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ABSTffiCT 

This thesis attempts to articulate the nacure of Kipling's 

cclonial vision in the novel Kim (i901) as Lt was appropriatec by 

Eollywood in 1 3 5 0 .  Borrcwing from the writings of various Kipling 

scnolcrs, postcolonizl theorists, psychcanalysts, and film 

+ i.,eorists, a.. 1 rackle the issue of subjectivity as it applies both to 

the cclonizer acd to the colonized in his/her zct of representing 

and, su~sequently, of identifying with that whicn exists c s  other 

c r  externol to him/herself. 1 argue that whac is central to the act 

cf representing the other, especially for the colonizer, is a 

dependency on t n e  process cf siçnification in the field of vision: 

botn the colonizer and the spectator of filn m ~ s t  enkounter images 

visually -- by looking at the other and 8y Deing look& at in the 

~ r o c e s s  -- in order to exist 2s su~jects. 1 refer to this visual 

Pcor,omy in terms of the concept of scopophllia a n a ,  therefore, also 

examine tne issue of pleasure as a rnodality cf desire. Throughout 

thFs thesis, 1 approach the ideas of Jacques Lzcan through the 

rneories of postcolonial and film critics alike, buc 1 clso argue 

z ç c i n s i  che ways in whicn Lacan has been applied to the situation 

of tne Othered "subject" because 1 realize, as an Indo-Canadian 

wonân, that these theories foi1 to articulate my own experiences of 

Cssire ir, :ne forrns of pleasure ana repulsicr,. I argue that the 

ways in which the colonizer desires cannot be applied to the ways 

in which the colonized experiences "subjectivity" as an object of 

the imperial look and gaze. Because of the corporeal fetishization 

of the colonized as the Other of the white self, 1 am prevented from 
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eqoriencing subjectivity i n  the conventional Laczniar, ser,se and, 

iriscead, ncst p e r p e t l ~ a l l y  emSody a position zs Ochor .  Eowever, my 

cbj~crification in the field of  vision does c o i  mezn thzt 1 f c i l  t o  

I cok  ac  images and, t h e r e f o r e ,  t n a t  1 f a i i  t o  " ces i r e f '  frcrr, rny 

c t h e r e d  ?osition. Lt is precisely this o t h e r  f o r n  of "desire" thct 

I u l z i r n a ~ e l y  explore in the t h e s i s ,  concluding t ? a t  the  parameters 

of  E i l r i c  p â r t i c i p a t i o f i  neod cc be expancea. 



Tc the nemory of ny f a t h e r  and to h i s  àzily coaxing from 

within t h a t  nelped me to f i n i s h  tnis w o r k .  

rCI L C  mon, V i p i n ,  a n d  S a n g e e t a  f o r  their consïant scpgorc. 

m 
L O  Ezic f o r  helpinq m e  battle my g r o r n l i n s .  

Ts Nency F G S ~ E Z  whose ur rasscmin~ brïiliance ccncinues Co 

h z f f i e ,  buc i n s p i r e ,  m e .  
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PRE FACE 

r e a d i n g  F r a n t z  

ü z a e r g r z d ü a t e  s t u d e n t ,  1 came a c r o s s  a n  i n t r i ç u i n g  co rnpa r i son  

5ecwee2 zhe n c c i v e  h t i l l e a n ' s  e x p e r i e n c e  G S  a s p e c t a t o r  o f  f i l m  i n  

h i s  couErry of birtn a n d  his e x p e r i e n c e  a s  a  d i a s p o r i c  n a t i v e  i n  a 

12 the $-?tiiles, Che y c m g  Neqro idertifies h i m s e l f  de f a c c c  
with Tarzan a g a i n s t  t h e  Neçrces. T h i s  i s  much more d i f f i c u l c  
f o r  h i m  i n  a Europecn  t h e a t e r ,  f c r  ï h e  rest o f  ï h e  a u d i e r i c e ,  
w h i c h  is w h i t e ,  a u t o m a t i c a l l y  i l l e n i i f i e s  nim w i t h  s a v a g e s  o n  
c 5 e  s c r e e n .  . . A d o c u m e n t a r y  filn o a  A f r i c a  p r o d u c e s  s i m i l a r  
r e a c t i o n s  when it is shown i n  a  F rench  c i t y  a n a  i n  F o r t - d e -  
F r z n c e  . . . I n  F r a n c e  a Negro who sres rhis d o c u n e n t a r y  is 
v i r t u z l l y  p e t r i f i e à .  There h e  h a s  no more h o p e  o f  f l i g h t :  H e  
i s  at o n c e  E - n t i l l e a n ,  BusAhman, a n d  Zulu. (152-153) 

1 r e a i i z e c i ,  i m , . i e d i a t e l y r  how a p p l i c a k l e  Fanon ' s  s t a t e f n e n t  w a s  t o  iny 

e x p e r i e n c e  Indo-Canaa ian  

now, c o u s i n s  w e r e  

p a r t i c u l a r l y  f o n d  o f  h e r i c a n  c a r t o o n  f i g u r e s  like Pcpeye  ancf Bugs 

3cnr?y, f i gu re s  t h e t  f r e e l y  r i c i i c u i e d  t h e  cus toms  and  b e h a v i o u r s  o f  

con-white p e o p i e s . '  Whereas i n  CirioUa, 1 nad  always idefi t if ied w i t h  

z n c  nac  known n y s e l f  t o  be c u l t u r a l l y  a p p r e h e n d e d  zs t h e  savage cn -  

sczeer,, ny c o u s i r i s  i n  I n d i a  i z u g h e d  u n a ~ o s h e d l y  a t  t h e s e  inages o f  

and ~a t ives i n d i c a t i r t g  t h a t  t h e y  a s  s umed 

+- L ~ e  ' p o s i t i o n  of t h e  t a r g e t e d  v i e w e r  i n  t h e i r  i d e n t i f i c a r i o r .  w i t h  

Popeye  o r  Bugs Bunny. U n l i k e  rny r e l a t i v e s  i n  I n d i a ,  1 n a v e  Eron 

e a r l y  c h i l d h o o d  been a w a r e  of t h e  c o l o n i a l  l o o k  t h a t  c o n s t r u c t s  t h e  

visible a i n o r i t y  o n  t h e  b a s i s  of h i s / h e r  f e t i s h i z e d  s k i ; .  ' - ' 23-.-2t 

1 recall  images of Popeye, f o r  exwnple, jeering a t  black-skinned, f a t - l i p p e d  
and illiterate, but no i sy ,  "goons." 
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t n e r e f o r e ,  a lways  wa tched  images o f  "qoons" a n d  d a r k - s k i n n e d  n a t i v e s  

w i t n  n o r r o r ,  f e a z i n g  c h a t  t h e  n e x t  t i m e  1 v e n t u r e d  o u t s i d e  my home 

~ . w o u l c  a g â i n  br a c c u s e d  o f  c a n n i b a l i s m  o r  s a v a g e r y .  Xy awarezess 

cf Q e i n g  l o o k e d  ac w i t h i n  t h e  l i b i a i n a l  econcmy of v i s u a l  

i c e n t i f i c a t i o n ,  o f  rny c c n s t r u c t e d n e s s  as a  s p e c t a t o r  of images ,  

f o r c e c  ne t o  acknowiedge  t h e  i n 3 e r e n t  t e n s i o n  between t h e  r a c i a l i z e d  

A d d r e s s l n g  t h e  r a c i o l i z a t i o n  o f  non-whi ï e  peoples  iz Canada ,  

w r i t e s  t h a t  

[ t l h i s  c a t e g o r y  of  " v i s i b i l i t y , "  a n d  t n e  c o n s t r u c t i c r ? ,  o f  c n e ' s  
self a s  a m i f i o r i t y  . . . w o r k  a s  o p e r a t i v e  c a t e g o r i e s  n o t  
~ e c a u s e  ïney p o s s e s s  a n y  t r u t h ,  b u t  8 e c a u s e  t h e y  e n f o r c e  t h e  
r a c i s t  or,d î m p e r i a l i s t  r e l a t i o n s  which a re  a l r e a a y  in p l a c e ,  
. . . To be l a b e l l e d  "visible" is cc b e  t 6 l d  t o  become 
i n v i s i b l e ,  t o  g e t  l o s t .  ( " P o p u l a r  Images  o f  S o u ï h  A s i a n  
Woaen" 109) 

?s an Indo-Cmadian  woman, I have b e e n  s c c i a l l y  c o n s t r u c t e d  i n  term 

of t n e  v i s i b i l i t y  o f  my e p i d e r m i s  wh ich  marks  m y  c i f f e r e n c e  a s  a 

Cstnadian .  Irt t n i s  t h e s i s ,  I d e a l  with. t n e  p o l i t i c s  o f  v i s i j i l i t y  

a?C! i ~ v i s i ~ i l i t y  a s  i t  relates to che i s s u e  of c o l o n i a l  

r e p r e s e n ï a c i o n s  of  t h e  S c u t h  A s i a n ,  a n a  s u b s e q e n t l y  t o  my cwn se l f -  

r e p r e s e n t a t i o n  i n  l a n g u a g e  a s  a s p e c t a t o r  o f  f i l m .  E z v i n g  

i a e n t i f i e d  w i t h  a n d  Deen s o c i a l l y  p e r c e i v e d  as t h e  "goon" i n  

c h i l d n o o d ,  I a m  t n r i l l e d  at t h e  p r o s p e c t  o f  images o f  Soiith A s i a n s  

o n - s c r e e n  whicn  allows m e  t o  become a consumer  znd ,  t h e r e f o r e  a l so ,  

a p a r t i c i p a t i n g  s p e c t a t o r  o f  images  i n  t n e  med ia ,  However, 

naja Si lverman w r i t e s  t h a t  "Lacan s h a r p l y  d i f f e r e n î i a t s s  t h e  gaze from t h e  
subject's look, conferring v i s u a l  a u t h o r i t y  n o t  on t h e  look but  on t h e  gaze. 
Fe thereby sugges t s  that what is determinative fo r  each of us i s  n o t  how w e  
see o r  would l i k e  t o  see ourse lves ,  b u t  how w e  are perceived by t h e  c u l t u r a l  
gaze" ( T h e  Threshold of Che VisiSle World 19). 



corivsrgi~q on tnis anticipatory excitement at becoming 5 spectator 

is the sensation oE horror that prevents rny participation in the act 

of ccnsuning images: 1 am the abject viewer who Fs cenied the act 

of i d e n t i f i c z t i o r ,  because the image on-screen is the prescribed 

Other of cne white, aale self that 1 have cane ïo e-nbody off-screen. 

I choose to explore the politics of iockin- throuqk the texts 

cf ibcyzrc!  Kiplinç whose representations of Inciia zna C h e  I n c F a ~  

have influenced filmic porcrayals of the East mcre pervasively, 1 

Delieve, thân any otner writer's. Commenting on t h e  neo-colonial 

nostalgia for empire tnat the Raj mania films of the 1980s 

reconstruct for Britons, films which include t n e  1984 version of $&J 

starring Peter  O'Toole as the lama,' Salman 2ushdie'sugqests that 

"Britain is in àanger of entering a condition of cultural psycnosis 

in whicn it begins once âgain to strut and posture liko a great 

power"  (Charles 3-llen "In the grip of R a j  mania" 10) . Rushdie's 

atrencion to tne nostâlgiâ evokea in the films of the 1980s is 

interesting when it is cpplied to the classic Xollywood films about 

India chat pr-ceded the 2 â j  hype era, many of which were adaptâtions 

of Rudyzrd Kipling's works . "II this chesis 1 address tne issue of 

a nostalgia for empire in terms of MGM's 1950 fiim Kim which 1 

believo to be a perfecc e a r l y  example of a postcolonial longing for 

"the good old days when Eritannia ruled the k a l a  c a n i "  ( M i e n  "In 

E s a m p l e s  of other films of the Raj revival era include Jewel in the Crown,  
Staÿ ina  On, Heat and Dust, j h e  Far O Paviliou, A Passoae to Indis, and Tales 
of India. 

For a comprehensive filmography of Rudyard Kipling-based films, refer to the 
a r t i c l e  "Kipling on Film" by Philip Leibfred. 
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the qripr' 10). - K i n !  repxoduces the anxiety of Kiplino's colonial 

rorracive and, ir! typical inperizlist fashion, repezts t h e  grou9 

fzntasy cf wnite suprenacy in order to sustain a senss of ccnerence 

for rhe i l L i t e  male self aï a time wher ,  it Cegan tc disizzeçrate 

. . c~stcricslLy. Filned only 2 few yezrs zfter Indis's incependence 

in 7 XGM's Kim ~pproprictes Kiplinq's OrFonrâlLst fêr-zasy of 

x> - ,ne - i n f e r i o r i t y  of n s r , - w 3 i ~ e  races, the n e c e s s i t y  ü - - - ( -  
+ : A C ~  DS 

rzlec b y  c superior zace, ar,d their aissolute unchancincj essence" 

( S a i d  Culcure and Irnoerialism 151) which, liKe other Orientaiisr 

Eailpooc prccuct ions, reco~cilea the âmbivalence of .Americat s o m  

inpsriclisi activit ies aric erisured Holly.~ooa' s "expânsion as 

zodernit y' s aominant purveyor of info,tmotion,- zttitudds, 

e?tertaiimer,t, and consensus" (-2-qdrew "Praying Manïis" 232). 

Xecccjnizing Che importance of Rushdie's comment concerninç the 

iceological i m p l i c a t i o > s  of Eilm, t h i s  thesis explores the influence 

î n a t  Kipling's novel haà on MG14's film Kim and on other popular, 

filnic representatiom of the Soctn 3-s izn.  BeginnFng with an 

znalysis of Rudyard Kisling's novel Kin in Chapter One, I address 

the Cisccrsive auïnority with which Kipling wrote aboct the East, 

carticulariy about India, ana represented the native as the Other 

of the white, male self withir, the field of vision. Kiplinq's 

auïnority, 1 suggest, hinges on his identity as an Orientzlist. In 

tne forwzrd to Niahtrunners of Benoal ,  a popular, fictional account 

of the Indian Mutiny of 1857, john i4asters writes, in typical 

Orientalist fashion, thaï in ordez to zppreciate f u l l y  his aepiction 

of India rhe reader must "experience the anticipation 2nd self- 



r e c o g n i t i o n  and t h e r e f o r e  the c o m p a s s i o n ,  wnich I b e l i e v e  t o  be t h e  

p r o v i n c e  o f  h i s t o r i c a l  f i c t i o n "  ( i x )  . Al though  K i p l i n ç  never 

c l a i m e d  t o  be a w r i t e r  of h i s t o r i c a l  f i c t i o ~ '  h e  often a p p e a l s d  t o  

b i s  a - -  r e o c o r s  a s  a n  O r i e n t a l i s t  b y  i n s c r i b i n g  w i t h i n  his f i c t i o n  

cb j ec t ive ,  v o y e u r l s t i c  n a r r a t û r s  who s p o k e  w i t h  e t h r i o g r a ~ h i c  

c t i t h o r i t y .  K i p l i ~ q  was, t h e r e f o r e ,  c a c e c o r i z e d  a s  a c o l o r i i a l  e x p e r t  

gr. tne I-ndian S U S - c o f i t i n e n t ,  a c a t e g o r i z z t i o n  w i t h  which 1 deal 

e x t e r . s i v e l y  i n  t h e  s e c o n d  c h a p t e r  o f  t h i s  t h e s i s .  

