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Woman's place: 

the absent family of film noir

Sylvia Harvey 

The world view generated within the film noir entitles this group of films to

becons1clereaasadTsfincfanascparacc-en'rfry-w1tluntfi'itfirslorY orAmBican

Ii Im. I What th is-worictview�refTecfsts�asefils��cfiangesw Ji'icn," 

though they are not yelgrasped or understood; are shaking the foundations

of the established and therefore normal perceptions of the social order. Like

an echo chamber, film noir captures and magnifies the rumbles-that preceded

one of those earthquakes in human history that shift the hidden foundations 

of a society, and t,!:�t �gin tl1�._ili_�Ji!f!:ffi�n_t2L!!ti:l1.11.rncJeJistjc_ and , r· 

dominant systems ofvafues�<1n.cLhelicfs..L1ke the world of Shakespeare s King

Lear, in wTifciilheir1g�at-itude of children towards their parents is at once the

cause and effect of an immense disorder within the human universe, �ir

offers us again and again examples of abnormal or monst�ous _behaviQ_l!!., 

wfiTch- defy the patte�tabl\shcd for human social intcractio�.�hi:h

hint at a scries'ofradical and irresolvable contradictionsJ.ruri�� deer._withm 

ffictota�stem ofeconom1canTsocial interactions that ·constltute the 
knownwo;:w-:--

- · ""-··- · " - · ·· ...... -----· ·-·--- · · 

--uespifeffic presence of most of the conventions of the dominant methods

of film-making and storY:tclling: the impetus towards the resolution of the 

plot, the diffusion of tension, the circularity of a narrative that resolves all of 

the problems it encounters, the successful completion of the individual's 
quest, these methods do not, in the end, create the most significant cont�iurs

of the cultural map of film noir. The defining contours of this group of films

are the product of that whi_ch is aoni5'fmatan·d·dissonanr.--And-rhe-dissonances,

the sense of disorientation and uneasc,"while frequently·present at the level of

plot and thematic development are, more important_ly pe:l_1a�s
l.,���_:1y_s.�

function of the visual style of this group of films. D1sequ1hbrmm ts the 
product of :i" st).rle·characterised by unbalanced anJ'�istufl5ing frame coinposi­

t ions, strong contrasts oflight and dark, tlii:' prevaieri·ce'oCshiidoWfarid areas 

of darkness within the frame, tlie visual tensicfo ·creafe"d"by ·curioffs camera 
. 
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22 

a_ngles and so forth. Moreover, in film noir these strained compositions anu
angles are not merely embellishments or rhetorical nourishes, but form the 
semantic substance of the film. The visual dissonances that are characteristic
of the£ films arc the mark of those ideological contradictions that form the
historical context out of which the films are produced.
�Tlih.principlcd claim that seeks to establish the importance of style and

mise en sc�ne as, materially, that which produces meaning in these movies, is
not to be adequately followed up in this articlc.2 The piece attempts an
approach to the problem of defining the contours of this group of films fro m
a different anglc.3 The article, that is, tries to understand the process whereby
the de piction of women in these films, hy a complex and circuitous network
�f mediation, reOccts such social changes as the increasing entry of women
into the labour market.·---------�- ---

It� the_ representation of the institution of the family, which in so many
films serves as the mechanism whereby desire is fulfilled, or at least ideo-
1'."gical equilibrium established, that in film noir serves as the vehicle for the
C_.:'�re_ssion o_f frustration. On the thematic level, one of the defining charac­
tcrrs'.1cs of film noir is to be found i11 its treatment of the family and family
relations. However, there is another level of analysis beyond that of theme
where things arc not what they seem at the surface level of narrative and plot.
One of the fundamental operations at this concealed level has to do with the
11on-fulfilrncrrt of desire. The way in which this underlying frustration or rrorr­
fulfilmerrtJs translated into, or expressed at, the thematic level in film noir
i�!!..<.��1gh_the representation of romantic love relations, the family and
fa_rnil

)' 
rcl,!._ti(lllS ..

The repressed presence of intolerable contradictions, and the sense of
uncertainty and confusion about the smooth functioni 11g of the social
environment, present at the level of style i11 film noir, can be seen also in the
treatment of social institutions at the thematic level, a11d most 11ot.1bly in
the treatment of the family. Moreover the kinds of tension characteristic of
the portrayal of the family in these films suggest the beginnings of an attack
:l!l ..!_h_c_d�r_ni11ant social values norm<\lly expressed through the representation
9L_tl1e f�n1!ly. 

