:32-36). Cooper
reminds her occasionally that she is a scientidtraminds her of her greater
mission and responsibilities. She does not appegept in many circumstances
and her disposition is sketched in such a way adesids to forget her higher

mission of saving the mankind.

To supplement Cooper’s stance in a better ways heade to be the saviour
of Brand in the final scene where he goes in seaftier to Edmund’s planet. As a
standard cliche in any literary piece, the rol@a@han as the saviour and the woman

as the victim is saddled to the plot of the movie.

With all the concrete slackening off that happette Murph and Brand, the
chapter strongly argues that the women have nat pedrayed with their full
capabilities. Thouginterstellarhas created an impression that it slowly evoleed t
the emergence of idealistic gender equality, tlemeds still beyond our grasp. The
most disappointing of all is Brand’s dialogue wistre says, “I'm not gonna make
it” (* Interstellar 01:11:21-22) in a futurist world where we hopermmo
determination and strength with womanhood. Murpth Brand are not completely

redeemers nor Femme Fatales. They are not sexamégtified too. Still, their
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manifestations have been of lesser importance cardpa the male figures. To read
with the undertones of Janey Place’s essay, Mugdely comes in alley with the
characteristics of a Redeemer or a nurturer tddtber. Her filial affection comes in
the way of completing her father’'s mission by dengdhe gravitational equation.
As long as the male glorification tends to hold f@male suppression becomes a

necessity rather than an imperative component.

Nolan’s male protagonists in all these three moaie well-shaped. Bordon
and Angier inThe Prestigare well defined and their psychological appreharsi
as well as internal motives are completely defitiedugh the exposition of their
personal diariednceptionon the other hand discusses at length on Cobbés inn
conscious through his dream layers and subconspiajections. Cooper in
Interstellarvents out his inconveniences through the unimadgnadpths of a five-
dimensional tesseract. All these male protagortistss, fill themselves through
multiple methods to release their agony. And in dorse of these agonising
experiences, a woman in the form of a lover, ars&@sd or a daughter appears to
absorb his conscience. Thus, she becomes a redeepeformer or at times a

perfect sexual object.

Nolan’s interest in using repetitive strategied baen authenticated as with
the analysis of his female characters. The deatbroéle figures obviously is an
obsession which repeats as a cycle in all of higi@so Though unimportant to the
storyline, Maurice Fischer’s wife (Robert Fischaristher) ininceptionis seen
nowhere in the picture and the spectators are dox@wassume that she is dead. In a

similar way Professor Brand is also placed in te context as a widower in
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Interstellar.Mr. Miles, the father in law of Cobb is seen alidiagh the movie
Inception but unfortunately his wife never ever gets mamaat all within the

movie plot.

One pivotal aspect that could be noted with thiesze films particularly is
the presence of a “male mentor figure” and it hayspge be the very same actor who
plays the key roles in all these three movies. Qfridolan’s favourite actors,
Michael Caine plays these foster roles in all tire¢ movies. While he is Mr. Cutter
who helps the budding magiciansTihe Prestigego prosper, he is an eminent
scientist ininterstellar providing guidance to Cooper. He comes in the fofrivlr.
Miles, the mentor and father-in-law of Cobblirception The role of this “male-
mentor” is prominent in all these movies and itrapéfies the wisdom and
experience that can be offered by a veteran gfdifeenior adult. The concept of the
introduction of such a figure in these three mowea cyclical pattern makes us
probe more into the question of a sexist societlaN never did fill this role with a
female senior who could have possibly handled ©asequently, the questions
pertaining to such a dearth in the sphere of Giptstr Nolan’s movies have never

been put to deliberation till date.

Apart from the freedom that a movie provides ithwit is equally
inextricable in the way in which it deceives itslance. The magic, the
subconscious infiltration as well as the multi-dme®nal spaces respectivelyTihe
Prestige Inceptionandinterstellarare narrated through the technique of deception
and the role of female presentations too get suppedein its journey towards the

climax.



Sunder 235

Nolan’s puzzle movies had been put to questionmaber of times regarding
the deception it empowers and the multiple integtiens that it possibly arrives at.
However, it is equally important to note that hisa deviousness through the plot
construction has gravely affected his female repredions. Somehow, they

dissolve into eternity and does not stay equivalétit the male characters.