Nnat oecomes a p p a r e n t  f rom K i p l i n g ' s  O r i e x t a l i s t  p r a c t i c e  of 

i c t e r p r e t i n q  and  s u b s e q u e n t l y  r e - z e s e n t i n g  images  cf t h e  S o u t h  A s i a n  

i s  t h e  i m p o r t a n c e  o f  t h e  c o i o n i z e r ' s  o c t  o f  l o o k i n g  at o t h e r s  a s  a 

neans of t r a n s l a t i n g  h i s  own e x p e r i e n c e s  i n t o  forms 'of Icnowleage. 

I n  o r d e r  t o  m a i n t a i n  the a u t h o r i t y  o f  t h i s  I c o k ,  however ,  t h e  

colonizer mus t ,  1 s u g g e s t ,  s e c r e t i v e l y  p e e r  i n  on n a t i v e  l i f e  f r o m  

che p o s i t i o n  of t h e  i n v i s i b l e  v o y e u r ,  a p o s i t i o n  that i s  c o n s t a n t l y  

c n r e a t e n e a  8y  a  l a r g e r  a n d  o m n i p r e s e n t  c u l t u r a l  gzze. I a d d r e s s  t h e  

c u l t u r a l  g a z e  i n  t h e  s e c o n d  c h a p t e r  of  t h e  t n e s i s  i n  t e r m s  of t h e  

ways i n  wh icn  K i p l i n g ,  a s  an i m g e r i a l  bard, âna h i s  images  o f  

India ( n s )  a r e  r e p r e s e n t e d  Dy t h e  wr i t e r r s  i m p l i e d  a n d  p o p u l a r  

c u d i e n c e s .  K i p l i n g ' s  c o n s t r u c t e d n e s s  a s  a w r i t e r  a n d  the ways i n  

whict., he  i s  r e p r e s e n t e d  i n  Hollywocd f i l m s  s u g g e s t  t h ô t  h e  i s ,  

u l t i m a t e l y ,  u n a b l e  t o  r n a i n t a i n  t h e  b o ~ n a a r y  be tween  t h e  i n v i s i b l e  

c o i o ~ l z e r  a s  spectator a n a  t r . ~  . i s i b l e  c o i m i z c c  a s  s p e c t a c l e .  It 

is t h e  v e r y  performa t i v i  ty, t h e r e f o r e ,  of t n e  c o l o n i z e r t  s i d e n t i t y  

t h z t  becomes a p p a r e n t  i n  K i p l i n g ' s  n o v e l  a n d  EGMts f i l m  K i m .  

C h a p t e r  T h r e e  i s  a n  i n t e r r o g a t i o n  o f  t h e  i s s u e  o f  desire  a s  i t  
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cakes fom in the process of identification tnat accompanies the act 

of wctching a film. Film theorists l i k e  Christian Metz and Stephen 

-. r ie2ch turn to the theories of Jzcques Lacan and discuss desire in 

zerms of scopophilia, the desire to look and to ~e looked a î .  Fer 

~ 0 t h  theorists, the canera-eye acts 2s the metonynic replacement of 

c~he icie~l subjecï-spectâtor's "1" in its icentificâtion with the 

o5jectifiec imzqe on-screen. The techcolocy cf ïhe ccrnera-eyo 

c o r b i z e s  with tne larges cinenatic institciion, which incluces 

classical 5oll'/woou1 s ideological framewcrk ( e  .g. the \'starf1 system, 

e5vertising, screen writing), in order to position the ideal viewer 

as a voyeur-spectaïor. 1 argue in Chapter Tnree, branching off f r c m  

the zheories of vzrious ferninist film critics, tnat' the racially 

ctnered and genaered viewer only masocnistically assumes the 

voyeuristic position of the i d e a l  subject-spectator, but that this 

s?zce of masochisin Fs not the only available position ?rom which to 

look. Referring to t ~ e  autobiographiczl accounts of Frantz Danon, 

I argue thzt the othered viewer is of:en prevented froir. becorniq a 

vl=yecr anb, instead, wcttches images from a rositicfi off-screen as 

a s-ectâcuiarized-spectator based on tne fetishization of his/her 

epiderrnis. The othered viewer is aware, more specifically, of the 

cultural gaze by which she is cef ined as a spectotor and coes Rot, 

like tne ideal viewer, mistale her look for the illusory authority 

of tne voyeuristic gaze in her identificatiori with the camerz-eye 

ana witn the images on-screen. In this thesis, therefore, ï n e  iE=XS 

"colonial gaze" and "cultural gaze" refer, respective~y, to the 

look of the white, male colonizer w h o  perceives hirnself as an 
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i n v i s i b l e  voyeur ,  and t o  a s p a c e  o u t s i a e  o f  the s u b j e c t - s p e c t a t o r  

( i . e .  t h e  i de21  v i ewer  o r  t h e  c o l o n i z o r )  t h a t  e n s u r e s  n i s  v i s i b i l i t y  

ir c n e  f i e l d  o f  v i s l c n .  hforeover,  1 t a k e  t h e  Lock g e n e r a l l y  t o  be 

any p a r c i c ~ l z r  n z n i f e s t a t i o n  o f  tnc Gaze, ôny d iâch rcn i c  o c c u r r e n c e  

of  the cynchronic q c z e .  T h e r e f o r e ,  whezher t h e  gaze r n a n i f e s t s  

- .  i t s e l r  ir: Ehe F i l u s o r y  auïhority of K i p l i n g ' s  l c o t ,  t io l lywoob 's  

look, o r  ev2n  t h e  c a l o n i â l  l o o k s  of l i c e r s r y  a d  f i l n  c r i t i c s  a l i t e ,  

i t  is t he  o c n e r e c  v i e w e r ' s  zct cf i o o k i n g  ~ a c k  at cho c o l i e c t i v e  

c o l o n i a l  çcze t h o t  u l t i m a t e l y  s u b v e r t s  i t s  os su r tp t i on  of pcwer .  

in t h i s  t h e s i s ,  I i 2 t o n d  t o  a d d r e s s  t h e  i s s u e  of 

- r e p r e s e n t a t i o n  on two l e v e i s .  F i r s t ,  L e x p l o r e  t h e  ways i n  wnicn 

the c c l c n i z l  gaze  cornmodifies t n e  r a c i a l i z e c i  body o f  t h e  Sou th  A s i a n  

in X i p l i n g ' s  a n a  Hollywood's  t e x t s .  I t h e n  examine the ways i n  

. - w z ~ c h  t h e  o t h e r e a  v i ewer  is p r e v e z t e d  from r e p r e s e n t i n g  h e r s e l f  i n  

i m g u a g e ,  p r e v e n t e d  f r o n  d e s i z i n q  a n  i l l u s i o n  of p s y c h i c  c o h e r e n c e  

i n  l a n g ~ a g e  because  of  h e r  awsrenass o f  t n o  c u l t u r a l  g a z e  b y  wnich 

s h e  h a s  becorne a f e t i s k i z e d  imsge. T h e  o t h e r e d  v i ewer ,  therefore, 

i s  t h e  spectacularized-spectâtor wko l o o k s  back zt t h e  c o l o n i a l  g a z e  

ir, ner e n c o u n t e r  witn f i l m i c  images ,  ar! a c t  t h z t  c h a l l e n g e s  t h e  

w i v e r s a l i t y  o f  t h e  s p e c t a t o r ' s  p o s i t i o n  i n  consüming f i l m i c  h a s e s .  

12 Cnapter Four I u s e  t e x t u a l  a n a l y s i s  a s  a s t r a t e g y  i n  my 

examinacion of Kim's a p p e a l  t o  t h e  i d e a l  r e a d e r / v i e w e r .  At Zhe s a n e  

t i rne ,  however, 1 examine my own s o - c a l l e d  " i d e n t i f i c a t i o n "  w i t h  t h e  

ï e x t  i n  order t o  s u g g e s t  t h e  wzys i n  which t h e  o t h e r e a  v i e w e r  i s  

a e n i e d  t h e  p r o c e s s  o f  s e e k i n g  a c o h e r e n t  s e l f - i r nzge  i n  t h e  s p e c u l a r  

mirror of  i d e n t i f i c a t i o n .  T n i s  t h e s i s ,  t h e r e f o r e ,  is  n o t  a b o u t  
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zrt iculzting a politics of resistance by which the othered viewer 

beccrnes an active agent in reconstrclcting stereotypical ifnages of 

the nacive fron tne perspective of an authentic, c u l t l ~ r a l  position. 

s 22  cthered v i e w r ,  1 on clearly not iiiterested in becoming a 

subjezE-spectator of film in order to define the ways in w h i c n  

visible minorities participate as film-viewinç cornmunities in 

Canads . I ne i the r  represent  zhe v i e w i n g  cx?erier,ces of visible 

xinorities in Canacta, r,or speak for Inco-Conadian wornar! cc  lzrqe. 

Insteac, 1 a n  interestod in cnartinç the sensâtions of pieasure a n c  

rcpulsion that I experience as a viewer anc,  subsequently, i n  

redefining tne position of the subject-spectator from my own 

p c s i t i o n  as an othered viewer. 



Kiolina's Kim ( 1 9 0 1 )  : The Colonial S e l f  a s  Voveur and Its O t h e r  a s  
Soectac le  

I n  h i s  a u t o b i o ç r a p h y  Somethiza of F v s e l f  Rudyzrd Kipling 

c o n s i d e r s  his n o v e l  K i m  i n  retrospect a n d  writes that he  "had a 

vaque n o t i o n  cf or: b o r n  I n c i a  and m i x e a  w i t n  c a t i v e  

life" ( i 3 0 ) ,  buz ne lc te r  c c n 2 e s s e s  t h a c  

[ t l h e  only crccble was t o  keep i n  [ K i m ]  w i t h i n  bcunas 
[Cecause!  [ b j e t w e e n  u s ,  we knew e v e r y  s t e p ,  s i ~ h ~ ,  and srne11 
on  h i s  c a s u o l  roaa ,  o s  WIII a s  1 t h e  persans he net .  
(Sorneth inq  140) 

I n  a  n o v e l  l i k e  K i m ,  wnose r e p r e s e z t a t i o n s  o f  n a t i v e  l i f e  e e p e z d  on 

-,Le c o n s ~ r u c t i n g  l o o k  o f  t h e  c o l o n i z e r ,  t h e  "Dounds" to wnich  

K i p l i n g  a n x i o r r s i ÿ  r e f c r s  are  p r i m a r i l y  v i s n â l .  p l i  l i k e  h i s  

c h a r a c t e r  Kim, rezlizes t h a t  I1[n]o man coulci be a fbol . . . who 

novec s o  g e r i t l y  a n a  s i l e n t l y ,  2nd  w h o s e  e y e s  w e r e  s o  d i f f e r e n t  f r o m  

tne c i u l l  f z t  eyes of o t n e r  SanFDsw (E(Fm 5 6 8 ) .  As a n  -%nglo-1ndian'  

hirnself, K i p l i n g  e x t o l s  t h e  p e r s p i c u i t y  a n d  i n c o n s p i c c o u s n e s s  of 

K i m '  s Angle-Indian p e r s p e c t i v e  wh ich ,  S e c a u s e  o f  i t s  s p a t i a l  

r o i  t o  native experience, h a s  a c q u i r e d  e ~ o u g h  i n s i g h r  t o  

inzorrn t h e  i m p l i e d  r e a d e r t s  lirnited vision o f  t h e  world. K i p l i n g  

Delievrs t h a t  n e ,  t h r o u g h  t h e  c h a r a c t e r  o f  Kim, c a n  p e n e t r a t e  o r ,  

C o l o n e l  C r e i g n t e n ,  see l o o k  t n a t  p ierce  [ S I  t h r o u g h "  

(i(im 5 6 5 )  t h e  ci iaos t h a t  s u r r o u n d s  h i m .  For K i p L l c o ,  ~ : ? e r t f o r e ,  the 

cgiocial l o o k  i s  t h e  a u t h o r i e l  g â z e  tha r  i n v i s i b l y ,  y e t  a t t e n t i v e l y ,  

s x a n i n e s  n a t i v e  l i f e .  I t  is t h e  eye that, -n t u r n ,  c o l l e c t s ,  

I n  t h i s  t h e s i s ,  1 use t h e  term "Anglo-Indian" as  it was used du r ing  K i p l i n g ' s  
cime, aamely i n  r e f e r ence  both to t h e  e x p e r i e n c e s  of Rudyard Kipling who w a s  
born and  r a i s e d  i n  I n d i a ,  and to t h e  e x p e r i e n c e s  of S r i t i s h  subjeccs who 
moved t o  I n d i a  later i n  l i f e  Co s e r v e  the Queen. 



7 - 
i n t e r p r e t s ,  c a t ego r i ze s  o r  narnes, and subseq.c?errcly colonizes  t h e  

c a t i v e  as  o ~ j e c t i f i e d  image cr rnetapnorized ropresen ta t ion .  

I n  g r i en ta l i s rn  Edward Sa id  rer 'ers  t a  t h i s  a c t  of looking,  

which néi r i ta ins  t n e  i l l c s o r y  u n i t y  afid au tho r i t y  cf t h e  c o l o n i z l  

qzze, ir, c e n t s  of c u l t u r a l  appropr ia t ion ,  ïhe "long 2nd slow process  

o f  z?propr ia t ion  by which Zurope, o r  che Eurvpean awzreness of  t h e  

Oriez-,, cransr'orm[s i t s e l f "  ( 2 1 0 )  . C o l o ~ i a l  s i g ~ i f i c a t i c n ,  f o r  

Saic, i s  rnotivated GIT d r iven  b y  "a ce r t a i r ,  w i l l  c r  i ~ t e n t i o n  t o  

understsnd, i n  some cz se s  t o  con t ro l ,  mzriipulate, even t o  

incorporate,  what i s  a rnani fes t ly  d i f f e r e n t  world" (Orienta l i sm 1 2 ) .  