In so marry of the major, and so-called 'non-political' American films, it is
t!J..<;.J\•Enily-_whichhas served a crucial function in inserting within the film
narrative the established values of competitive, repressive and hierarchical
relii'rio:riships_._ The .presence of the family has served to legitimate and natural­
rsc these values: tlrat is, to present them as the normal, natural and unthought

-..P�l.f�E:_c:ond_uctiiig one's life. Moreover, the representation of women
has always been linked to this value-generating nexus of tire family. Tire value
of women on the market of social exchange has been to a large extent deter­
mined by the position of women within the structure of tire family. Woman's
place in the home determines her position in society, hut also serves as a
reOection of oppressive social relationships generally. i\s Engels suggested,
within the family 'she is tire proletarian, he tl1e bourgeois.'
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All movies express social values, or the erosion of these values, through the 
ways in which they depict both institutions and relations between people. 
Certain institutions are more revealing of social values and beliefs ·than others, 
and the family is perhaps one of the most significant of these institutions. For 
it is through the particular representations of the family in various movies 
that we are able to study the processes whereby existing social relations are 
rendered acceptable and valid. 

Through its manifestation of a whole series of customs and beliefs, the 
family functions as one of the ideological cornerstones of Western industrial 
society. It embodies a range of traditional values: love of family, love of 
father (father/ruler), love of country, are intertwined concepts, and we may 
see the family as a microcosm containing within itself all of the patterns of 
dominance and submission that are characteristic of the larger society. 

We might summarise here some of the most important concepts that _arc 
dealt with through and in the representation of the family. First, the concepts 
of reproduction and socialisation: the family is the arena that is sanctified by 
society for the reproduction and preliminary education of- the humari fate, 
for the bringing up of children. In the free labour th.it it requires the mother 
to perform in raising the child, the family serves to legitimate a whole series 
of practices that oppress women. Moreover, in its hierarchical strucfurc, with 
the father as the head, the mother as subservient, and the children as totally 
dependent, it offers us a legitimating model or metaphor for a hierarchical 
and authoritarian society. The internal, oppressive, often violent rclatioris 
within the family present a mirror image of oppressive and violent relations 
between classes in the larger society. 

Second, the family is sanctified as the acceptable location of a sexuality 
defined in extremely limited terms. Western industrial society has regarded 
marriage, and hence the family, as the only legitimate arena for the fulfilment 
ofsexual needs, though this legitimacy has hecn somewhat modified tt) alfow 
for the double standard, that is, for the separate codes of sexual practice to 
be adhered to by male and female. What is most interesting is that in general 
in the movies, as in society, the family at the same time legitimates and 
conceals sexuality. Although marriage is the only place where sexual activity 
is to be sanctioned, oddly enough (or perhaps it is not so odd) mothers and 
fathers arc seldom represented as sexual partners, especially in those movies 
of the forties and fifties when censorship demandi;:d that only bedrooms with 
separate beds were to be shown on the screen. So that, although married 
couples - that is, mothers and fathers - are the only ones allowed to engage 
in erotic activity, these parents or potential parents are normally presented in 
a totally de-croticised way. 

A final concept dealt with through the representation of the family is that 
of romantic love. Though so many movies go to extreme lengths to keep the· 
two apart (a function of ideology working overtime to conceal its contra­
dictions), romantic love and the institution of the family are logically and in­
evitably linked. The logical conclusion to that romantic love which seeks 
always the passionate and enduring love of a lifetime is the family, which 
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must serve as the point of termination and fulfilment of romance. And if 
s';:icccssfurromaimc-1ovYica<ls ir,evitably in the direction of the stable institu­
tion ~'rmitriagc, the poi~lt about film noir' by contrast, is that it is structureJ 
around the destruction or absence of romantic love and the family. 
....,,Mi;i-eovei, sincc ~care 'engaged in analysing the ideological systems of 
movies, and not those of novels or newspapers, it is important to note that in 
film noir it is no.tonly at the level of plot and narrative resolution that lovers 
are not permiHed to live happily ever after,4 hut it is at the additional and 
pcrJ;;ps more i~p;rlaJ;t·fcvefofmf.se·ell SC~l1<! or visual style that the physical 