The realistic scope of looking at women in the npbsasurable visual form
through a film is what a film ultimately offers ti$ spectators. The three angles as
mentioned by Mulvey is true to the core as and wherfemale characters are
assessed. The camera angle, the angle through thieichale heroes look at her and
finally the angle through which she is seen bygbectators. Thus the female is
instrumental to the development of the plot and #@ audience with visual

pleasure which is inevitable for a cinema.

This complex interaction of looks is specific ttfi The first blow
against the monolithic accumulation of traditiofilmh conventions
(already undertaken by radical film-makers) isreefthe look of the
camera into its materiality in time and space dedidok of the
audience into dialectics, passionate detachmemtelis no doubt
that this destroys the satisfaction, pleasure anilgge of the
“invisible guest”, and highlights the way film hdspended on
voyeuristic active/passive mechanisms. Women, whoage has
continually been stolen and used for this end, caniew the
decline of the traditional film form with anythimguch more than

sentimental regret. (Mulvey 26)
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Unless the reformers of the society put an erndit this phenomena of one
sex being misrepresented continuously, the dreaansbiired co-existence with both
the sexes in one society will never touch reakiy: the society to indulge itself in a
sweeping change, the change initially has to evpsyehologically through the
existing mankind. Cinema, being one of the mostgrfwl tools with a lot of
impact, can definitely bring about solid reformasan the prevailing social order.
The movie, which is manufactured within the mabtain of a director relentlessly
displays the tendencies of his inner consciencas;Tihe explicit change has to be
born in the conscience of the contemporary directorthat the seeds of change are
planted visually through their movies, creatingadgal change in the hegemonic

order of the society.
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Conclusion

She is a womb, an ovary; she is a female: this woemhough to
define her. From a man’s mouth, the epithet “ferhateinds like an
insult; but he, not ashamed of his animality, syal to hear: “He’s
a male!” The term “female” is pejorative not beaaitsoots
women in nature but because it confines her irsbgy and if this
sex, even in an innocent animal, seems despicabdlamenemy to
man, it is obviously because of the disquietingiligswoman

triggers in him. (Beauvoir 41)

Gender divisions had always bifurcated the harnadriyumanity since the
dawn of civilisation. The social reality of gendbsparity and the ontological
positioning of women as secondary to men had be@meextricable part of the
prevailing society. This ostensible lack of repréagon of women and her
strategical marginalisation as the second sex dlaaigsed various concerns in the
cultural fabric of a society. The heterogeneitgolture and the innovations arising
in discursive patterns could only further enhareerhasculine assumptions and
have failed immensely in the social constructivetsk as well as interpretive

approaches in building a new canvas with more womensions.

Visual culture, being an emerging academic disogplhas encompassed the
entire vivacity of the present cultural milieu. Thyh it evades the questions of
specificity and unigueness with respect to genéeothinations, the plausible

multifaceted portrayal of women has been more s8 &¢ the same shades and same
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grades. The limited understanding regarding gemaguality and the hyper
glorification of Hollywood male representation shibassentially be re-read to
gauge the experience of women across the divakithass and culture. As long as
the gendered power struggle exists, the stanceofem would be ignored in social,

political, economic and cultural sphere of life.

To look at all areas of gender inequality wouldoegond the scope of this
thesis. Therefore, the thesis has foregroundeddutyy on the most renowned
director Christopher Nolan and his blockbuster rasvin analysing and furnishing a
microcosm of the entire Hollywood depiction of wam@ filmic representation is
something which can effortlessly conquer the miofd$s audience and can carve an
unconscious landscape of social life in the depther minds. Christopher Nolan,
being one of the most recognised faces in the vapkaf Hollywood would indeed
be a yardstick in the exploration of Hollywood asf#ole. Nolan’s movies would
thus act as a glimpse considering the larger padfiHollywood and its female
representations. The thesis has thus mirrored hesetmovies shape and ignite the
roots towards a phallocentric society as well asimdate women empowerment to

a much derogatory facade while they look quite pssgive on the surface levels.