SaFdrs focus on t h e  wâys ir! which t h e  co lon i a l  s e l f  transfo,ms 

inages of t h e  C r i e n t a l  o r  Other i n t o  folrms of knowlëdge p o i n t s  t o  

t n e  a i s c u r s i v e  a u t h o r i t y  wi th  whicn Kipling, by way  of tne c o l o n i a l  

Gaze, r ep r e sen t s  cne Easc Co t h e  West. In Somethins of Mvself, fo r  

exam-le, Kipling w r i t e s  of h i s  incen t ions  t o  i n r e r p r e t  India  f o r  h i s  

zuaieace i n  Ezgland and con'ilents on what ne perceives  t o  be h i s  r o l e  

c s  zn Saglo-Fndian w r i t e r :  "1 exposed my notion of t r y i n c  t o  t e l l  

C O  t h e  l n g i i s h  s ~ m e t h i n g  of t h e  world ou t s ide  Fngiand -- r,ot 

d i r e c t l y  b u t  b y  impl ica t ion"  ( 9 0 ) .  K ip l ing ' s  i n t e n t i o n s  a s  a 

w r i t e r ,  w h i c h  he addresses  i n  Somethins of  Mvself, a r e  cornplicitous 

w i t h  zn ethnographic trasition cf r rec rese r i t in~  the  na t i ve  as  Other 

o r  foreicjn. K ip l i ng ' s  pe rcep t ion  of h i s  r o l e  os  ar! Anglo-Indian 

w r i t e r ,  i n  o t n e r  words, sugges t s  t h e  way h i s  c o l o n i a l  i de r i t i t y  

coi ludes  with c e r t a i n  t r a i t s  of t h e  t r a d i t i o n a l  e thnographer ' s  

i d e n t i t y .  James C l i f  forci sugges t s  t h a t  t h e  ethnographic i d e n t i t  y, 

"whether c u l t u r a l  o r  pe r sona l ,  presupposes a c t s  of  c o l l e c t i o n ,  



g a t h e r i n g  up p o s s e s s i o n s  i n  a r b i t r a r y  systems of value  and meaning" 

("Or! C o l l e c t i n g  anà C u L t u r e "  5 2 )  . A s  a n  A n g l o - I n d i a n  w r i t e r ,  

Kiplinç z s s u m e s  a p o s i t i o x  of a u t h o r i t y  w h e r e b y  t h e  self a n d  i ts  

O t h e r  âre r e p r e s e ~ t e a  i n  tne f a m i l i a r  t ropes of c o l o n i a l  

e ï h n o g r a ? h i c  a i s c o u r s e ,  o f t e n  i n  t e r m s  of E d w a r d  Said's def i n i t i o n  

of  t h e  O r i e n t d l i s t  " p o e t  or  s c h o l a r ,  [who] a z k e s  t h e  O r i e n t  speak, 

cescriSes t n e  O r i e r . ~ ,  [ a n a ]  rencers its r n y s i e r i e s  p l a i n  for am3 to 

t h e  'E!estrr (Orientalirn 20-21)  . ' 
K i p l i n g ,  h o w e v e r ,  m a  kes o t n e r  r e f e r e n c e s  i n  h i s  a ü t o b i o g r a p h y  

t c  his c u l t u r a l  i d e n t i t y  a s  a n  A n g l o - I n d i a n  w h i c h  c o r n p l i c a t e  h i s  

position as a n  O r i e n t â l i s t  a n d  e t h n o g r a p n e r .  K i p l i n g  c o n f e s s e s  t h a t  

d u r i n g  h i s  t i m e  i n  F n g l â n d  as  a c h i l d ,  

I have known a c e r t a i n  amount  o f  S u l l y i n g ,  b u t  this was 
c a l c u l a t e d  i z o r t u r e  -- r e l i g i o u s  a s  w e l l  a s  s c i e n t i f i c  . . . 
[ , y ] e t  it made ne g i v e  a t t e n t i o n  t o  t n e  l i e s  I s o o n  founci it 
n e c e s c a r y  t o  t e l l ;  a n d  t h i s ,  1 p r e s u m e ,  i s  t h e  f o u n c i a t i o n  of 
I i t e r o r y  e f f o r t .  ( S o m e t h i n q  6 )  

K i p l i n g ' s  e a r l y  e x p e r i e n c e s  of " b u l l y i n 5 "  i n  E n g l a n d  c o n t r i b u t e  t o  

n i s  1.- r e t r o s p e c t i v e  a w a r e n e s s  of h i s  p o s i t i o n  D o t h  a s  an o t h e r e d  

K i p l i n g ' s  t i t l e  P l a i n  T a l e s  from t h e  H i l l s  p r o v i d e s  an obv ious  exampie of  
h i s  O r i e c t a l i s t  intentiv~ To render  "mys te r ies  p l a i n "  o r  i n  una f f ec t ed  terms. 
Various cri t ics and  reviewers o f  K i p l i n g ' s  f i c t i o n  and  v e r s e  have corrmented 
on thé s c c c e s s  o f  t h e  w r i t e r ' s  hones t  o r  " p l a i n "  r e p r e s e n t a t i o n s  o f  I n a i a n  
l i f e ,  p a r ~ i c u l a r l y  i n  t h r e e  r e v i e n s  w r i t t e n  between 1891 t o  1992. L i o n e l  
Johriscr: w r 3 t e  t h a t  "Mr. K i p l i n ç ' s  1r .a izn s r o r F e  . . . si>-[! rhe cornon 
s o l à i e r  i n  a ccmmon wzy . . . ?'=lrase follûws pkrâse, instinct witn l i f e ,  
q u i v e r i n g  and v i b r a t i n g  wich t h e  w r i t e r ' s  i n r e n s i t y "  (Kiolinu; T h e  C r i t i c a l  -. neritaae 99-100) .  Oscar Wilde, i n  1891,  wrote t h a t  "From t h e  p o i n t  of view 
o f  l i f e ,  he [ K i p l i n g ]  is  a r e p o r t e r  w h c  knows v u l g a r i t y  better  t h a n  anyone 
has e v e r  known it" ( S i ~ l i n c r :  The  Critical 104). I n  1897 Cha r l e s  E l i o t  Norton 
wro te  chat  " P l a i n  Tales from the H i l l 5  gave proof  t h a t  a  m a n  wno saw chrough 
h i s  eyes  was studying l i f e  i n  I n d i a  and  w a s  a b l e  t o  t e l l  u s  whac he  saw . . 
. [and even w i t h ]  D e ~ a r t m e n t a l  Ditties and Ot-her Verses, o r  . . . B a r r a c k -  
Room Sallads . . . showed . . . t h e  same s u r e  touch ,  the s&me i n s i g h t ,  t h e  
sane imagina t ive  sympathy w i t h  a l l  v a r i e t i e s  of l i f e ,  and  t h e  same s e n s e  o f  
t h e  moral s i g n i f i c a n c e  o f  l i f e  even i n  its c r u d e s t ,  c o a r s e s t ,  and most vulgar 
a s p e c t s "  ( K i ~ l i n a :  T h e  Critical 186). 
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Anglo-Indian and as a teller of stories l a t e r  in Iife. However 

cbjec t ive  Kipling wants the narrâtors of his scories CG cp?esr  to 

kis implied audience,' he is aware, at least in his ccco3iograpny 

written years after his experiences in Inaiz, of the cultural 

expectations upheld by h i s  British public, a public whose critical 

rcception indicates an ochering cf Kisling as Z n  Angle-Indian 

w r i t e r .  This othering of Kipling is especialiy s i g n i f i c a n t  whcri we 

consid-r w h a t  Stephen D. 3 ~ a t a  suqqests in "A Universâl T c r s i g n ~ e s s :  

K i p l i z g  in the Fin-ce-Slecle," that "Kipling h i m s e l f  w a s  cfie-? 

descr ibec i  in terrns that mode his rctcial heritage problematic" ("A 

Universal Foreigrrness" 17) as a2 Aqglo-Indian.' Kipiiag, whetner 

he is âware of the implications of this othering Di critics and 

In his short story "In the House of Sucdhoo" from Plain Tales frcm che Eills, 
for exmple ,  Kipling inscribes the narrztor's position early in the story: 
"Tnen there is Xe of course; but 1 am only the cnorus that cornes in ot the 
end to explein things" (148). In "By Word of Moutnn from the some 
collection, the narrator confesses that "1 have lived long enouçh in this 
India to bow that it is best to know nothing, and can only write the stcry 
as it happeneb" (304). ïronically, aside froiil his confessions in his 
autobiography, Kipling' s projection of h i s  nazrators ' o b j  ectivity in tneiz 
accouncs of Indian life ana his sensational representztions of Eindu "jadoo-- 
wh ice  [end blackj magic" in, for exaple, the story "In the Rouse of 
Suddhco," are designed to shock his audience with graphic descriptions of 
Xinau superstition and horror. 

Arata writes that "Frorn the 1370's or,wzr<, as the study of race 5.-----p. '---'- -. 
more widespread and more 'scientific, ' the cfzestion of t' 5 ..:-~q'ro-Ir.zi~r,'s 
racial status became i ~ c r e a s i x q l y  vexez" i ".Le 'Jr-Fversal' 15, . .._ _ _ _  L e & -  - i 
increose in "scientific" analysis of populations in Indio, Satya P. Fohanty 
suggests in bis essay "Drawing tne Color Line: Kipling and the Culture of 
Cclocial Rule" that problems arose in classifying Che "nm.erous 'pocr whites' 
[in I~aia] who lived close to the natives and ofcen even in the 
streets..(because] (miost of these 'poor whites' were not 'half-castes,' thac 
is, of mixed Indian and British origin" (325) . One can only imagine the fear 
and anxiety that this widespread discourse on race, this late nineteenth- 
century episteme of ethnology, produced in Kipling as an Anglo-Indian who 
increasingly faced the dangers of being defined racially Dy critics in 
England. Kipling's ethnographic objectification of the common soldier in his 
wri ting, however, demonstrates his attempt to dissociate himself f rom the 
potentially sordid aspects of the category "Anglo-Indian." 



reviewers or  not, feels t h e  n e e d  t o  t e l l  "lies" (Someth inq  61, t o  

"produce new ayzns t o  c o n s o l i c a t e  t h e s e  [ S n q l a n d ' s j  c u l t u r a l  Fdeas  

as a p a r t  of n i s  own s e a r c n  f o r  a n  i n t e q r a t e d  s e l f h û o à "  (-;skis 

a ,  "Tho P s  y c h o l o g y  cf C o l o n i a l i s m :  S e x ,  Aqe, a n d  I d e o l o q y  ir! 

b r i t i s n  I ~ d i a "  P s v c h i a t r v  1 9 7 - 1 0 8 ) .  The "liss" ï n a t  K i p i i n q  feels 

ke ?secs t o  t e l l ,  f u r t h e r x o r e ,  incicate his noea t a  rtzceem r h e  

.i,?qlc-Strxon v i r c u e s  of t h e  l r i t i s h  l i v i q  i.r! Zncia o r  to discuise 

xhaï  is c o r s i d e r e c  e t h n i c  aDcut nis ieentity, t o  u ~ c e r q o  altncsï c 

p r o c 2 s s  of " c u l t u r a l  p a s s i n g "  as a white, &zriglo-Saxon male who h o l d s  

o n l y  a n  o b j e c t i v e ,  p e r n a p s  e v e n  e t h o g r z p h i c ,  r e l a t i o n  t o  h g l o -  

Izdia~s. Conseqr ren t ly ,  X i p l i n g  e n g a g e s  ir, an e thnoçra l ihy  t h a i  

r e p r e s e n c s  b o t h  n ë t i v e  and A n g l o - I n d i a n  l i f e  p r o b l e m z t i c a i l y  b e c s u s e  

i n  o rc i e r  t o  redeom h i s  a u t h o r i t y  a s  a n  ns?gio- Indian  writer,  a n d  

s u b s e q u e n t l y  t o  ove rcome  t h e  a n x i e t y  cf his r a c i a l i z e d  i d e n t i t y  a s  

a2  a u t h o r ,  h e  rnust c o n s t r u c t  and r e c o n s t r u c t  the c o l o n i a l  myths o f  

w h i t e  s u p e r i o r i t y  i n  t h e  genre of t h e  aale romance . '  

Srephen D .  Arata s u ç g e s c s  t n a t  many r e v i e w e r s  of K i g l i c g  

d ~ r i z g  t h e  1 8 9 0 ' s  s a w  him a s  "a literary s a v i o u r ,  as  o n e  who c o u l a  

csre che a c c u m u l a t e d  i l l s  o f  what many c o n s i d ~ r e d  a mor ibund  English 

art . . . [ o r  a n  â r t  o f ]  i n t r o s p e c t i o n  and  a n  i n c r e a s i n g l y  r a r e f i e c i  

s e n s i b i l i t y "  ( 9 ) .  A r a t a  a l l i e s  K i p l i r i g ' s  w r i t i n g  w i t h  t h e  g e n r e  of  

In Ki~lina and Conrad: The Colonial Fiction John XcClure highliçhts Kiplii?qls 
problematic relationship with traditional ethnography acd Orientalisrn: 
"Kipling's vision in the imperial fiction of the eighties and nineties is 
that of the Orientalists . . . (who] were the men with whom he had grown up; 
he shared their fears, tneir values, and their aspirations.. . [but] [hl  is 
stories and novels illuninate the source of the[ir] weoknesses ... [Dec~use] 
h i s  own authoritarian qualities, instilled during childhood, keep him from 
imagining morally palatable solutions to the problems he confronts" ( 2 9 1 .  
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"aale romance" that becane popular  durizg e fin-de-siècle,6 a 

cezre  thzt he suggests, citing C l a i n e  Showalter, workeS 

acjainst tne novel of (fexinine) domestic realisin . . . [by] 
posic[ing] a world abroad of aàventure, exotica, and sexual 
license freed from the constrcints of conventicn and routine 
. . . fzntasies [that] wrre eriâcted within a -1iteraxy form 
which was aggressively rnisogynisï znd anti-inïeliectual. 
("The Universal" 1 2 j  

Ki?lingrs writi9gr pzrticulcrly his covel Kim, works cc sorno extent 

cts esca?isc, adventuristic Orientalisn witn its many cepicticns cf 

foreiçnness: its representations of Âsiatics aria Eürasizns; its 

embecded references to the Indicn Mutiny and the cctste system;' its 

descristions of Indian landscapes and tne Grana Trunk Road;' and its 

panorarnic haces  of, whzt Kipling calls, "hapay Asiatic disorder" 

t h e  siçhts, 

bildungsroman of an Irish Deggaz bcy 

completely 

foroiqri, conpletely Other, to the experiences of Kipling's irnplied 

aücience, the novel Kim acts as an etknographic, ar,d tnerefore 

exoticized, representation of both native and Anglo-Indian fife i n  

The "male-romance" genre is associated with what Gai1 Ching-Liang Low calls 
a general cultural "fascination.. . [with] the lives of figures such os Sir 
Fichard 9ur ton and T.E. Lawrence acd is apparent in the fiction of writers 
sxch  zs Kenry Xider Haggard, R u C y a ~ a  XiplFng, John Buch~n anc Joseph Conrad" 
!>!hita S%I?S Black Masks: Re~resen:atFoz znd Cûlonialism 3 ) .  

The N u r i ~ y  is alluàed to several times in ïhe no- el, o2e example being an cld 
soldier's srory whicn he tells Kim ocd the lama: "A marfness ate i n t c  ail the 
A m y ,  and they turned against their officers . . . they chose to kill tne 
Sahib's wives and children" (Kim 528). The old soldiez in Kim is referring 
to the Anglo-Indian war of 1857-58 which is also called tne Sepsy F . G - ~ Y ~ c .  