.eiivfronmcrH. of the lovers (whe.ther created by landscape/set, or by camera 
angle, framing aiid ligl;ting) is presented as threatening, disturbing, fragmented. 
- Tlic ideological significance of lovers living happily ever after lies in the 

unspoken, and usually invisible, metamorphosis that is implied to take place 
at the end of every happy ending. By means of this metamorphosis lovers arc 
transformed into fathers and mothers, into families. This magic circle of 
transformation is broken in film noir which, in presenting family relations as 
broken, perverted, peripheral or impossible founds itself upon the absence of 
the family.~ 

In cerJain ways, the representation of women in this group of films renects 
,the 'normal' status of women w_ithin contemporary social relations. The two 
most common types of women in filni noir arc the exciting, childless whores, 
or the boring, potenih11ichildbcaring sweethearts. llowever, in other res­
pecis:-the'normal rcprcsenfation of women as the finrnders of families under­
goes an interesting displacement. For it is the strange and compelling absence 
of 'normal' family relations in these films ihat hints at important shifts in the 
p6sition ofwomen in American society. Among these changes must be listed 
the temporary but widespread introduction of women into the i\rnerican 
labour force during World War l l, and the changing economic and ideological 
function of the family that parallels the changing structures and goals of an 
increasingly monopolistic ectnrnmy. These economic changes forced certain 
changes in the tr:1ditional organisation of the family; and the underlying sense 
of horror and uncertainty in film noir may be seen, in part, as an indirect res­
ponse to this forcible assault on traditional family structures anJ the tradi­
ti6;ial and ·c<)nscrvative v:ducs which they embodied. The astounding Mildred 
Pierce (Milclrccl Pierce, 1945 ), woman of the world, woman of business, and 
only secondarily a mother, is a good cx.irnple of this disruption and displace­
ment of the values of family life. The image of Mildred, in a masculine style 
of dress, holding her account books and looking away from her Inver, typifies 
this kind of dispbccment (see p26). 

The appearance of the early film noir coincides with the rise and fall of 
nationalistic ideologies generated by the period of total war. It may be argued 
that the ideology of national unity which was characteristic of the war period, 
and which tended to gloss over and conceal class divisions, began to falter and 
decay~ tti-lose-it-s-cr<idi5-ilit)<1~n_c~ tl;c war was over. The e11cou11ter with a 
depressed peacc:iTine ee~nomy, with its thr~at of high prices and rising UllCfTl· 

ployment, began a process of general disillusionment for many of those rel urn-
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Mildred Pierce 

ing home after the war, in search of those values which they had fought to 
defend. It is this breakdown, also, this erosion of expectations, that finds its 
way into the film noir by a series of complex transmutations. The hard facts 
of economic life arc transmuted, in these movies, into corresponding moods 
and feelings. Thus the feelings of loss and alienation expressed by the charac­
ters in film noir can be seen as the product both of post-war depression and 
of the reorganisation of the American economy. 

With the increasing size of corporations, the growth of monopolies and the 
accelerated elimination of small businesses it became increasingly liard for 
even the pet it bourgeoisie to continue to believe in certain dominant myths. 
Foremost among these was the dream of equality of opportunity i11 b"usfriess, 
and of the God-given right of every man to be his own boss. Increasingly the 
pet it bourgeoisie were forced into selling their labour and working for the big 
companies, instead of running their own businesses and working 'for them­
selves'. It is this factor of being forced to work according to the goalJ -~_r_J_d_ pur­
poses formulated by someone else, that accounts in large me?Ju~~Ts_ir_th~--
foelings of alienation and helplessness in film noir. · · 

It is no accident that Walter Neff in Double Indemnity ( 1944) seeks an 
escape from the dull routine of the insurance company that he works for, in 
an affair with the deadly and exotic Phyllis Dietrichson. The possession of 
Phyllis Dietrichson, as of any of the other film noir women who function_a~ 
sexual commodities, is, in the magic world of the movi_:_s, held up as a tempt-

-----------
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ing means of escape from the boredom and frustration of a routinised and 
aflenated existence. ~or'fs-it accidental that Neff, on his way up to his office 