Despite the various feminist approaches and atiiplomb, women
inclusions have never been unconditionally inclasivany field, especially in the
filmic world. Films, being the mass medium for thensmission of visual images
have never ever illustrated women in the true ligtith the advent of theories,
sexism is merely masked in modern masculinitiesfamdninities where they retell

the same age-old stories of patriarchy.
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In this perceived era of gender equality, thet@ mew articulation
of male social power and privilege. There is nolewonary trek
toward equality, peace and prosperity. The newdvortier is
neither neutral nor innocent about sexism: it moges it.
Masculinities and femininities are being made ardade as

polarised species. (Campbell)

However, multiple theoretical frameworks ensueatigally in reading and
re-reading the contemporary movies of the timeass#ssing the role of women in
these movies. These theoretical approaches, hoyassisted in retelling the stories
of women representations in a more vivid terraime Thesis has analysed in detail
the movies of Christopher Nolan in the light of theoretical framework
constructed by Laura Mulvey through her gaze thebing research is also
supplemented by how women representations bortsecsmtours in Noir
substructure as discussed by Janey Place. The lsaddiyirther corroborated its way
through women'’s lived experience through the eroginmechanisms of Fredrickson

and Roberts.

As Mulvey opines, Films are the creative prodwétpatriarchy and a
woman on screen is observed only as a contrivantteeihands of the male
protagonists. The fundamental aim of any theoty @llocate a fresh background
either by revising, supporting or entirely overthiog the established set theories.
Though major debates in the field of Film Theord lheen explicated and had
become familiarised among people, the real seedsasfge remained untouched in

the major realms of social life.
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This thesis began with the impeccable influeneg #hdirector has in his
audience and how well he can shape up the soagieiyd him. However, a
reformation in its absolute sense is unfeasiblaiwia limited time. Nevertheless,
constant attempts can indeed trigger the buttobarfige in a society though
gradually. The studies on Nolan’s movies have rtirystallised the traits of sheer
masculinity and a complete negation of women preseNolan’s movies which
spans from the 90s to the present era showcaspiitiessential male-dominated
social canvas which could not break off from th&ipechal presence. A period of
twenty years is definitely a vast span which cdwdgle stirred up the grains for a

gradual change in the characterisations of a directiimic canvas.

Despite the recurrent subsidiary image given ¢éoféimale characters,
Nolan’s movies spill the grandeur of its narratwith an outstanding technique in
film production and camera mechanisms. It is thdical style that makes Nolan
distinct among the other directors and the questto why such a revolutionary
director turns a blind eye in representing his fiencharacters in the same
archetypal format for an uninterrupted period oéiy years becomes the

underlying core of discussion throughout the projec

The flesh and blood of any movie lies in its nBwestructure. Nolan has
time and again made use of diverse potentialssmairations. It is his narratology
that makes him more popular and compels his audignwatch his movies. The
enigma of his movies arises from his constructi@eatology. The embedded
structure of Nolan’s narration like boxes withinkes or rooms within rooms is

what is termed aBlatryoshkain Russian terminology (meaning nesting dolls)ldHe



Sunder 241

within its tricky strategies, it is this narratiieok that encapsulates the audience
and pulls them again and again towards Nolan’s asWHlis exemplary
narratological skill is evident since his first me¥ollowing in 1998. The non-

linear story line ofollowing was one of the hallmarks of the movie which
enthralled the audience and made them watch théenmva second time. Nolan’s
Mementa(2000) too is not different when it comes to igsration. The reverse order
of the sequences and the multi-coloured dimenbssenes had given a further
impact for the movie. The movie shifts back andifan colour as well as black and
white sequences until they merge at the apex eff¢iog a unified moment. Though
Mementowvas a risky move since it completely dilapidatespactator’s cognitive
strategy, the movie roped itself into the box afas a healthy hit and came up with

fatty reviews as being the most original and frigsis of the year.

Insomniareleased in 2002 was Nolan’s initial deal with Warner Brothers
and indeed Nolan'’s first studio filnmsomniawould be Nolan’s first movie which
unspools the linear story telling, consideringussial trend. Though not tricky to its
filmic expanse, time still plays a decisive roleest days and nights commingle as
to confuse the protagonist as well as the viewdril&\Nolan toys with the
embedded horizontal epistolary feature3 e Prestig€2006), his dreams within
dreams and the nesting narratioririneption(2010) has shattered the hitherto
innovations in narrative techniques. Nolalmterstellarreleased in 2014 also dives
its trajectory through the displacement of time apdce and beguiles his spectators
on a conceptual proportion. Though the story takksear path, the contradictions

that arise among the different spheres and therdifoes of time and space that
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interact and integrate baffles the audience tatlaereal level. The five-dimensional
tesseract and the integration of multiple time sparvarious spheres contribute to
the hefty narratology. However, his Batman trilapes not lurk much in these
intrigues or puzzles. Nevertheless, there is anfgalf puzzle incorporated in the
final scene at the cafe at Florence where Waynbasnges a nod with his

housekeeper Alfred.