Kipling, for example, writes in Kim that "the Grand Trunk Road is a wonderful 
spectacle . . . fthatl runs straight, bearing without crowding Inaia's 
traffic for fifteen hundred miles--such a river of life as nowhere else 
exists in the world" (531). 
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~ndia ." "Through reality," writes Edward D o w c k n  in 1 9 0 1  on 

K i p i i n g ' s  poetry, "Mr Kipling reaches after romance . . . [ its 

m a s c u l i n e  . . . form . . . [becausel the nostalgia of the woncerer  

w n c  nas respondec! ro the i ~ , v i t a t i c n  of tne Casr [ J  ~ G S  nover  5een 

expressed with more of gen~ïne rnagic cnzn by Mr. Kipling" (Ki~lino: 

. - 
The C r i t i c a l  Eeritaae 266-2681 . -'-  Sir EcL-nunc Gosse, wriiinc Ir? 1891 

sbcuï Kipling's e z r l y  ficticn, s i m i l a r l y  refers to Kiplinq's writinq 

as "exotic rezlism . - . [ z n d  t o  K i p l i n g ' s ]  temperament [ a ] s  

e m i i î e n t i y  masculine" ( K i ~ l i n ~ :  The Criticsl Heritaue 1061, a 

-As Zoreh T. Sullivan writes in Narratives of Enmire: The Fictions of Rudvard -. - n l ~ l i n q ,  "Kipling hinself was of course an early erhnographer of the - - 

Sehaviour of the colonizer (and the colonized) on the plains and hilfs of 
India ... an incpiry [ t ha t ]  was in part a critique of Western ethnocentricism, 
and in part â willingness to construct India as 'a circus of competing 
systems of meaning "' (64) . Suilivari's statenent illustrates the ways in 
which Kipling's writing complicates the bounàory Detween self and Other in 
India because the native in his writing is not always the object of the 
ethnograpnic and etl-aologic gaze, but rather the colonizer--usuzlly a private 
soldier considered su.-class even in India--and his encounters wiEh the land 
ana peoples of Indiz become the objects of critics' and reviewers' scrutiny. 
Francis Ad~ms writes in 1891, for exmple, that in Kipling's writing "[wle 
see rows of Anglo-Indian bachelors of al1 sorts (some the most conmonplace 
sorts) inspiring dark-eyed little native girls with dog-like adorations" 
(Kinlina: The Critical 154). Also referring to Kipling's representations of 
the Lives of common soldiers in India, Sir Williaq Hunter in 1888 wrote that 
"Er. Kipling achieves the feat of maki~g Anglo-Indian society flirt and 
intriçue visibly before our eyes [andl [ i l  t is not, as ne discloses it, a 
very attractive society . . . [Sut one of] [hleat, solitude, anxiety, ill- 
h e a l t h ,  the never ending pain of separation from wife ana child . . . th[e] . . 
realistic side of Anc;lo-Indian life" ( ' n i ~ l i n a :  The Crrtrcal 38-41). O n e  
anon>mous reviewer of Kipling's Soldiers T h r e e  wrote in 1889 that "ftjhe 
actualities of barrack-room l i f e . .  . [, J the tone of the whole is sound and 
manly [and! [tjhe author does not gloss over the animal tendencies of the 
British private, but ne shows how in the grossest natures sparks of nobility 
nay lie nid" (Ki~iina: The Critical 42!. In Ehese reviews, it is apparent 
tnat Kipling's ethnographic representacions of Anglo-'- -" - - life become the 
ground for British, intellectud spêcül~îions on both echnoiogy anc c n r  bocy 
politic which, according to Gai1 Ching-Liang Low, "was articulated against 
a ccncept of fercininity and 'effeminacy"' (White Skins B l a c k  Kosks 21). The 
R~glo-lndian private soldier becomes the embodiment of a particularly 'manly' 
rigour against what was commonly thought of as a physically oppressive 
clirnate. 

fdward Dowden was a scholar, critic, and Professor of English at Trinity 
College, Dublin ( K i D l i n a : i t a a e  259) . 
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masculinity he counteracts with wnat he sees as a literary trend of 

"cüriously foni~ized . . . [writinç] eiccess[ivt In] psychological 

anclÿsis" ( K i n l i n q  105-106) . 
Citing various lote nineteenth-ce.?tury rcviewers of Kipling, 

nanely mdrew Lang 2nd Alfred Lyall, Gai1 Chirig-Liang Law writes 

tkzt "the novel of mamers (realism) . . . Iras seer? to De largely 

riocl",& by wcnen . . . [azct wasj accuseà [by Lang particiliarlyf . 

. . of urmznning 'Doth tne novel fc-m and its readers" (White S k i f i s  

Kiplizg's writing, on tne contrary, as Anbrew Lang argues in 

i s  "manly" on the grounds tnat Kipling 

makes us regard the continent . . . [as] h l 1  of narvels and 
magic which are real . . . [and that] people nave beccne alive 
to the strangeness and fascination of the world beyond the 
bounds of Europe and tne United States .  (KiolFng: The 
C r i t i c a l  71) 

In Lang's account of Kipling's fiction, the colonial landsczpe which 

is "strange" or exotic acts antithetically to the "probable and 

natural" (Lanç Kiolinc: The Critical 74) domesticity of home or of 

the world within "Uounds." Lang argues tnat Kipling's writing "is 

both real and romantic . . . because he has a sharp eye for the 
reality of romance, for the attraction and possibility of adventure" 

( D :  The C r i t i c a l  7 2 ) .  Lang's focus on the genre of "nale 

ru--,z?cen auring the fin-de-siocle inaicates a particular fascinacion 

. . ., c.C ;';~.-Gz C h I n c - - 3 i c ~ . ~  Low calls, T h  specïecie of x s s c u l i r i i t y  

[that] (relgenerâtes the health and innocence of boyhood as that of 

man's" (White S k i n s  33). Manhood (re)generâted by boyhood, in 

Andrew Lang's comments, is not only conflated with physical, 

emotional, and moral health, but is defined against what critics 



l i k e  Sir Edmund Gosse see as the 'effeminate' degeneracy of nis age. 

of z boy in the fora of a bildungsroman; excites the imagination 

of the inpl ieci  (white, male) reader and elicits from this audience 

ET- icoztificaticn witn Kin that aiiows it to " see  w h a t  ne [Ki-IFngj 

sees; ocC,  wnen we have lost India, whrn sone new power is rülinc 

Ki-lino's works wkat India was under Cnglisn sway"  (Kiplinc: The 

. . 
- 7  - -  C c - L A c a l  71). Not cnly is "Mr .  Kipling" naintainod as a figcre of 

authority in Lacg's reviews, but his work becomes zn ethnogrzphic 

o b j e c t  of a larger British, critical gaze. 

In v z r i o u s  reviews of the novel Kim, whicn wâs first publisned 

F ~ I  1901, w e  see a similzr tendency in cr i t ics  to elevate Kipling to 

a position of zuthority. One reviewer, Z . i i .  Miilar, wrote in the 

year of the novel's pubiication that 

the charm of Kim . . .lies in the wonderfill pânorama Ft 
cnrolls Sefore us of tne l i f e  of the great  Peninsula over 
whose governrrient Engianc hâs now presided for n o r e  thari. a 
ceri tury . - . giving our readers ar,[] adequaïe concepiion of 
tne glorious variety of the feast here spread before them . . 
. and consider for a moment . . . the protracted observation, 
the thorough knowledge . . . [of] Kr. Kipling [who] knows 
everyrhing by instinct. ( K i o l i n o :  The Critical Heritace 
" J . H .  Millar reviews u" 271) 

Tkc vision of India Kipling preseats to h i  readers is, according 

co ; 4 i i l o r ,  info,med by h i s  instinctual knowlecge of the l a n d  and ics 

peoples based on his "protracted observation." As in the reviews 

of Kipling's earlier fiction and verse, Millar engages in a n  

othering of Kipling that goes hand-in-hand with British intellectual 

constructions of Kipling as an Anglo-Indian. In Millar's rather 
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c o n f u s e d  assess rnen t  o f  m, K i p l i n g ' s  u n d e r s t a n d i n g  of Ificiia nas 

less  tc CS w i t k  k i s  l i v e d  e x p e r i e ~ c e  t h a n  w i t n  h i s  " i i " s t i n c t u a l l '  

knowleaq2, a knowledçe p e r b a p s  a t t r i b u t e à  CO K i p l i n g  S e c a c s e  o f  what  

> i i lLa r  inight  h a v e  c o n s i d e r e C  t o  be t h e  w r i t e r ' s  a-nbigccus rcc ia l  

c r i g i n s  c s  o n  A n g l o - I n d i a n .  Ldmund Gosse ,  r e f e r r i a ç  i n  1 8 9 1  to 

Kipling as "2 n e w  s t a r  o u t  o f  t h e  E a s t "  (Kiolino: The C r i t i c a l  1051, 

n c i n ï a i n s  ï h i s  mythic c a ï e g o r y  of t h e  Anglo-Izciân writer. iïowever, 

e a ,  Gosse  e m p h a s i z e s  K i p l i n g ' s  l i v e a  e x p e r i e n c e  as t i r e  

k a s i s  f o r  t h e  a u ~ h o r i t y  o f  h i s  c o l o n i z l  g a z e :  "It is  ir ,  t h e [ ]  Iriciizn 

s t o r l e s  t h a t  M r .  K i p l i n g  d i s p l a y s  more t h a n  anywhere e lse  t h e  

a c c u r z c y  of  n i s  e y e  2nd t h e  r e t e n t i v e n e s s  o f  h i s  memoryfl ( F i ~ l i n a :  

The C r i t i c a l  119) . K i p l i n g ' s  " a c c u r a c y "  as a writer * i s  a s s o c i û t e d  

n o t  s o  inuch w i t h  h i s  i n h e r e n t  knowleage o f  che e x o t i c  w o r l d ,  b u t  

w i t h  h i s  o b i l i t y  t o  remember l i f e  i n  Incis wnich p r o v k d e s  the  ideal  

r e a d e t  w i t n  a c u l t u r a l l y  i n s i c e  p e r s p e c t i v e .  K i p l i n g  i s  p e r c e i v e d  

c ~ c  c o n s ï r u c t e d  a s  a n  E a s t e r n  " s t a r "  who l o o k s  i n  on n a t i v e  l i f e  a n d  

r e p r e s s n t s  rhe n z t i v e  w o r l d  f o r  t h e  p l e a s u r e  o f  t h e  p u b l i c  ' e y e '  i n  

ïhe West. The s c o p i c  a u t h o r i t y  t h a t  Gesse a t t r i b u t e s  t o  K i p l i n g  

suggests t h e  ways i n  which K i p l i n g  u n d e r g o e s  a t r a n s f o r m a i i o n  a s  a 

c o l o n i a l  f i g u r e :  whereas  Millar c o n s t r u c t s  K i p l i n g  as the b e a r e r  o f  

ch- C C Z ~  5 ~ s 0 d  03 h i s  i r s c i n c t i ? o l  k c w l e a g e  of t h e  E a s t ,  Gosse 

r e p r e s e z t s  Ki-1ir.c a s  "a r.ew s c a r "  and, t h e r e f o r e ,  i n a d v e r t e n t l y  as  

t h e  o ~ j e c t  o f  t h e  c u l t u r a l  g a z e .  

A d d r e s s i n g  t h e  h i s t o r y  of t w e n t i e t h - c e n t u r y  e x o t i c i s t ,  

a n t h r o p o l o g i c a l  forms o f  w r i t i n g  i n  h i s  e s s a y  " T r a v e l i n g  C u l t u r e s , "  

James Clifford d e f i n e s  a n t h r o p o l o g i c a l  i n t e r l o c u t o r s  o r  



wfinformant[s]' . . . [ a s j  complex indivicuals routinely made to 

spec;: for 'cultural' knowlecqe, [and who] turn cc: to have their own 

proclivities" (Clif ford 

intcrlocutor is, 

Clif f o r d ,  engrossed " [ i 1 ntezs ive 

. 17 ' observaiion" ("Trzveling" 99)  and, therofore, is i-mersed in trie 

The 

is, o the r  alsc 

"site displaceci 

tspeciall y given his othered position 

writer, p l a y s  a similar role os ethnograpnic informant: ho a c t s  as 

an incerlocutor between the East and the f iest frcrn, wh2ï nis critics 

consiber, 2 cuiturally inside perspective as one wno dwells with the 

nztives, while he sil?;iultaneously ossuines a position of e t h ~ o g r a p h i c  

agtnority as an Orientalist. Suilivan, who also accresses t h e  issue 

cf t h e  -Angle-Indian ethnograpnerfs hybria positionality, suqgests 

tne empi re  Kipling 

contradictory pattern of desire by wnich Incia became for him both 

site and tne site control (Narratives of 

. . 
E r n ~ i r e  2) . - -  We are made aware of çuch a contradictory pattern of 

. . - - 
In 3:; thesis 1 do p o t  fûciis,  as does Sullivzn, OR "the farniliel trope" 
! ..P- rrd : 1 ,, . -  s y r r ~ ; r i l c  Linguistic order by which Ki-lin9 
represented the self and irs desirea Other in fiction. My anafysis of 
colonial aesire differç, to 2 great sxtent, from Sullivan's in that 1 do not 
focus on mother Englana as "'ma-baap' (motner/father), the nat ive  as 
untrained child, and the empire as drewing room" (Narratives 3 )  in dealing 
witn the question of representation. Lnstead of emphasizing the f a i i i l y  os 
a rnetaphor for "the ideology responsible for the forbidden countered by the 
fear of punishrnent" (Sullivan Narrat ives  Il), 1 aiscuss desire in te-ms of 
the linguistic order  of the "eye" or the v i s u a l  economy of (se l f - )  
representation in language. 



desire through the character of Kim who is "in the seventh heaven 

cf joy . . . seeing al1 Indio spread out to lefc and r i c h t  [,fez] 

[il t wzs Deautiful to benold" (I(Fm 534) . As voyeur trzvs,lling tne 

Y r a c c  irunk rocd, Kim possesses 5 powtr 2 n d  concrcl of the 

?arrative's gaze, yet ho sinulîsneoüsly "coulc! riot give conque to 

. .  - -71s rseiingsl' (Kim 534); India as zn objecï of Kim's cesire 2rcd~ces 

7 CI L,. h i n  an incohezence t h z t  is c~ntradictory to his seEse of scopic 

c o n c r c i .  Kipling's position as an P~lqio-Incicn othcgrapher 

croduces anotner contraciction: aithough Kipli~g records the 

ostentation of British presence in Inaia Dy represenïing the lives 

GE .kriglo-Indians, he becomes an ostentatious f i g u r s  himself in the 

eyes of che British public who see him as an inperialist barc who 

wili sing the glories of tne British Empire and provide a 

rojuvenated sense of masculine, B r i t i s n ,  cultural nscionalism. 

Kipling's identity emerges, as Satyâ P.  Monarity suggests, ?rom the 

Lritisn public's 

contredictory desire to fashion the self -- tne Sriïish white 
[male] self -- os a spectacle . . . [f] rom dress and physical 
cppeorance to rne deternination of when to be visible, how 
mcch and to whom, [so thaî] colonial culture Decomes 
obsessively concerned with marking diffexence with ostentation 
. . . [and] we are presenteà with a contradiction betweer, LWO 
images of the ruling self: one tends toward the invisible, the 
other toward the eminently spectacular. ("Kipling ana the 
Culture of Cclonial Rule" 339). 

Tkz tendency of Kipli~g's reviewers t o  see the writer 2nd his works 

as emlnen~iy spectacular representations of the colonial self 

problematizes, to an extent, Kipling's affiliation with traditional 

e~hnography. First, -plingls objectification by his reviewers, his 

construction ethnograpnic "informant, " 
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compiicates his own positior. cs an zzthor and as â colonial seif. 

Seccrid, w h e n  we consider Ki?lir,gls sc3versive eïnnogrz?hic 

positioning of the colonizer -- the -ny?glo-Inaian private solaier as 

rhe s5 jec t  of the inplied reader's gcze -- rhe "exotic" native is 

r.o lonqer solely representative of Otherness, but rather tne p r i v a t e  

so ld ie r  beccmes a visually erotic e .  scopophilic) , nasculir,irec! 

spectacle. Kiplirig, tkerefore, r n a i n t z i m  a coherent sense of the 

r r - 7  7 :  ,, , ,,sn mole self o ~ l y  by simu1':zrteously inforinirrq his irnplied 

z~idi-nce wnile b e i i q  an object wno is infornec! upon by his public. 

George Moore, wno revieweo' Kim in 1904, also zddressea the 

z~chority of Kipling's panoptic, ethnographie perspective. Kiplinc, 

ke süggests, "writes witn the eye that oppreciates a l 1  tnat the eye 

car! se?'' (Kioliria: The C r i t i  :a 289) . Moore, however, criticizes 

whac he believes t o  be Kipling's surface treatment of Incian life, 

a criticisrn influencod perhaps Q y  Kipling's nistory of reporting for 

rr cc the Civil and Miliïarv G a , e ~ ~ e  - and the Pioneer,  ana of writing from 

t h e  qerspective of removed or detached first-person narrators in 

P l a i n  Tales from the Fiills and Soldiers  T h r e r .  Moore writes c h a t  

"of t h e  heart he [Kipling] knows nothing [which is oppcrent in] . 