-t-() makcl~s'rfn;r~nfession, encounters the elevator manwho tells him that 
he never could buy medical insurance from the company that he has worked 
for ·affoT!\iS ITfc;15ecause~liidi:is a"f;adheart: It is this feeling of being lost in a 
world o·f corporate values (represented in different films by big business, the 
police, themob etc:f thar are not sensitive to the needs and desires of the 
ind ivid uaL that,..P.ermeateffllrri"nofr. 
~ ~,.,-~ --.......... --- ~-~-- ·--~~~._.,-~-- -- -- ,_ 

In the world of symbolic searches, exchanges and satisfactions created by 
these movies, women are accorded the function of an ideological safety valve, 
but this functionis ambivalen·t.- Presented as prizes, desirable objects, they 
s~·to offer a temporary-satisfaction to the men of film noir. In the ( false) 
sairsTiicffons"IT1-aTHi"ey ·rep;esen(tfiey .. migiidje seen to prevent the mood of 
despondency and loss, characteristic of these films, from being translated into 
an understanding and analysis of the conditions that produce the sense of 
alienation and loss. However, the ideological safety valve device that operates 
in the offering of wonien'as_ sexua]co!l]in6difies~breaks down in probably 
mbsl~ofth'~s'e"Tilrils;6ecause the women are not, finally, possessed. Walter 
NeT((iSJ'i:ibi/lndemnity) summarises the position of many of the film noir 
men when he concludes: 'I didn't get the woman and I didn't get the money'. 
The same statement would be true for the men of Scarlet Street ( I 945 ), 171ey 
Live By Night ( 1949), Sunset Boulevard ( 1950), Lady From Shanghai ( 1949) 
and Gun Crazy (1949). 

One of the recurrent themes of film noir is concerned with the loss of 
those satisfactions normally obTiiineil througlf'tfie possession"of a wffe and the 
pmcnce ofaramTii;-016ugl1lTiTs·t11criieTsmfiliifcstcfrfTfi clifferciit. ways:·A1· 
tlie simple level of the"organisaiion'oHfie .ploi, w;ma~ 1,1 tlie Window< 1944) 
is one of the most obvious examples of the multifarious evils that befall a man 
who is left alone without his family. At the beginning of the film, the wife 
and cl1iiaien or'ff1e

0 

p~ofe;sor, who is the central character of the film, depart 
for a summer vacation, leaving him alone with only the company of his male 
friends. Left to his own devices he gets involved with a woman whose portrait, 
displayed in the window of a gallery, has mesmerised him. The woman turns 
out to be the mistress of another man, and because of his relationship with 
her, the professor is involved in a murder. 

As he sits at home, terrified that the police are closing in on him, he is 
surrounded by the photographs of his family, which seem to reproach him for 
the life that he is leading while they arc absent. 

At the end of the movie we discover that these lurid events have been 
enacted only in the professor's dream. But it is none the less significant that 
this masochistic dream is triggered by the departure of the protagonist's wife 
and children. Moreover in the images of this departure (see p28) - the family 
farewells at the station - we are given certain visual clues about the operation 
of the marriage. The children in the foreground of the scene, engrossed in 
their comic books, ignore both their mother and father. The father fumbles 
awkwardly with his hat, the wife, with an extremely restrained gesture, 
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touches him with one hand; both clutch at objects (the hat, the pile of glossy 
magazines) which prevent them from embracing each other. There is no 
warmth in the farewell, no hint of the erotic. Even the polished marble floor 
adds an element of coldness to the scene. 

In the world of film noir both men and women seek sexual satisfaction 
outsideofia;;\~ge. This-is frue; for exampl~, for the characters of Woman in 
fHe'·Wtndov{b'ouble Indemnity and Lady From Shanghai. However, a funda­
mentaJJ\!£9J2gjc;al ~qntradje;tion rises to th!: surface in these movies, for the 
noir lovers are~n2!.2ermitted the socially acceptable practice of quiet 'adul-

~~f ;~_~ci~?l~-~!~~},~9,eer2I£<irL~~.' H~e_!.~~~-? t prostitution, rec~n firms the 
·p;:t1macY.:;ofmo~g~mr.:r. rather they are required to carry out the v10lent 
destruction of the marriage bonds. Paradoxically (and it is through this para­
dox that the dominant ideology attempts to reassert itself),.Jlie destruction of 
the sanctity of marriage, most notable in Double Indemnity, results in placing 
therelaTionsfiipof'fhelovers uriaersuchs-train, so beyond the boundaries of 