The cultural desire to be fooled by a film thrbtts deceptiveness is an
inclination of today’s society. But Nolan has pusliee limits of this deception and
trickery, and this has even put the cognitive &egiof the spectators to question.
The key features that maximise the box office ggesse definitely formidable
tricks and hybridisation of form and content whigbrks in equilibrium with
Nolan’s movies. Implementing trick is indeed a &gy to engage viewer
participation and the more challenging the trickli® more the viewer engagement.
“Nolan’s entire film catalogue hinges upon varionsdes of deception, but it is
unusual in the case of puzzle films to have onectlir become celebrated for this

repeated mode overall” (Joy 10).

2010 had been one of the most phenomenal ye#ns idistory of
Hollywood with two great films released - CameroAtsatarand Nolan’dnception.
More than Nolan and Cameron, it was a box officetest between 20th century
Fox and Warner Bros. While Nolanisceptionwas visually conventional, its
narrative intricacy was something extraordinary.il/Avatarwas a 3D cinema
with a visual spectacle, Nolansceptionwrecked millions of brains with its

embedded multifaceted convolutedness. Though ssitté@s disparate ways,
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Nolan’s narrative trickery paid off by guaranteemgositive experience for the
audience when distinctive challenges finally insg¢gd and unrelenting ambiguity

faded, and the wrinkled twists finally got ironegt.o

Nolan’s mastery in storytelling is unbeatable argdnarrative dimensions
glide incessantly. Nolan has refined the art ofyg&dling and has distilled it to the
finest of the forms where narration becomes aimahe history of flmmaking.
Nolan’s movies could never be deciphered in a simgitch and the challenge that

the plot puts forward is what makes his movies uals

Nolan’s entertainments, the best ones, anywaygamees. | don't
mean that they resemble puzzles or tricks (thohgh tlo that, too),
| mean that they are most satisfying when undeds&sogames, not
as novelistic narratives. They are contests witbsrand phases,
gambits and defences, many losers and the occhsiota,

usually a Pyrrhus type. (Fhlainn 160)

It is essentially the colossal diversity in thertles and its unprecedented
visual presentation that makes Nolan the greatasingker of the era. From
Following (1998) toDunkirk (2017), Nolan has boomed his artistic valour glidi
through various subjects pertaining to our quotidige as well as the metaphysics.
As most of his movies are deceptive in naturectestion of the female characters
are also considerably deceptive as they make thetatprs surmise that they are
beyond the chains of domination when in realitytikde through the same rigid
shackles. Nolan’s movies are in fact a reflectibNolan’s subconscious where his

inner whims and fancies take form into visual inmge
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While the end result may not represent the pinnaicolan’s
extraordinary career, it nevertheless reaffirms agcinema’s
leading blockbuster auteur, a director who can pthis singular
vision on to every frame of a gargantuan team eifiothe manner
of Spielberg, Cameron and Kubrick. ‘Whose subcanscare we
in?” asked Ellen Page in Inception. The answer leg@lways, is

unmistakably Nolan’s. (Joy 5)

The style and technique that Nolan uses is viuilifiierent from many other
directors of the era. Nolan’s movies are classioiages of its emotional
significance and visual pageantry. The strateghalsfty which comes at times in
the form of truth and deceives the viewers is @weiring style initiated by Nolan.
The structural perspective of Nolan’s movies aragt unfathomable. Nolan is one
director who prefers original locations to studvodtions. His aesthetic sense is
invincible and as an auteur he has invented hissigmature style in filmmaking.
He prefers modern settings with pale colours oatsiving blended palettes with

minimal dialogues but with strong visual imagery.