. . his characters [who] are . . . externaf. . . . and stztionzry" 
("Geozçe Moore an" 289). O ï h e r  reviewers like Eioberï 9uchanon, who 

in his fârnous article "Tne Voice of tne Eooligan" ( 1 8 9 9 )  foccsed 

?rinarily on Kipling's earlier works, also criticized Kipling for 

creating stock characters and dealing "âlmost entirely wiih the 

baser aspects of our civilization, being chiefly devoted to the 

zffairs of i d l e  military men, savage soldiers, f r i s k y  wives and 
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w i e o w s ,  acd f l i p p z n t  c i v i l i a n s "  (Kioiino: Tne Critical 2 3 7 ) .  

3uchznan1s view,  h o w e v e r ,  i s  c l e a r l y  h y p c c r i ï i c a l  i n  i t s  l i 5 e r a l i . s ~  - I 

h i s ~ c n i t s r i a n  a p p r o a c n  tc t h e  British Z r n s i r e :  h e  writes, for e x a m p l e ,  

cc . r iques t ,  w i t h  t h e  v t l l g a r  idea of meze e x p a n s i o r , ,  c r  w i t h  t h e  

i n c r e a s e  o f  c n e  s p i r i t  cf r n e r c e n a r y  rnili~arisni" ( K i ~ l i r i a :  T h e  

i;?i?cids t n e  i c i e o l o g y  cf t h e  c i v i l i z i n q  rn i ss ion-  c h a t  z l l o w e d  t h e  

3 r i z i s h  E n p i r e  C O  t r a n s l a ï e  t n e  W e s t e r n  s i g n s  o f  r a c i o n â l i t y ,  

c i v i l i t o t i o n ,  a n a  p r o g r e s s  i n t o  v a r i o u s  l o c a l  à i s c u r s i v e  s t r ü c t u r e s  

( e . 5 .  c o l o n i a l  a d m i n i s t r a t i o n ,  e d u c â t i o n ,  a n a  the m i l i t a r y  i n  

. .. 
I n a i a )  .-- B u c h a n o n ' s  condernr?atiori  of K i p l i n g ' s  a t t e n t i o n  t o  the 

8 a s e r  o s p e c t s  o f  a r i t i s h  c i v i l i z a t i o n  i s  s i m i i a r  t o  G e o r g e  O r w e l l ' s  

K i p l i n g ' s  v e r s e  i s  s o  n o r r i b l y  v u l g a r  ïhzt i r  g ives  o n e  t h e  
same s e n s a t i o n  a s  o n e  q e t s  :rom w c t c h i n g  a t n i r à - r ê t e  m u s i c -  
h a l l  p e r f o r m e r  . . . [, G s e ~ s a t i o n  o f ]  s h a m e f u l  p i e a s u r e ,  
l i k e  t h e  t a s t e  f o r  c h e a p  s w e e t s  t n a t  some p e o p l e  s e c r e t l y  
c z r r y  L n t o  m i d l e  l i f e .  ( " R u d y c r a  K i p l i n g "  135) 

O r w e l l ' s  cornments i l l u s t r a t e  t h e  p r z d o x i c a l  r e l a t i o n s h i p  t h a t  

K i p l i n g r  s w r i t i n g  n a s  had w l t h  r e v i e w e r s  t h r o u g h o u t  history. T h e  

t r i c k e d  p l e a s u r e  c n a t  K i p l i n g ' s  b a s e  s e n s e  o f  c u l t u r e  p r o v i d e s  for 

h i s  z u d i e n c e s ,  i m p l i e c  a n d  r e z l ,  c o u l d  e a s i l y  be c o u n t e x p o i s e d  w i t h  

nis p o p u l a r  a p p e c l  t h z t ,  accorc i i r .g  to O r w e l l ,  d e f i n e s  K i l i r , g  "as  

- - 
Zoreh T .  Sullivan addresses t h e  importance cf K i p l i n g ' s  r e p r e s e n t z t i o n s  of  
t h e  vu lgar  and base i n  t h e  Empire: "Sis  s t o r i e s  ... t r a n s g r e s s  t h e  official by 
c e n t e r i n g  what i m p e r i a l  s o c i e t y  nad margina l ized- - the  d i r t ,  t h e  s m e l l s  and 
tne t a s t e s  of India, t h e  British f a i l u r e ,  t h e  s u i c i d e ,  the sypnil i t ic 
s o l à i e r ,  the ,rebel, tne Ind i an  c h i l d ,  t h e  I n d i a n  wcmon, the dying,  and the 
dead" ( m r a t i v e s  of E m ~ i r g  17) . 
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a gûoS SGC poet . . . perceived by gen~raïioc a f t e r  çenerotion to 

be vulgar and yet goes on being xead" ("3uayard" 136) . Bucnanon's 

ana Orwellr s condemation of Kipling is perplexicg consicering that 

KipLizg wrote within the genre of maLe rcaancc tkat, during the fin- 

ce-siecle, hela such pspular appeai with its British, nale reacers. 

Considering also that is writter in the Genre of male romasce 

C m  cpholds certairi forged virtues cf ma;?hûcd, frcm its adventurisz 

to its trsztmenï of Kin's eventuai sex5 of freed sexuoi licezse' 

it is strznoe thzt Kipling's writing is ofren evaluiiied against 

liberzlist ar?d humanist criteria which cismiss tne vulgarities of 

che mslo romance. 

in " R e a d i ~ g  Formations in the Victorian Press : - ~ h e  Receptior? 

of Kipling 1888-1891" Ezn Parry writes that "the inscriptions within 

zhe periodical reviews of Kipling's work were just one of the mezns 

by which . . . imperialist ideology was attained and bisserninated" 

( 2 6 1 )  . More importantly, the visual appezl of Kipling's imaqes for 

kis Victorian audiences m a  the inportence Kipling placea on the act 

of iooking as a meens of iranslaiing t n e  colonizer's experience into 

forms of kriowledge, makes his impact on Western perceptio~s of the 

Cas t even more significant . It is cbvious that despite the 

Cisagreement becween Kipling's reviewers, most critics of Kipling 

ack~owleage his role in presenting c vivid, spectacular, and often 

fzntastical Iridia for the voyeuris~ic pieasure of aüaiences in 

England. We see in Kipling's reception Dy tne Victorian public, in 

other words, that the Anglo-Indian writer and his works have become 

appropriated within a larger discourse dealing with the development 
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2nd a i s t r i b u t i o n  o f  knowledge on  c3e E a s t .  K i p l i n g  t n e  O r i e n t a l i s t  

O o n l y  ecters a Larges d i s c u r s i v e  p r o c t i c e  of w r i t i n q  o r  

r e p r e s e r i î i n g  I n d i a  f o r  t h e  p leasure  of western. " e y e s "  i n  g e n e r a i ,  

he z l s c  necornes t h e  c b j e c t  o f  a l a r ç e r  c r i c i c z l  gzze  t h t  r e p r e s e n t s  

. . 
n.rm a s  a,-, i r n p e r i a l i s t  w r i t e r  onci ss ar! e t h n c ç r o p h i c  " i . c i f ~ r m a n t . ~ '  

f ü r t h e r m c r e ,  i n  ar! a c t  of distancinq t n e  v o y e u r i s t i c  s e l f  frcm t h e  

cbfecr  which it sees a s  O t h e r ,  whether c k a t  O t h e r  i s  e brown native 

c r  a s ü b - c i a s s  p r i v a t e  s o l a i e r ,  K i p l i n g  n a i n t a i n s  a  c o l o n i a l  

. . s o s ~ t i c n  cf a u t h c r i t y .  Ic is froni t n i s  o~jectifying p o s i t i o n  as 

s c b j e c t  t h a t  t h e  body o f  I n d i a ,  bocn i t s  l a n d  and i t s  p e o p l e ,  i s  

napped fo r  t h e  W e s t .  A s  De leuze  and G u a t t a r i  s u ç g e s t ,  " t h e  s o c i u s  

is i z s c r i p t i v e  . . . markir ,g  b o d i e s "  (Anti-Oedious: Cz~italism anci 

Schizo~nrenia 185) a n d  K i p l i n g ,  as an assembIiq "eye"  t h a t  

ï r a n s f o m s  I n d i a  Irito m e a n i n g f ü l  me taphors ,  e n g a g e s  i n  a  s i n i l a r  

s p a c i a l i z i n g  p r o c e s s .  I f  w e  u s e  t h e  t e r n i n o l o g y  o f  De leuze  and 

L rcâ t t a r i ,  K i p i i n g  " r e t e r r i c o r i a l i z e s "  I c d i c  t h r o u g n  c o l o n i a l  

s i g r i i f i c â c i o n  a n d  c o n s c r u c t s  o g e o g r â p h i c c l ,  c u l t u r a l ,  ond b o d i l y  

space t h a t  is i n f o r m e 8  8y 2 c o l l e c t i v e  o r  g r o u p  f a n t a s y  o f  a u t h o r i t y  

¢nC p o w r  whereby t h e  c o l o n i a i  s e l f  is  m a i n t a i n e d  against  whzt i t  

sees as o t n e r  i n  i t s  p h y s i c s l  s u r r o u n d i n g s .  

C-iven t h e  h i s t o r i c a l  i n f l u e n c e  t h a t  K i p i i n q ' s  c o l o n i z i  Gaze 

has h a a  on a u d i e n c e s ,  t h e r e f o r e ,  it is i n t e r e s t i n g  that b y  the end 

o f  che novel  K i n ,  t h e  â u t h o r i t y  ana  s u b j e c t i v l r y  ci ïhûï szzs Fç 

t n r e a t e n e d .  K i p l i n g  t r ies  t o  c o n t a i n  t h e  v i s u a l  f o n t a s y  o f  t h e  

c o l o n i z e r  i n  t h e  gaze of t h e  c h a r o c t e r  K i m  who i n v i s i b l y  t r a v e l s  

t h r o u g h  I n d i a  first a s  a  b e q g a r  boy and  t h e n  a s  a s p y  i n  t h e  Great 
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- .  
Gane c o ~ s t r ü c t i n g  i n  ::t i a r k  a n d  i t s  ~ ~ t t i v e s  d u r i n g  h i s  

t r a v e l s .  Zowever,  n o a r  cne e n d  o f  t n e  n o v e l  Kim feels t n e  

corn?ulsior! t o  r e p e a t  t o  h i r n s e l f ,  "1 o n  K i m  -- 1 am K i n  -- 1 am K i m  

- - z l o n e  -- one  p e r s o n  -- i n  t h e  miadle o f  i t  zIl" ( 6 3 2 )  . K i ,  i n  

ïhe ~ i c i c l e  o f  t h e  c h a o s  t h a t  is  I n d i â ,  f i n c s  t h a t  t h e  s t a b i l i t y ,  

c c h e r e n c e ,  2nd a u ï c n o a y  cf h i s  " e y e ' s w  e n c c u n t e r  w i t h  t h e  l a n d  a2d 

i t s  ? e o - l e s ,  a r e  cverwhelmed,  ~ e r h a p s  t o  t n e  p o i n r  o f  p a r a n o i a ,  by 

t h e  i n p c s s i ~ i l i t y  o f  " s e e i n q  t h e  worid ir! real t r u t h "  ( K i n  5 4 1 ) .  

-. .ne " g r e z c ,  g r e y ,  f o r m l o s s  India, k e y o n c  t e n t s  a n d  p a d r e s  a n d  

c o l o n e l s "  ( K i m  554)  t h r e a t e n s  t h e  fiagility cf t h e  bouncfary b e t w e e n  

se l f  ana o t h e r ,  c o l o n i z e r  a n d  c o l o n i z e d ,  s p e c t a t o r  and s p e c t a c l e ,  

ihe i n v i s i b l e  a n d  v i s i b l e .  The a s s e n i j l i n g  "eye" b e g i f i s  t o  waver i n  

i c s  a c t  of s - a t i a l i z i n g  c h e  E a s t  a s  a  t e r r i t o r i a l  t r o p e  for  the 

West.  Kim 8 e g i n s  t o  

l o o k [ ]  w i t h  strange eyes c n a 5 l e  t o  t a k e  up t h e  s i z e  a n d  
p r o p o r t i o n  ana u s e  of t h i n q s  . . . w h i l e  h e  f e l t ,  tnough h e  
c o u i d  n o t  p u t  i t  i n t o  worcs ,  ï n a t  h i s  s o u 1  w a s  o u t  o f  q e a r  
w i ï h  i t s  s u r r c u n d i n g s .  (Kim 666)  

I t  is at t h i s  c o i n t ,  when t h e  u n i t y  o f  Kim's v i s i o n  b e g i n s  t o  

a i s i n t e g r a t e ,  o r  i n  De leuze  a n d  G u a t t a r i ' s  t e r m s  " d e t e r r i t o r i a l i z e , "  

t h a t  t h e  c o l o n i a l  seif m u s t  r e p e a t  o n c e  a g a i n ,  m a n t r a - l i k e ,  t h e  

w o r a s  "1 an K i m .  1 am K i m w  ( K i n  666). Tho c o l o n i a l  S e l f ,  i n  o t h e r  

w o r a s ,  must p r o a u c e  and  r e p r o d u c e ,  c o n s r r u c c  and  r e c o n s t r u c t ,  i t s e l f  

d i s c ~ r s i v e i y  i n  o r d e r  t o  s e c u r e  i t s  c o l o n i a l  p o s i ï i o n  o f  z u t h o r i t y .  