"fonvent1onal moral law ;tfi'at therelaHonslilp'beco11_1es_;Hdmpossibility, and 
tr'aiisrorms 1fserfmt0Tfi"flocus::01miitual destruction. . - -· 
""innotil511i'1n'3emnity' tfie'a'ct o(k'iHing the husband serves as the supreme 
ac~"~f-~21s~~~-a_g~J~t,ta!'!!Ux1i~;ann1as;·msome sense: to be atoned ror 
tfirough the mutual clestruction oJ..!h~Jciy_t!_rsffitfie macabre shoot-out, at the 
l'a:rnihJ1_®:se,:~n: enas the mm. it is perhaps-rnosfdear in -this movie that 
the e.xpr,e~sion ofsexu'aj°f_fy;and_tfie)DstiJ,l)tion of marriage are at odds with 
q_ne .. another:,.and..that b<:>~h.J1leasure and death lie outside the safe circle of 
family relations. 

Mo;eoverthefe is clearly an impetus in film noir to transgress the boun­
daries ofJh!~,Si.r.<:!t; for the presence of husbands on crutches or in wheel­
cliahs (Double Indemnity, lady From Shanghai} sugg~sJs that impotence is 
s _ chow a normal component of the married state': Other imagery in these 
films suggests that a routinise ore om an a sense of stifling entrapment 
are characteristic of marriage. A large birdcage looms in the foreground of the 
family home in Scarlet Street, separating husband and wife (see p28), and the 
husband hovers uncertainly at the edge of the frame, holding in one hand the 
paint brushes which signify for him his escape into the fantasy world of his 
paintings. The family home in Double Indemnity is the place where three 
people who hate each other spend endlessly boring evenings together. The 
husband does not merely not notice his wife, he ignores her sexually; so that 
it is only under Neffs gaze that her long legs become the focal point of both 
the room as Neff sees it and the composition of the frame (see p30). While 
Neff looks at her, the husband looks at the insurance papers which function 
as his own death warrant, in the sense that they are the device through which 
the lovers plan to benefit from the large insurance payments on his death. 
Neff is subsequently caught up in the inescapable cycle of desire, death and 
retribution. 

By contrast, the man in lady From Shanghai, Michael, does not kill, and 
does not die, but neither is he satisfied. He watches as husband and wife kill 
each other-(see p30), realising at last that she has betrayed him as well as her 
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husband. It is at the end of the movie a condition of the lonely :rnd frustrating 
freedom of Michael (as well as for the crusading private eye in The Maltese 
Falcon, 194 l) that he is not married, that marriage is an impossible state for 
him. The men of film noir tend to be the chief protagonists, the chief movers 
of the plot, 'fliclocus from which the point of view of the film proceeds, and 
the central narrative consc10usness whfrh reiells the events of the past, and 
controls the unfolding orthe tale:However, this dominance is not total. For 
t'fi'c' 'black widow' women, for example in Double Indemnity anc.l Lady From 
Shanghai, are actively involved in the violent assault on the conventional 
values of family life. 

If many of the films noirs depict a boredom and sterility associated with the 
married sta!l:,ofTierspresenf-inarried couples who create a kind of anti-family. 
Mostobv101isry;··10Vers·o11 the run are unable to conform to the normal stereo­
types of family or married behaviour. The lovers on the run of Gun Crazy anc.l 
17,ey Live By Night (1949) are, technically, married; they go through. the 
marriage ceremony. However, their position outside the law does not permit 
them to function as normafcoujJ!es acc:e'pfable to the dominant ideology. 
ITicir mariiagctl'uriction;;th~--n-exus o·f cicstruction' not as the showcase of 
dcsirefwfillcu"."Evcff'thc fuairiagc .. ccrc'inony.has a slightly threatening quality 
to it in 17,ey Live By Night. The left foreground of the frame is taken up by 
the looming figure of the man performing the ceremony (see p32): the lovers 
face the camera in the centre and behind them, seeming to encircle and 
dominate them, hover the two stern-faced witnesses. Moreover the man who 
performs the ceremony appears again later in the film as the one who can 
most clearly foresee the rapid approach of the tragic end. In refusing with an 
unexpected honesty to take the money that he is offered to help the young 
couple across the border into Mexico, he is the one who makes clear to them, 
at last, the impossibility of their situation and the inevitability of a violent 
climax. 