Most of his masculine characters are shot in clgsestigating a depth of
their innate nature as presented in the moviesnéles use of documentary
lighting and subtle shadows in most of his filmgatihis strong belief in the
concept of authentic cinema, he prefers hand-heatteca work and original
locations. Nolan has also made use of Noir trait®i0st of his works thereby tilting
the concept of Noir and reinventing it with his ostylistic flair. His continuous

experiments with non-linear narration, solipsistigndpoints and the blend of style
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and form has marked him with his own approach tdg/éitms. His editing style

with analytical editing and cross cutting also haked him to build up the climax
in the most legitimate manner. His collaboratiothwians Zimmer who is known
for integrating music with the traditional and éfteaic had provided new textures in
the landscape of sound too. His themes had oftemdfds root in the construction

of one’s identity, displacement of time and spawe @ércumstances pertaining to
existential and ethical questions. He is also pabyiknown for shooting on 70 mm
film and is also credited for popularising the o$§&MAX 70 mm cameras in the

current film world.

Despite Nolan’s extraordinary skill in monopoligithe Hollywood industry
with his artistic flamboyance, his innate messagié society had always been one
reechoing the hegemonic structure of the socieggg@minating it with male centred
components. A profound study of his female charaagons has thrown light into

this very fact.

This thesis is an attempt to fill the critical gan analysing Nolan’s female
characters and in illustrating how threatening ¢h@®sentations can be to the
current society. There are four chapters and elaapter conducts an exhaustive
exegesis of the female characters within the hygiathl framework in which they

are moulded up and are examined in the chronolbgidar of the films.

The first chapteBplintering the Antiquated Myths: The Advent of the
Feminist Perspective in Filnfgas been an exploration of the Film Theories which
turns out to be a fertile ground in evaluating th@vies of Christopher Nolan. The

chapter looks into what Feminism is and how Feminiss evolved through ages.
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As a theoretical approach, the chapter has loakiedthe major Feminist Film
Theories including those of Mulvey, Place, Fredsmk and Roberts which forms
the basis for further evaluation of the movies. Wyls theory has bound the
investigations on these women characters to a sultte level of inquiry signifying
how puny the strategies are, through which womeroeganised on screen. The
tilted substructure of Noir traits in which mostmven characters are coloured with,
has been unmasked completely in the light of Pasebstantiations. Far from on
screen manifestations, the wide-reaching reperonssif these portrayals are also

unearthed through the theory put forward by Frédoa and Roberts.

The second chapt&esuscitating the Archetypes: The Femme Fatale, the
Redeemer and the Insignificdms been a linear study of Nolan’s initial movies
namelyFollowing, Mementaandinsomnia.The chapter studies in detail how noir
elements embrace the women characters of Nolah@andvomen get confined
within the portrayal levels as Redeemers and lrifsogmt characters. The unnamed
Blonde is bludgeoned to deathRnllowing. Shelbey’s wife is killed itMemento
and Natalievanishes to nothingness though she survivesemniabegins with
Connell’s death and Ellie Burr is portrayed justasere shadow of Will Dormer.
The dynamic interplay of sexism and how genderdgigiturn into a collective
unconsciousness in the psyche of the spectatdsdesdealt with in this chapter.
The key female figures of the three movies areyaeal in depth and are validated in

relation to the feminist empowerment.

The third chaptefhe Fortified Masculinity: The Dwindling Females in

Superhero Filmss a detailed discussion on the female charactareedBatman
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trilogy. Batman BeginsThe Dark KnightandThe Dark Knight Risesiore or less
portray women on a marginalised basis while emgha&gits strengths on the hero.
The heroine of the story Rachael Dawes meets witlutal end in the second part
while Miranda Tate kills herself in an explosiontire last part. Though the
Catwoman survives, she shrinks herself to the dooagsd role of an ordinary
woman. While Batman continues his success stari&otham with all

impediments removed one after another, the fenaakeportrayed as powerless and
inefficient in the absence of this superhero. Wonesl to get more isolated and
relegated in superhero films and these movies &stemony of how superheroes

can intelligently tarnish women images to margins.