X i m ,  i n  t r a n s i t i o n  f r o m  c h i l d h o o d  t o  a n  a d u l t h o o d  o f  becoming S a h i b  

o r  c o l o n i a l  f a t h e r ,  must p e r p e t u a l l y  r e p e a t  h i s  name which  m a r k s  t h e  

s y m b o l i c  t r a n s f o r m a t i o n  of t h e  c o l o n i a l  siçn, so t h a t  " [ t l h i n g s  t h a t  

r[i]de m e a n i n g l e s s  on  t h e  e y e b a l l  . . . s l i d [ e ]  i n t o  p r o p e r  



are  (Kim 

I n  L a c a n i a n  cerrns, t h e  c o m p u l s i v e  r e p e t i t i o n  of "1 am K i n "  ïo 

ensure tne p s y c R i c  s t a b i l i t y  of t h e  c o l c n i z e r  s u q g e s t s  t h e  

z ~ b i v z l e n c e  w i c h  w h i c h  the CS ~ h e  s u b j e c t  of  e n r ; n c i a t i c n  Fr?, 

C D  , x s  . exansle o f  d i s c u r s i v e  c o l o n i a l  s i g n i f i c z t i o n ,  r e p r e s e n t s  " K i n I W  

. - 
zs t h e  "nie" o r  o b j e c t  o f  d i s c o u r s e .  -' Eomi 3habha il T h e  Locaricr.  

t k s  L a c a n i a s  scherna of t h e  I r n a g i n a r  Y - . i s  t k e  
c r a n s f c r n a t i o n  t h a t  t a k e s  p l a c e  i n  tne s u 5 j e c c  z t  the  
f o x a ï i v e  rnirror p h c s e ,  when ir assumes  a àiscrete i m a g e  which 
a l l o w s  F t  t o  p o s t u l a t e  a series o f  e q u i v o l e n c e s ,  s z r n e n e s s e s ,  
i a e n t i t i e s ,  Detween  the ob j ects of the s u r r o u n d i n g  w o r l d .  
("Trie O t h e r  Q u e s t i o n "  7 7 )  

3 h a b h a ' s  r e f e r e n c e  î o  L z c a n ' s  ~ o t i o n  of p s y c h i c  i a e n t i f i c a t i o n  i n  

I c n q ~ a g e  s u g g e s t s  t h a t  nis C t h e r ,  u r i l i k e  S a i c i ' s  O r i e n t a l  zs  O t k e r ,  

Ls e O c h e r n e s s  of t he  c c l o n i c l  s e l f ,  t h e  O r i e n t o l  w i t h i r !  the 

C c c i a e n t .  T h i s  v e r y  s p l i c t i n g  oE t h e  e g o  t h z ï  o c c u r s  whon t h e  

c o l o n i a l  se l f  Fs  t e ~ r e s e n t e d  Fr, i anc juage  F n c i c c t o s  t h e  f i c t i o r !  of  

.- L;Le O n a r c i s s i s t i c  s e n s e  cf w h o l e n e s s  wich w n i c h  Kim as r c o l o n i z e r  

c r i e s  CO see his s e l f  i n  the Othered,  Indian n a t i v e .  The c o l c n i a l  

-. nere ,  1  il r e f e r r i n ~  t 5  th- 9 0 s ~ - s t r u c t u r a l i s t  t h e o r i e s  of J acqes  T z c a z  who 
acdzesses  t h e  s p l i t t i n q  of  the  ego t h a t  o c c c r s  a u r i n c  t n e  "rnirror phase"  o f  
--. ,-, '. - . . f v..'?; -" ll-Ci?-'-ar . L i  . . . .  . . r s  - 2 ;  TC r o - z . - V - h e  ego as c r - t e r e d  o n  the  
;erceptLcn-conscioüsness system,  c r  a s  organi tsd Dy ~ h e  ' r s z i i ~ y  p r i n c i p f e '  
-- a p r i n c i p l e  t h a ï  i s  tne exp re s s ion  of a s c i e n t i f i c  p r e j u d i c e  . . . [ : f  w e  
si-iould s t a r t  i n s t e a d  from the  f u n c t i o n  of  meconnaissance tha: c h a r a c t e r i z e s  - t h e  ego  i n  al1 i t s  s t r n c ~ i r r e s "  ( g c r i r s  " ï h é  Mi r ro r  Stü,ef' 6 ) .  c o r  S. 

c e f i n i t i o n  of " t he  r e p e t i t i o n  ccmpüision, " see Lacan's e s s a y  on "The Fünccion 
and F i e l d  o f  Speech and Lançuage i n  Psychoonel :~sis"  i n  which he  w r i t e s  "1 
i a e n t i f y  myself i n  language, but only by l o s i n g  myself  i n  i t  like an o b j e c t "  
which m u s t  c o n t i n u a l l y  be r e t r i e v e d  ( É c r i t s :  A S e l e c t i o n  8 6 ) .  k l s o ,  f o r  an 
c i ecomt  of  t h e  Lzcaniar- f o rma t ion  of  t h e  ego,  t h e  p r o c e s s  of  s e l f -  
r e p r e s e n t a t i o n  i n  l anguage ,  s e e  Lacan's "Aggre s s iv i t y  i n  P s y c n o a n a l y s i s "  in 
which he d e s c r i b e s  i n  d e t a i l  t h e  d i f f e r e n t  s t a g e s  o f  i d e n t i f i c a t i o n  from 
c h i l d h o o d  a s  " u n d i f f e r e n t i a t e d  . . . [ t o j  t h e  f i r s t  s t a g e  of t h e  d i a l e c t i c  
of i d e n t i f i c a t i o n s "  (18 1 . 



self can o c l y ,  Bhabha a r g u e s ,  m a i n t a i n  a serise o f  uniïy by i t s  

c i s ~ l a c e n e n c  cf t h e  O r n e r  i n  6 f e t i s h i z e d ,  namely n e c o n p i c  cr 

- .  
x e t ~ p h o r i c ,  imzge o r  r e p r e s e n c a c i o n . - '  i n  the s ta ternenz "1 a n  Kim," 

~ i r n  must r e p e a t  h i s  riame, a metaphor  whicn marks o r  i . ? s c r i C e s  h i s  

c o l o n i a l  p rese r i ce  a s  a c o n p l e t e  i c e n t i t y  o r  eco .  The "Tm as  

c c l o ~ ~ i z e r  -- autonomous, indecencient ,  p r o g r e s s i v i s c ,  ana u n i f i e c !  -- 

cân o n l y  e x i s t  f o r  Kin i f  t h e  "eye,"  -.&~CC ~ C E S  a s  a rnetonymic 

re?lâcement of t h e  "1," c a n  successfully m a i n t s i n  nastery a n a  

c o k e r e n c e  over the imoges o f  ïhe n a z i v e  a ~ d  o f  t h e  Lana that 

s u r r o u n d  him. Behina  Kin's visual i d e n t i f i c a t i o n  w i t n  h i s  

s u r r o u n d i n g s ,  t h e z e f o r e ,  i s  t h e  dr ive  f o r  completiori  Cecauso,  a s  

3habha s u g q e s t s ,  " t h e  p o s t - C n l i g h t o n n o n t  man [is] t e f h o r e d  t o ,  n o t  

c o n f r o n t e d  b y ,  h i s   car^ r e f l e c t i o n ,  the shzdow of c o i o n i z e d  man, 

t h z t  s p l i t s  h i s  p r e s e n c e "  ( " I r i t e r r o g o t i n q  I d e n t i t y "  4 4 )  . Through 

r e p e ï i t i o n ,  i n  a  s e n s e ,  t h e  nome " K i m "  becornes a r e i f i e d  -- i. e .  

conscructed â n c  r e c o n s t r u c t e d  -- i d e n t i t y  i n  t h e  m i r r o r  o f  

r e p r s s e n t a t i o n  wnich comple tes  K i m ' s  self-image a s  a  c o i o n i a i  

subjecï, i l  it s i m u l t a n e o u s l y  procuces z s e n s e  of a n x i e t y  ana 

- .  a ~ i e ? ~ ~ t i o n .  

I t  i s  o b v i o u s ,  t h e r e f o r e ,  t h a t  t h e  "bounds" t o  which  K i p l i n g  

. . -. 
i n  t h i s  t h e s i s ,  1 t u r n  Co Jacques Lacac's ideas  c o n c e r n i ~ g  iae tonpy and 
metaphor from Écrits, p a r t i c u l a r l y  frorn h i s  essay "The Agency of the  Letter 
i n  t h e  Unconscious o r  Reason S i n c e  Freud." Lacan w r i t e s  t h a t  t h e  s c b j e c t  i s  
a slave n o t  only t o  language, but t o  "a d i scourse  i n  t h e  univêrsa l  movtment 
i n  which his place  is alrezdy insc r ibed  at b i r t h ,  i f  only  b y  v i r t u e  cf h i s  
proper name" ( 1481 ,  and w e  see thFs i n s c r i p t i o n  of  place p a r t i c u l a r l y  i n  
t e z m s  of K i m ' s  s e l f - represen ta t ion  w i t h  the stacement "1 am Kim." Lacan 
writes t h a t  rnetonymy is " [ t l h e  part taken for the whoie . . . so t h a t  meaning 
can ernerge there . . . i n  t h e  s ign i fy ing  chain" (156-157), and thus  " r h e  
symptorn i s  a metaphor . . . a s  d e s i r e  i s  a rnetonymy" (175) .  



refers iri his autobiography fail to congeal, except upon thematic 

qroü;?cs clcne, because the fiction of colonial sue j e c t i v i t y  which 

sscures the position of the colonizer in Kiplir!gls Indic cancot 

ezsily be fixed, "territoriaiized," or, s i ,  maintainec by the 

cor,structing or o~jectifyinç "eye." It is p r e c i s e l y  the ambivalezt 

ccnstrucïion of t he  statement "1 a.?i Kin" chat cvckes in KimDall 

CIHz,rci,, t k e  Sah i5 ,  an anxiety in the forn 05 parûnoia w k i c h  can De 

ezsed only by either a compulsive repecition of the colociâl 

fatker's nane or 5 y  a spectacular fashioning of ïhe self tnrouçh 

- z cross-culcura1 dressing.-- Consepently, we are left by the ezd of 

the novsl not orily trith "a vague notion of a . - . boy" (Kipiinq, 

Somethina 139) wno resists closure alorrg racial lines, but trith G 

narrative that cannot easily be containea within the economy of 

colonial siçnification. Although Kipling woxld like to keep Kimball 

OIEcra, his lithe and protean Irish or "Rishti" beggâr boy, 

concained witnin the adventüristic, Orientalist fantasy of a " l i f e  

uild as cha t  of the kra~ian Nights" (m 4 9 8 ) ,  Kim the ncvel m a  X i m  

the chcracter are constantly threatened 5 y  the ins~ability of their 

rnetonynic a n a  metcphoric constructions, especially considering the 

racial ambivalence of Kim's Irisn desce~t, â racialization alreacy 

Düilt ifito the narrative. As Ching-Liang Low suggests, 'lit is only 

ciirougn a fetisnism of Kim's white~ess that the colonial t e x t  is 

A g ~ l n ,  1 turn to Lacan who writes that "the functions of mastery, which we 
i n c o r r e c t l y  cal1 the synthesizing functions of the ego, establish on the 
basis of a libidinal alienation [from wi-lich] follows ... what 1 once called the 
pa rano iac  principle of human knowledge, according t o  which ... objects a r e  
subjected to a law of imaginary reduplication" ( k r i t s  "The Freudian Thing, 
or the Meaning of the Return to Freud in Psychoanalysis" 138). 
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secured a n d  tne reader enabled t o  pa r t i c ipa te  ir? the pleasurable 

fantasy of c u l t u r a l / r a c i z l  metamorphosis . . . [ o r  i n ]  Kim's p r o t e a n  

a b i l i i y  CO c h a n g e  i d e n t i t i e s  â t  will" (White S k i ~ s  2 1 5 ) .  K i m ' s  

conning of n a t i v e  d r e s s  a s  Ooth  a i s ~ u i s e  ana as e x h i ~ i t i o n  provides 

t h e  r e a d e r  w i t h  a s e n s e  of t h e  Eragi i i ty  22d p e r f o m z t i v i c y  o f  tne 

colonial asventi.irer1s i ~ v i s i ~ i l i t y .  T h e r e f o r e ,  t h e  control a n d  

cüthcrity of Kim's gaze, through which he neccmes an et,k,noqra?hic 

"Lnfcr rnanc"  o r  "spy,  " a r e  a i w a y s  threâceriec By the i r s t a b i l i t y  of 

h i s  look. 



Xollvwood a n a  t h e  C o r n o d i f i c a t i o n  of K i ~ l i n q  

Z o r e h  T .  S u l l i v a n  w r i t e s  t h a t  K i  is " [ a j t  c n c e  a s p y  

- r e r  O a p i c a r e s q ~ e  a c i v e n t u r e  s c o r y ,  a maturation s t o r y ,  a n d  a 

quesE romance" (148) . I h c v c  s u g g e s t e a ,  p r e v i c u s l y ,  t h a ï  Kim i , ~  

a l s o ,  at o n c e ,  O r i e n ï a l i s t  e s c a p i s m  with ari e t h n o g r z p h i c  a p p e a l  to 

z u c i i e n c e s .  Pernâps it is C h i s  r i c h n e s s  of m's n a r r a c i v e  t h z t  

~ n m u r a g e d  Xo l iywood  t o  a c q u i r e  t h e  p r o p e r t y  r i c h t s  ï o  i t s  ncme i- 

1 9 3 8  when 1434 f i r s t  p r o p o s e d  t h a c  F r e d d y  a s r t h o l e r n e w  w o u l c  p l z y  i t s  

lesc!. A l t h o u g h  Kim w a s  n o t  f i i n sd  i n  1 5 3 8 ,  XC?*l r e v i v e d  t h e  ides  o f  

s h c o t i n g  it i n  1942 w i t h  M i c k e y  Eiooney, Conrad V e i d t ,  a n d  B a s i l  

Xa rhbone ;  noweve r ,  " [ t j h i s  was the v e r s i o r i  t h e  B u r e a u  o f  Moï ior i  

P i c c u r e s  a b o r c e d "  ( F r e n c h ,  " K i p l i n g  a n d  t h e  M o v i e s W -  1 6 7 )  "at t h e  

reqaest of t h e  O f C i c e  o f  N a r  I n f o r n a t i o n ,  who t h o u g h t  t h a t  i t s  

F m - e r l a l i s ï  t o n e  w o u l d  p r o v o  o f f e r i s i v e  CO cqsiatics'l ( L e i b f r e d ,  

"Xipling o n  F i lm"  3 3 ) .  1 f i n a  t h e  p r e c a u t i o n a r y  e f f o r t s  o f  t h e  

Office o f  Xa r  i n f o r m a t i o n  p a r t i c u l a r i y  i n t e r e s t l n g  c o n s i a e r i n g  t h a ï  

c ~ l y  rhree years ea r i i e r  RKO had p r o d u c e d  Gunaa Din, a n  o v e r t l y  

" o f f e n s i v e "  p r o - I n p e x i a l i s t i c  n i s h m a s h  of K i p l i n g ' s  

- ;cles - c n c  E a r r a c k  3oom aal lac is .  R e v i e w e r s  o f  M O ' S  Çunaa  Din 

c o n s i d e r e c  it a " h i s t o r i c a i  f i l n"  ( T h e  Commonweal F e b r u a r y  1 0 ,  1939) 

of " [f] i r s t  class e n t e r t a i r - m e n t  . . . [and z n ]  e x p e r t  o [ n ]  R u d y a r d  

K i p l i n g  and  b r o m  I n d i a n s  i n  b e d - s h e e t s "  ( T i r n e  1939). The r e f e r e n c e  

C O  " b e d - s h e e t s "  s u g g e s t s ,  of c o u r s e ,  t he  i n s i p i d  humour o f  t h i s  film 

a n d  of i t s  r e v i e w e r s  w h i c h  was ,  I a m  s u r e ,  " o f f e n s i v e  t o  A s i a t i c s . "  

Eoweve r ,  more i m p o r t a n t  i n  t h e s e  r e v i e w s  i s  t h e  r e f e r e r i c e  t o  t h e  

f ilm' s " e x p e r t  [ise] O [ n ]  R u d y a r d  K i p l i n g w  w h i c h  comrnents, 1 b e l i e v e ,  



o n  a p a r t i c u l a r  s c e n e  i n  t h e  f i l m  i n  which K i p l i n g  is  r e p r e s e n t e d  

by a n  a c t o r  p l a y i n g  t h e  f i g u r e  o f  Rudyard  K i p l i n g ,  t h e  c o l o n i a l  

w r i t e r  . 
I w i s n  t o  a d c r e s s  the s i g n i f i c a n c e  o f  t n i s  o v e n t ,  t h e  

z p p e â r a n c e  o f  K i p l i n g  as a v i s u a l  i c o n  i n  t h e  f i l m  Gunaa Din, 

B e c a u s e  o f  i ï s  i r n p l i c a L i o n s  c o n c e r n i n g  the s i m u l a c r a l  r e l a t i o n s h i p  

Se tween Kisling t h e  w r i t e r  and K i p l i n c  t h e  Hollywood r e p r e s e n t a c i o n .  