In Gun Crazy the isolation of the couple as well as their rH>r1conformity to 
certain social norms is emphasised by the way in which they arc presented as 
outsiders to the family and family life. Taking refuge with Bart's family at the 
encl of the film, they so clearly do not belong; they constitute a violent erup­
tion into the ordered patterns of family life. Moreover, as in 171ey Live By 
Night, it is through the organisation of the mise en scene that their final <loom 
is foretold. The scene in the deserted railway shack where they plan their final 
heist is characterised by a series of unsettling frame compositions: by such 
things as the obsessive presence in the composition of a large lamp, that 
dwarfs the human subjects; or by the blacking out of portions of the screen, 
caused by the intervention of objects in the foreground. As in Double Indem­
nity and Lady From Shanghai, the relationship of the lovers turns to mutual 
destructiveness. At the end of Gun Crazy, in the terrible dawn scene in the 
marshes, with the mist rising and the police encircling the couple, Bart shoots 
his wife in order to stop her from shooting his male friends -· the cop and the 
newspaper man. Destructive passion characterises the central male/female 
relationship, while the more protective gestures of loving are exchanged, as in 
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Double Indemnity, between men. 
The sterility, in conventional family terms, of the central male/female 

relati~lm,roir(:md-ofrcff tlfose ·relationships arc unfavourably con­
tritste<l ~ith ma.'le/rnalflelali60ships)is further emphasised by the childless­
iiesso'tthe··c;;upfes. Sunset Boulevard offers an interesting example of this 
~- The absence of the family and the failure of romantic love arc cen­
tral thematic elements. Joe Gillis: by bec~ming involved in the unsanctifieu 
relationship~ gigolo (the paid and kept lover) to Norma Desmond, loses 
whatever chances he might have had of finding a successful romantic relation­
ship. llis failure is matched by hers, and the presence of the butler (von 
Stroheim), her ex-husband, now her servant, ministering to her relationships 
with men like Joe, is a permanent retninder of the failure of romance and 
marriage in her life. The macabre incident in which the butler and Norma 
officiate at the nocturnal, candle-lit burial of the chimpanzee which is, 
Norma's substitute for a child (see p32), seems to summarise the sterile state 
of a world which Ooats adrift from the normalcy of a society normally 
governed by the institution of marriage, and the relations of family life. 

The family, within a capitalist economy, has functioned both objectively 
and sifb]cctivcJy'°as"°tf1efocusofwom~;l,S particular oppression. !ts internal 

._J/ ~1t~!,i£~1;v·073~ygce{iJ!~.stnd~?!(~gical entities: d:1ughters, wives and 
~ mothers, tl'ia't are so familiar aparf of our world. It 1s the absence of normal 

iamiTyrclaiJori1itTi1c neiwciik of relationships bctweeri IT1()thcr-fothcr:wifc­
~ltter-son) that forms one of the distinctive parameters of film 
noir. If WC can say that r;~ffiafeiirfrles-arc-mc ideological f1etions called into 
~Ti'ig'by family relations, then the absence of these relations, which arc by 
definition normal in capitalistsocic't'y ,creates a vacuum that ideology abhors. 
Tliis-rcrr1blc'iiriscrice offiimily relations allows for the production of the scecls 

--.:v '~L~Z>~!Ti.\sff~~1!")~gJ~-s:'Tlic··abscrice or disfigurement of the family both calls 
,1?'\\ attention to its own lack and to its own deformity, and may be seen to 

encourage the consideration of alternative institutions for the reproduction 
of social life. Despite the ritual punishment of acts of transgression, the 
vitality with which these acts arc endowed produces an excess of meaning 
which cannot finally be contained. Narrative resolutions cannot recuperate 
their subversive significance. 

Notes 

The film noir period can be taken to coincide approximately with the appearance of 
Tfte Maltese Falcon in 1941 and of Touch of t:vil in 1958. 

2. 1l1c polemic for this position, and for the primacy of this method, is developed in 
Bill Nichols' article: 'Style, Grammar and the Movies', Film Quarterly, Vol. XXVlll, 
No. 3, Spring 1975, pp33-49. 

3. The methodological inadequacy of this article lies in its failure to conceptualise the 
relationship between its own (only partly articulated) mctho<l, and the primary hypo­
thesis already postulated, namely that of the primacy of visual style. Moreover, the 
attempt at analysing ways in which certain stmctures within the movies reflect certain 
(chanr,ing) structures within the society that is contemporary with the movies is 
insufficiently theorised. 
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