The fourth chapteFhe Subservient Counterparts: The Distortion oftfiin
Filmic Representatiodeals with Nolan’s later three movi€ke Prestigelnception
andInterstellar.While Julia meets with an accidental death, Saoshnaits suicide
in The PrestigeMal is already a dead character as the storynseginception.
Though Olivia The Prestigeand Ariadnelfception) survive through the plot, they
are completely subordinated by the male charactéesremaining characters and
the females innterstellarare completely subsidiary to the role of the maseu
heroes irrespective of their talent, skill and edion.Despite being an intelligent
scientist, BrandInterstellar is shown as a strategic piece of emotional byndle
wailing and apologising all through the movidie chapter has engaged in its
revelation of how women can remain secondary igetpe of their educational and

social status when their roles are designed by maters.
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Thus, the thesiBrom the Nameless Blonde to Brand: Defrosting the
Refrigerated Females in the Movies of ChristophelaNis an attempt to explore
the female characters and has validated the fatthky have not transformed much
within a phallocentric society where male dominatstill exists in its most
horrendous forms. This research is an attempuiygtg Nolan’s female characters
ranging from the Blonde iRollowing to Brand ininterstellar. Despite Nolan’s
innovations in his cinematic style and technique women characters are one-
dimensional and undergo no change. The Blonde tepic the year 1998 as well
as Brand portrayed in the year 2014 do not signigyrong distance between their
characterisations and they stay glued to the piregdiegemonic structure of the
society. Brand innterstellaris just a new version of the Blonde, signalling #ame

concepts that the masculine orb wants to beliedenaake others believe in.

The work has excluded a deep analysis of Nolatést filmDunkirk (2017)
as it is a completely masculine movie that elutlescategorisation that this project
has been working with. However, this man-centredmavie has completely
negated feminine presence. The thesis has examsedwhat extent women have
been neglected in the films of Nolan and how igrmoausly is a woman portrayed
through the lens of a great director. The projectmarises and synthesises the key
arguments as to how far a woman is trivialised des$per educational status in all

these movies.

The greatest strength of any theory lies in is$atility through concrete
examples and the movies read and studied undénebeetical frameworks

demonstrate how each theory illuminates the indizidilms with the theoretical
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backdrop. Nolan’s films being a prototypical cakeldg, a profound analysis will
serve to estimate how far filmic representationgofmen have progressed so far on
screen. The Nolanesque trend of freezing the fesraald wrapping them in death is
one intimidating feature which has been discuskerbtighly within the thesis.

Most of the women characters that Nolan portragsvary powerful in fact, though
in various ways. The Blonde, Natalie, Kay Connllie Burr, Martha Wayne,
Rachael Dawes, Julia, Olivia, Sarah, Ariadne, Mal Brand are powerful in their
own way until they get swaddled in the clutchededith or get trivialised within the
cinematic plot. This disappearance or marginabsatvhich surfaces underneath
every movie is what the thesis had dealt with. Ardiag objective here is to testify
the fact that today’s filmic representation, thougbdern in their techniques and
medium, has by far regressed in its female preBenta Nolan becomes the most
compelling case study as he is one of the mostradnaind adored directors of the
era who has cast a dynamic influence on the spestah a global level. The project
brings into sharper focus the need for a progresgpresentation of women in films

so that a subtle change can be imbued into thehpsyicthe audience gradually.

Inequality is an urgent and complex problem. Hegply
entrenched in all areas of life. It is pervasivegfended and
supported, even by those who it damages. To my meglality is
the main roadblock in our journey toward sociatipes and we
need an innovative approach to uprooting it that™oroduce the
same negligible incremental change we’ve seencerteyears.

(Willis)
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It is beyond speculation that Nolan had hyperifigat his male characters
and had encased them in virtues and powers thaftysgheer masculinity. The
female characters, though powerful in their own svane either pushed to death or
survive as mere dependents of these protagonisspife the discursive explosion
of theories favouring women empowerment, a delicesestance has formed
simultaneously beneath those theories by portraymmen through the same
archetypes showing them as meek and weak. Nolaassary, however, is different
as he showcases them in utmost powerful rolestagisdhem out of the plot so
vivaciously that the audience do not even comprelilea truth that they
disappeared while men overpower them in due cotlskan’s movies even fail the
Bechdel test, a test conducted to determine howeaahd present women are in
films. The criteria to pass the test includes tresence of at least two women in
speaking roles, having their own names and idestitvho should be talking to each
other about something other than that of a maramAmsightful metric assessing the
powerful inclusion of women on screen, not a simgtevie of Nolan passes the test
in its rightful senselnterstellarbarely passes the test at the brink though tisemne i
substantial validity for the movie in associationthaa reading regarding women

inclusion.