. . c u o r d i n q  t o  P n i l i p  L e i C f r e b ,  " [il h e  K i p l i n q  f a x i l y  o b j e c t e d  t o  the 

s c e n e  w h e r e i n  the a u t h o r  composes  t h e  t i t l e  poem ["Gunga D i r i "  from 

Z a r r a c k  Room Ballads] a t  a b a t t l e  s i t e"  ( " K i p l i n g  o n  F i l m w  3 3 )  . l E  

T h e  f a n i l y ' s  o b j e c t i o n  t o  t h e  scerre i n d i c a t e s  a c e r t a i n  anxiety 

~ r o d u c e d  zt the noment  o f  t h e  X i p l i n q  f a r n i l y ' s  v i s u a i  c o n t a c t  w i t h  

K i p l i n g ' s  image, a n  a n x i e t y  which i s ,  p e r n a p s ,  a p r o d u c t  o f  the 

f â r n i l y l s  c o n c e r n  a b o u t  K i p l i n g ' s  i ~ t e n t i o n s  a s  a w r i t e r .  I f ,  

indoed, it was Riidyard K i p l i n g ' s  i a c e n t i o n  t o  remairi an  i n v i s i b l e ,  

05 ject if  y i n g  "eye"  -- i.e. t o  l o o k  at n a t i v e  l i f e  i n v i s i b l y  i i k e  

"Kin w i t h  one e y e  laid â c j a i n s t  z ! m o t - h o l e  i n  t h e  p l a n k i n g "  ( K i m  

511) -- t h e  f i l m  Gunsa D i f i ,  by  i t s  v e r y  v i s u a l  o r  iconographie 

r e p r e s e n t a t i o ~  of the writer, t r z n s g r e s s e s  c e r t a i n  b o u n d a r i e s  

be tween self and cther, be tween  t n e  i n v i s i b l e  c o l o n i z e r  as s p e c t a t o r  

a n d  t h e  v i s i b l e  c o l o n i z e d  as  s p e c t a c l e .  Gunga D i n  p r o v i d e s  a 

c o n c r e t e  e x a m p l e  o f  t h e  way  a l i t e r a r y  f i g u r e  l i k e  Rudyârd K i p l i n g ,  

p e r c e i v e d  as  a n  i r n p e r i a l i s ï  b a r a  and a n  ethnographie " i n f o r m a n t "  uy 

. - 
In rhis vital scene from Gunaa Din, f u r t h e m o r e ,  M O  tampered w i t h  t h e  final 
product: i n  o r d e r  t o  "block[]  t h e  f i g u r e  of  R e g i ~ a l d  She f f i e ld ,  who portrayed 
K i p l i n g "  (Leibfred 331 , RKO superimposed an image o f  a wagon on t h e  f i g u r e  
of  Kipl ing.  Leibfred w r i t e s  that both ve r s ions ,  "with and without t h e  w a g o n  
[a re]  i n  c i r c u l a t i o n  today" ( 3 3 ) .  



r e v i e w e r s  anci c r i t i c s  of nis works,  u n d e r g o e s  his own p r o c e s s  of 

, - 
( r e ) c ~ n s t r u c c i o n  by t h e  commodify ing  g a z e  cf Hol lyr rooa . -  We see i n  

Günaa DFn, i n  other words ,  th? very p r o c e s s  b y  which a w r i t e r ,  whose 

unity a s  "1" is olwcys a l r e a d y  ï h r e a t e n e c  by t h e  F n s t s b i l i t y  of  iïs 

v i s i o n  or o f  i ts "eye" i n  r e p r e s e n t â c i o n s ,  becornes e fixed o r  

i r c t a p n o r i z e d  s p e c t a c i e  i n  ~ o l i y w c o c ' s  act of a - p r c p r i à c i n g  K i p l i n c ' s  

I ~ û i z  a a d l  a ï  t h e  same tirne, t h e  x r i t e r  GS a c o l o z i â l  i c s c .  

3 y  the t i rne  of Kin's p r o d u c t i o n  in 19550, K i p l i ~ g  t h e  

i ~ e r i a l i s t  w r i t e r  haci, l i k e  Ter?r ,ysonts  V l y s s e s ,  "beccne  a name" 

a l r e a d y  c i r c u l a t i n g  i n  t h e  c o n s i r u c t i o n s  o f  l z i e  n i n o t e e n t h - c e n t u r y  

r s ~ ~ i e w e r s  and i ~ .  the recor .s t r~ct ions 05 Eo11ywood's g2ze-  

C o n s e q e n ? l y ,  t h e  d e f e n ç i v e  a c t i o n s  a g a i n s t  t h e  filnine of K i m  t a k e n  

5 ÿ  tne Bureau of Motion P i c t u r e s  and the O f f i c e  of War Info-rination 

in 1 9 4 2  -- and  F r a n t z  H o e l l e r i n g ' s  r e a c t i c n  t o  Gunca Din (1935) 

cicod i n  the f o o t n o t e  a b o v e  -- s u g g e s t ,  i n  some ways, t h e  h y p o c r i s y  

I n t e r e s  t i n g l y ,  F rac t z  Fioellering, who was another  reviewer of M O '  s Ç ~ C Z  
DFn, f e l t  t n z t  t n t  f i l m  was comparable t o  "Ge-man sr . . . I t a l i a n  . . . 
7 

g c v e r m e n z - c o ~ t r o l l e d  f a s c i s t  produc[t ior is]  ...: whose] only  one p l a u s i b l e  
characcer . . --the o t n e r s  a r e  inhiunan a m i e s  -.- [ i s ]  Gunga Din, t h e  dumb 
water-carr ier"  (Koe l l e r ing  The N a t i o n  1 9 3 9 )  . H o e l l e r i n g ' s  review, e l tnoüqh 

reaeems t h e  uncle-Tomish character of Sunça Din, p o i n t s  t o  ano the r  
i n t e r e s t i n g  r o l e  t h a t  Rudyard Kipling played as  a c o l o n i a l  f i g u r e  ~ e f o r e  t h e  
cc l tu re l  screen of Boll tpood.  E o e l l e r i s g  a s s s c i a t e s  Gunaa Din, because i ï  
i s  a Kipl ing-inffuencea f i lm ,  w i t h  fascism azd inhirrnanisn. U i s  seeminqly 
";Fberol is t"  review, a l though unconsciously, a l l u d e s  r o  Kip l ing ' s  previous  
involvement i n  propaganda f i lm ,  "nzrnely an u n f i l n e a  . . . s c r i p t "  (Frezch 
"Kiplinç an8 t h e  Movies" 152) w n i c n  Kipl ing wrote f o r  the  Lmpire Marketlnç 
S o a r C  i n  1526. T h e  i r o n : ~  i n  Xipl inr j ' s  1 9 2 6  involvenerit  w i c h  t h e  Enplre  

. - ., - - , . 
. .-a .- - G -  . J.-~,,-.< LG r.st i :ezz Es  k e  _ ~ . ù S l i c l y  ~ s s o c i a t e d  w l t h  
ï h e  Board" (French 162 )  . Gter a i l ,  accoràing t o  Georqe Orwell, Xipling " w a s  
no& a Fasc i s t  . . . [ana] was f u r t h e r  f rom being one chan t h e  rr.ost humane o r  
t h e  mosr 'p rogress ive '  person  is a n l e  t o  ce nowadoys" ("Rudyard" 1 2 4 ) .  
Eowever, it is obvious from Boe l l e r ing ' s  review t h a t  despice Kipl ing ' s  d e s i r e  
t o  be d i s s o c i a t e d  from F a s c i s t  propaganda, t h e  w r i t e r  s t i l l  r e p r e s e n t s  f o r  
some c r i t i c s  during t h e  screening of Gunaa D i q  a fascism w h i c n  is  a s soc iazed  
w i t h  imperialisrn. 



of Eollywood's seemingly " 1 i b e r a l i r t "  condemnation of pro-Empire 

writing zrid f i lm.  

aadressed t h e  f a c t  

was shelvea  
In forna t ion]  
8e offended 
sü-remzcy . 
s to ry  a s  t h e  

P. 1 9 5 0  review of t he  f i h  - Kim in Newsweek 

t h a t  t h e  f i l m  

a t  t h s  s ü g g e s t i o ~  of the  C'riz [Of f ice  of War 
whicn had reasori r o  feâr i h a z  t h e  O r i ~ n t  n i g h t  
by t h e  book's  fKints] i rnpi ica t ioz  of  white 
. . [ b u t  t h c t  t l h e r e  is  L i t t l e  o f f ense  i n  t h e  
sc reenp lay  now s toncs  . ( N e w s w e e k  Dec. l8th, 1 9 5 0 )  

achievea  Independence anc  has  8ecome a pos tco lon ia i  nario?,  w i l l  no 

Longer harDot?r h o s c i l e  f e e i i n g s  towcrd i t s  cololzizers,  a n a  t n a t  

r eoresen ta t ions  of t h e  B r i t i s h  Empire a f t e r  I n d i a ' s  incependence 

w i l l  no longer De o f f ens ive :  wnite  supremacy w i l l  n o  lonqe t  be an 

content ion.  The danger of t h i s  k i ~ d  of -1iberalisrn 

evident i n  t h e  ccmrnents made by K i m ' s  s c reenwr i t e r  Eelen Deutch w n o ,  

i n  an a r r i c l e  e n t i t l e d  "The 'Congo Kid' Herseif Speaks U?" from The 

New Y o r k  Tines, w r o t e  t h a t  she wos 

a n  a u t h o r i t y  on far-away places  with strange-soundincj 
narnes . . . [; t n e r e f o r e , ]  [ n l a t u r a l l y ,  when M-G-?.I undertook 
i c s  proàuccion of K ip l i ng ' s  "Kin," I was c a l l e d  i n  to ne lp  
w i t h  t h i s  scory  of India i n  t h e  cays when t h e  Czar w z s  i u rk ing  
dangerously near  t h e  KhySer Pass. Now I have a srnat ter ing 
of  Hindustani t o  add t o  my Swanili ,  Bantu, Car ib  Indian  . . . 
and s e v e r â l  v a r i e t i e s  of p idgin .  (Apr i l  30 ,  1950)  

Rs?resenting n e r s e l f  a s  a rnu l t i l ingua l  and protean Kim-like f i g u r e ,  

I\ n ' ~ r . e  Con90 hid" takes  p r i d e  i n  her  z b i l i t y  t o  t ransform n e r s e l f  

~ n r o u g n  c u l t ü r z l  and i i n g u i s t i c  drag.  It i s  h a r a  t o  inag ine ,  

? .~xever ,  2 screenplay proauciz.5 " i i c c l e  offense"  Erom z  "Conqo Kia" 

wh.0 clairns t o  know t h e  e x o t i c  wcrlc! by v i r t u e  of  h e r  a b i l i t y  t o  

collect i d e n t i t i e s  and names, her  p r a c t i c e  of 2 popular  c u l t ü r a l  

ethnography. In  "English C la s s i c s  f o r  Cold War Anerica: M G M ' s  K i m  



2 0  

( 1 9 5 O ) ,  Ivannoe (l952), and julius Caesar (1953)" John H. L e n i h a n  

w r i t e s  t h a t  K i m ' s  " S c r e e n w r i t e r  Fielen D e u t c h  s o u g h t  t o  a v o i d  r a c i s t  

o r  c v e r t l y  i m p e r i a l i s t  c o n n o t a t i c n s  i n  d e p i c t i n g  S r i t i s h  r u l e :  

[ q ~ o t i n g  D e u t c h j  ' T h i s  is t c o  close t o  r e c r n t  h i s t o r y  anS may lose 

e sympzthy o f  t n e  a u c i e n c e ' "  ( 4 4 ) .  T h e  f a c t  c h a t  i ( lmfs  

s c r ê z n w r i i e r  fears t h e  icss o f  z ü c i i e n c e  s u p p o r t  for t h e  f i l m  

ScqgeSiS  c h a t  her c o ~ d e n ~ a t i 3 z  o f ,  p e r h a p s  K i g l i n q ' s ,  " o v e r t l y  

i n s e r i a L i s t  c o n n o t a t i o r i s "  nas less tc  d o  w i t n  e t n i c s  c n a n  w i r h  

e c o m m i c s .  T h e  g r e c t e s t  i r o n y  o f  s u c h  l i b e r a l i s c  s t a t ê m e n t s  a s  

>iewsxeekls and D e u t c h ' s  i s  t h a t  K ip1 i r . g  had, Dy 1950 ,  a l r e z d y  'Decorne 

a r e i f i e d  i m a g e  i n  X o l l y w o o d ' s  c o l o n i a l  r e p r e s e n t a t i o n s ;  

c o n s e g u e n t l y ,  MGM's w a i t i n g  u n t i l  a f t e r  the wax a n a  until a z t e r  

Ix-ibia's i n d e p e n d e n c e  fron B r i ï i s h  rule t o  f i l m  K i m  s i m p l y  i n c r e a s e d  

rhe n a r k e t a b i l i t y  o f  ~ h e  f i l m  an8 e c h i e v e a  v e r y  l i t t l e  i n  tems of 

a2 "ethical" r e p r e s e n t a t i o n  of c o l o n i a l i s n .  I n  a  r e w i e w  of Kia f r o m  

one S a t u r d a v  Roview, E v e l y n  G e r s t e l n  e x p r e s s e s  a s i m i l a r  l i ~ e r a l i s t  

s e z c i n e n t .  S h e  w r i t e s  t h a t  trie filn is  "a r e s p l e n d e n t  v e r s i o n  o f  

ihe w h i t e  m a n ' s  b u r a e r ,  in t h e  O r i e n t ,  [ a ]  relic of a n  o u t m o d e d  

~ o l i t i c "  (The  S a t c r d c v  R e v i o w  December 1 6 ,  1950). What i s  

p a r t i c u l a r l y  i n t e r e s t i n g  i n  G e r s t e i n ' s  ccrnnent  i s  t h o t  s h e  recreates 

the r k e t o r i c  of t h e  R a j  with h e r  r e f e r e n c e  to "the x h i t e  m a n ' s  

burden," an  i d e o l o g i c a l  emSlem of t h e  S r i t i s h  E n p i r e ' s  r n o a e r n i z i n g  

- .- - -  - or  c i v i l i z i n g  rnissio-.i ezd i ~ s  u ï i l i c a r i a - .  --L - .=L < = -  - - - -  

same t i m e  p o i n t s  t o  t h e  l i b e r a l i s m  that s h e  b e l i e v e s  t o  h a v e  

r e p l a c e d  the " p o l i t i c "  o f  tfle B r i t i s h  R a j  w i t h  h e r  r e f e r e n c e  t o  the  

r h e t o r i c ' s  o u t m o d e d n e s s .  I n s t e a d  of  a  r a c i s m  c o n t a i n e d  by the 



:4azicnean l o g i c  of coloniai isrn,  t h e r e f o r e ,  we have i n  v a r i o c s  

reviews of K i m  (19513) exampies of ~ o s t c o l o n i a l  racism, rzcism whose 

Icg ic  bocame slowly,  b u t  cangerously,  encoded in 2 c o m c d i l c i c a t i ~ n  

o f  r e c o r s t r s c t e d  images o f  both Kiplincj a c c  nis literary 

r e p r e s e n t a t i o n s  . 
The i95S N e w s w e e k  review of Kim c i t e a  zbove re-eacs many of 

sent iments  

c r i t i c s  reviewers : 

a n c  

" K i n , "  with  i t s  bczaars  2.2d crowded icndscaes and  Eimalayan 
hc r i zons ,  is s c e n i c a l l y  extremely g r a t i f y i n g ,  with sornethifig 
of  t h e  same arrnchair,  e x o t i c  escapism chat c ü r r e n t l y  
d i s t i n g u i s n e s  14-G-M' s "King Solomon's Pzines. " (Newsweed 
Dec.18, 1 9 5 0 ) "  

What i s  most i n t r i g u i n g  a j o u t  t h i s  r e v i e ~  is i t s -  re fe rence  t o  

"a-n'chair, e x o t i c  escapisn"  whicn s u ç g e s t s ,  repeacir.9 rhe  views of  

Kip l ing ' s  contemporaries ,  m's a s s o c i a t i c n  Both with ethnocjrapny 

(i.e. t h e  " amcha i r "  a s  t h e  locus  f o r  reading  about t h e  East  ana, 

tne for unaers tancing  

with genre  "male escapism") . 
Fas t )  

this 

review, fur thermore,  we see how K i p l i n q ' s  panoranic  view of Ind ia  

is  fec i sh ize t i  as  Zn a u t h e n t i c  r e p r e s e n t a t i o n  of t h e  Indian 

Icndscape.  A review of K i m  i n  Tirne magazine s i t u a c e s  Kiplirig, t h e  

~ . c v e l ,  ccd the film i n  t h e  l a t e  r i ineteenth-century genre  of  " m a l e  

ronance ,"  whi le  s imul taneous ly  f e t i s h i z i n g  the a b v e ~ t u r i s x  of both 

t h e  i i t e r a r y  and  f i i rn ic  t e x r s :  

The N e w s w e e k  review is r e f e r r i n g ,  of course, Co a f i l m i c  adaptaiion of Rider 
Haggard' s Kina Solomon ' s M i n e s ,  anothec example o f  t h e  "male romance" g e n r e  
whose s c r e e n p l a y ,  l i k e  Kim's, was w r i t t e n  by Helen Deutch.  