Most often, the strength of women are comparatisabdued in creations
which come from a malé.The representation of the world, like the worleitsis
the work of men; they describe it from their ownmaf view, which they confuse
with absolute truth” (Beauvoir 161). A powerful faha creation is hardly visible

when not penned or sketched by a female. As Elahmvalter says, “if we study
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stereotypes of women, the sexism of male critickthe limited roles women play
in literary history, we are not learning what wonteve felt and experienced, but

only what men have thought women should be" (ShiewaRO0).

A personal interview with the British FeministilTheorist Laura Mulvey
on the & of May, 2019 at Birkbeck College, University ofridon, Bloomsbury,
U.K. has greatly helped in incorporating more ihssgto the study of these women
characters. Considering the presumptive notion @vomen empowerment that
people talk about and the guaranteed belief thagd is happening around on
enhancing women representations on screen, a stuthese movies will direct
towards the retrogressing state of affairs in aurkéollywood. When Hollywood
cinema becomes a model to be copied, this partitiad can only dehumanise
women power rather than creating a push to ithéurtievelopment. As Naomi

Wolf posits,

To live in a culture in which women are routinegked where men
aren't is to learn inequality in little ways allylang. So even if we
agree that sexual imagery is in fact a languags ciearly one that is
already heavily edited to protect men’s sexual d-la@nce social-

confidence while undermining that of woman. (W@}

The scope of this thesis in fact extends beyondritreie frames of
Christopher Nolan and helps in re-reading the ferohhracters on screen within the
backdrop of visual media as a whole, through the & multiple perspectives. This
thesis entails itself in exercising women indepemeghrough realistic female

representations in a manner of conscious discernmhbis will indeed help to break
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free from the continued resilience that women nestitions go through in
cinematic culture. A substantial digestion of twisrk will aid in determining and
extending the further levels through which womepresentations can seek better
pedestals irrespective of the ephemeral glory xfigleobjectification and
trivialisation persistently displayed in the cutrenenario. The interplay of all the
factors considered and demonstrated here will denthe posterity in contributing
to the different facades of women representatiort$allywood. This research
stands as a first step in providing a frameworkelp research and elucidate the
importance of the functions of female portrayald also in examining the concrete
ideologies in supplementing a complete understanaimow more strengthened
women characters should turn inclusive in the cisggeriandscape. This thesis
indeed permeates the vision to delve more profguimtib the associated discourses

and further discursive patterns leading to more@een women representations.

Based on the evidence put forward, the concludorgention is that women
inclusions on screen are almost negligible andetlppesented are manifested in the
most insignificant way. Hollywood has witnessedyoamlhandful of women even
within the technical side of cinema and this deagth be improved only when the
doors of equality will be laid wide open. With atary to be claimed for multiple
decades, it is quite disheartening to notice thaitet was only a single woman named
Kathryn Bigelow to win an Academy Award for the bdsector. According to the
latest statistical documentation on Hollywood feena@presentation, only 35% of
films featured women in prominent speaking roless Angeles Times has stated

that “96% of TV programs had no women directorplodtography; 79% had no
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women directors; 77% had no women editors; and F&8lono women creators”

(Villarreal).

The broader significance of the thesis lies inféwt that Hollywood cinema
often stands as a dynamic model for global cineradenall over the world and its
influence is unending, considering its impact asdll-pervasive nature.
Hollywood’s influence has systematically governgdrethe Malayalam Movie
Industry and it becomes evident through the reelemba Commission report.
“There is a huge difference in the remuneratioerefdi to men and women. A man
and a woman with the same number of years of extpesi the same amount of hard
work and excellence, would still be paid differgniVomen are paid one-tenth to
one-third of the remuneration offered to their madenterparts. And one-third is
very rare, it is often much less” (Cris). The ungptional conviction that western
society is far ahead in revolutionary shifts, esgécthrough visual media, sets off
to be a hoax while deliberating on the analysigete Hollywood movies. A great
director is a radical social reformer who can icat# values in the most effective
manner to a society. When a great auteur like Nfads1to manifest the true power
of women on screen, where lies the seeds of charsgiety is a question put
forward throughout the thesis. Movies indeed pergieta paradigmatic shift in
ideologies and only continuous deconstructionsramdmping can make solid
change in the attitude of the society in perceiwirignanhood through an unbiased
lens. The thesis aims to serve as an eyeopenedrtyg farthcoming movies to
embed in itself the answers to this discriminagainst women and aspires to
provoke people to contemplate on a deeper levabltiralistic aspects through

digestible definitions that permeate inequalityisociety.
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