Kim (M-G-M), 2 lusnly Technicolored version of the Rudyard - 
Xipling aaventure novel, wiii tex?; snell boys ïo trade in 
their 5opzlong Cassidy dcds f o x  a turban, a walnut-stainea 
complexion and a Britisn Secro ï  Service mission in the 
Zrnpire's wild East of 1985. (Tirne Dec.11, 1950) 

Tine's review, appealing to the American popular imagLnaïion c y  

using "the wild West" as a uciversal trope for âdventurism, clearLy 

ezqages iz o marketing cf Kipling's imcges ro o particuiariy 

-a-.-.oriczn ( a n c  whire) audience of t h e  1950s .  In the review from 

. - 
e a s i l y  exchangeci for tne c o t i ~ o y  coscume of Xopalong Cassidy . -'  ri 

al1 of these reviews of the filn Kim, scme form of colonial racism 

rensins lodgecl in the fiirn's critical reception: in the Newsweet 

rsview Kipling's colonial autnority is xaintainecf a d  fetishized; 

- rl- rr! i n e  S ê t u r d a v  RevFew Kipling's India is evoked in orcer to appeal 

C O  ti,e (wnite) cudience's sense of liberzlisrn; in T i r n e  magazine 

K i p l i ~ g  and his representations of life in Izdia become commodified 

incqes to be morketea in IL-nerica GS "tne Empire's wild East of 

Lt is with this recognition of postcolonial racisrn as it is 

e-mbedded in p o p u l o r  c u l t u r z l  representations, tnat 1 intend to îake 

s p  thc question of Kipling's images and his own fetishized identity 

In his book The White Man's I n d i a n :  Irnaaes of the Pmerican Indian from 
C - ? i . m b i ~ r  +? the  ? r ~ s e p c ,   o.Se Se^-r F. 2 s z k h c F ~ r  etir.2sses the liter~r': c?r r r~  02 - - - 
cke 3-~.erican Western, what came CO ne popularized later as the cowboy and 
Indian novies of Rollydoo8: "What distinguishes a Western from other types 
of adventure literature is the setting ana the costuïrtes ... and its timing in 
che history of westward expansion of White society" (97). The irony of m ' s  
review is tnat certain defining characteriscics of the Pmericari genre of "the 
wild west" are easily replaced by Kiplingesque imges. The reviewer, I think, 
realizes that Kim's appeal lies in its sharing with American populzr culture 
the mythos of civilization meeting savagery along the frontier, whether tkat 
Erontier is rhe West or the Northwestern Khyber Pass. 



6 s  a colonizer in Hollywood productions like Kim (1950). 1 am not 

ss nuch concerned with defininç the populor  imagination, whicn I 

Celieve to be a dubious and totalizing category to Degin wicn, but 

c e  I am intent on explorics the prccesses 'Dy which rzcist 

cslcnial imzges anc representations cndergo various translations snd 

ci f f ere.ic cüdiences, reacers, ozd s?ectaïors. David Harvey ir! The 

CczCiticn of Postrnodercitv, teferring to the tkeorisc Charles Jencks 

( 1 3 8 4 ) ,  writes that 

[ w j e  a l 1  of us, says Jencks, carry around wirh us a musée 
imâgiriaire in our minds, drawn from experience (often 
couristic) of other places, ar?d knowleage culled frorn films, 
television, exhibitions, travel brocnures, popular magazines, 
etc. (87) 

Uarvey focusos on Zencksl idea of the "musée imaginaire" in order 

tc ern2hasize the spatialization, 01. "geography of differentiâteà 

Castes znd cultures [ w n i c h ]  is turned into a pot-pourri of 

incernctionalism" (The Condition 8 7 ) .  When we tûlce into account the 

v p ~ â ~ ~  in which Incia, its natives, acd ~ n e  Angle-Indian are 

ccristructed by the colonial gaze, wherher Hollywooa's or Kipling's, 

we seen tnat the spatializing prccess of "reterritorialFzingf' India 

in t o m s  of colonial signification is r.ot sirnply a przctice of 

ethnoqrapnic realisn that attempts to represent a settleà commcnity 

or a collective group .  

In "5mp1rer Iaentity and Fiace: Mascuiiriities in Grevstoke: 

The L e a e n d  of Tarzan" Griselda Pollock addresses tnis process of 

internatioxalization in terms of Africa's cultural globalization and 

suggests that 'la total worlding and appropriation of Africa in 
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cinematic representation [has occurred] for the West's imaginary as 

ics field of adveriture ona self discovery" (Me Jane: Masculinitv, 

" - 
Yovies and Men 130).-- We see this process of internationalization, 

C ,or example, in Eollywood's represensations of Kipling end his w o r k s  

w k e r e ~ y  Kipling's iiterary irnoges of Indiâ are trcnsfomec into 

-;isucl icons in orde t  tc translate the Sast  into rneaningful 

netapnors fcr  Paerican audiences cf fiin. Feïishited images uncergs 

G process of exchznge znc replzcemenc dependin9 02 the tastes of ïne 

aüdience: for exaniple, t h e  speccacclarizeci Wild West of Hopalorig 

cowbcy is easiiy exchanged for Kim's British nineteenth-century 

advencurism in the genre of the "male rornarice." Inaia becornes, 

xhroüqh !ioilywood's process of icoriographically "worldingw India, 

a "pot-pourri" of colonial images in the Social Irnagiriary, anci it 

is t n i s  cultural gaze or popular imagination that informs the 

s~bjective experiences znC imzginations of readers and s-ectators. 

Zarvoy emphosizes that thzse subjective ex2eriences are "mentol 

spaces and maps" (The Conbitior! 203) which are prcducec not only 

within the confines of an audience's Fsoloted encounter with texts 

l i k e  Kim (1901 and 1950), wnether we are speaking of an ocademic or 

a pocular aüdie~ce, but within a larger discursive field of colonial 

80th Harvey anu Pollock describe, 1 chink, a spatializing process similar Co 
nineteenth-century Orientaiist transformations of experience or perception 
into forms of knowledge for the purposes of the white self's fashioning, 
although this process of "internationalization" o r  "worlding" is much more 
complicated when w e  consider multiple and 'othered' audiences in a postmoderc 
world of pastiche and parody. 



*. 
representations in the synbolic.-- What is caLled tne popular iz 

'soth licerature a n d  fila in forms  an audience's "perce?ticc, 

inaginarion, ficticn, and fantasy" (Fiarvey The Condition 2 C 3 j  

reçardless of r he  readerfs or spectator's class, race, or çencer 

~ ~ . n i l o ,  C C  che same tirne, these categories of differonce effect hcw 

:he populcr is read. Consequer,tly, the danger of Ecllywoodls filz.l=: 

translation cf Kipling's Kim ( 1 5 0 1 )  aoes not lie in, as F,GS= 

acâdemics doali~g wirh K i ? l i r i c  and film htlve poinïec ouï, tk2 

n t  s thematic or s t r i i c t u r z l  i~fidelity to the novel, but r a the r  

in w h a ï  t h e  film has "'noturalizeal tnrough che assig~nenï c E  

corrimon-sense everydzy meanings" (Harvey The Co~dicion 2 0 3 ) ,  meaninos 

captxred in fetisnizea imaços of the native ând nis Iife which hz-"-2 

Deen uncritically translated into film and which have informed SG- 

There is no way of isolating a "popular" imaginztion in ïhis thesis. This 
difficulty is p a r t i c u l a r l y  evident when w e  consider, for exmple, the fact 
that Kipling's writings belonged to a wide range of Orientalist practices 
duzinç the end of the nineteenth century (e.g. Ce~artmental D i t t i e s ) .  We a r e  
aware of Kipling's fzscinztion with the music-hall suD-culrure, for example, 
f r o n  h i s  autobiography in which he writes, "My rooms were small . . . b ~ î  
f rom my desk 1 could look o ~ t  of my window through the fan-light of Gatti's 
IJ. .  .-,a,c-Rall - ; encrance. . .Tt iras here . . . that 1 Listened to t he  o~served and 
compelling songs of the L i 0 2  and M m o t h  Comiques, and t he  shriller s t r a ins  
. . . of the Bessies azc 3ellas, whom 1 could hear arguing from beneath rny 
window . . . as they sped from Hall to Hall"(~ometninu of Mvself 75-81), 
XFplinç is, obviously, aware of Che influence "popular cultüze" had on his 
xriting; however, what is fascinating is the invisible ana alxos~ 
ethnographie position he assumes in his encounter with the music-nall. Colin 
XacInnes writes: "Of the [ ] mverick explorers of the nusic-hall sub-culture, 
it is certain Rudyard Kipling was one . . . [and] as to style, when it cornes 
to the 'popular' poems, in which he [Xiplinç] writes what pcrports to be 
proletarian speech, there are lines that are aimost interchangeable wicn 
those of music-hall ditties" (The Aue of Ki~linq, "Kipling and the Music 
iialls" 59). Therefore, Kipling's role as a cultural producer-and this role 
uas 'ambivalect' given Kipling's position as a consuner of e larqer 
Orientalist discourse into which he wrote from an ethnographical position--is 
complicated by the fact that he cannot be easily categorized as either a? 
elite/high or a popular writer. 



-. 
called 'popular' and academic audiences a l i k e . - -  

~ollywood's appropriacive process of col~nial signification, 

however, is even more complicatea than che ninoieenth-century 

Oriantalist's Secause not oniy is it dependenc on the m y t h  of ~nity, 

source, Zollywood's reconstructions of the R a j  âre depe~dent on, to 

z?. excenc, the colonial "starw-status of a figure like Xiplinq in 

o r c e r  to maintain the validity and coherence of its oTm gaze. ,anne 

Tr i e -e rg  writes that 

[c]he fascinztion with c film star is net a fascination with 
a single siçnified person . . .  or with a singie siqnifier ... 
but with an entire system cf signifiers and a code -- the 
comnercialized erotic system that fits, what jean Baudrillard 
lias called thê 'rnetapnor of fetishism. ' ("A Denial of 
Difference: Theories of Cinematic Ideritlficati~n" 42-43) 

appearances of actors playinq the colonial figure of Rcdyard Kipiinq 

in films -- films like Giznaa Din (1939) and The Mar! Who Wouid Be 

K i n a  (1975) -- - secure, in any way, the "star1'-statu~ of Kipling i,ri 

filn, I cm arguinc that Kiplingf s fetishized image as a colonial 

novoiist and poet has become a vital link netween nineteenth-century 

constructions of the colonial gaze and the twentieth-cenïury 

con5-r~cti~ns of ine canera's gaze. Me see in Fioliywoodvs 

In "All About a Boy: Kipling's Novel, MQf's Film" William Blackburn writes 
that the director of (1950) , Victor "Seville [, ] could have learned much 
b y  studying the careful design of Kipling's n o v e l "  (1051. Blackburn c o n c l u d e s  
w i t h ,  "Seville's film falls short ... of Kipling's novel" (110). 
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1 
rcpresentations of Kipling's Kim, and in nineteentn-century critical 

reviews of Kipling's work Eor thât mâtter, a certain spectaculzr 

?er farmance  of colonial identity. Evelyn Gerscein writes in her 

review K i m  
7 

The Saturdav X e v i e w  t h a t  

11 :<irntl -- thocçh apparontly maae for me zost part in India, 
with the combine& collaboration of the Wagara jahs of Gaipur 
and Bunci, who loanea dancing girls, elephants, and the use of 
tneir realms -- never wite convinces one of its authenticïty 
. . . [and: che film too often g i v e s  cne Fmpressior! t h a ï  it 
aicht as easily have originatec in E c i l y w c c c ,  with its red anc 
oo ld  u n i f o r m s  as irrdiâcülate as anythinq newlÿ renïed fron 
3roriks, and the rude incrusions of unmturaliy green studio 
t rees and pcp-plancecf h.~mock l s cf Grass cnduly luntifious L.L 
closeups . . . [ : t] here are moments, however, when Kipling ' s India 
dsserts itself. (The Saturdav Review Dec. 16, 1950) 

Kipling's India, in Gerstein's review, is associated with al1 that 

is "autheritic" abocc the lznd and Fts peoples wnicn *indicates the 

roviewer's Selief in the authority of KiplFnq's ethnographie 

realisn. Gerscein fails to realize the full implications of 

Kipling's ençaqement in Oxientalism and in the "male romance" genre 

chat places Kim in a tracition of European self-fashioning through 

a n a  2s spectacle. Satya 2 .  Monacty writes that "the ritualizstion 

of colonial culture, the adoption âna aaaptation of the native Nortn 

Incian durbar -- or royal display -- by colonial Britisn 

administrators, was an essentially new feature i ~ ,  the late 

nineceenth century" ("Kiplinu and the Culture of Colonial Rule" 

339). The 'durbar' is, if we consider the film Kim's pageantry, an 

essential element of representing India and Kipling as spectacle. 

However, given Mohantyls comment, it is important ta understana cha t  

this zct of representing the British Empire's ostentatious presence 

Inaia not exclusively cwentieth-century Roll ywood pract ice . 
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Ir. other words, the excessiveness and tackiness of Eollysrood's 

rc?resentations of India a r e  direct offshoots of Kipling's 

G r i e n c e l i s t  ?rac~ices w n i c h  alLoireci nin to conscruct the imacinary 

coherence of the h i ,  m i e ,  hetezosexuil, acaaemic self 5 y  a 

srccess of collecting and represeriting imaqes of the British in 

Inaie: ia Ki-iingls Kin we see Row che perfcrnznce of the self âs 

c colonial identiîy deponcs on the instant com~odificazion cf images 

of t5e oother as reifiec images of the self. 

It is this precession of simuizcr~, ,-- c e  perpeïual 

"Seterritorializctionl' and " reterritorizlization," never an 

a c t h e n t i c  "territorializâtion," of self and ocher (using Deleuze and 

Guactari's terms), that confirms Baüarillard's idea thaï 

Abstraction tccay is no longer that of the map, tne double, 
th- mirror or the concepr: Simülation is no longer thaï of the 
territory, a r e fe ren t i a l  Deing or a substance. It is the 
oeneration by nodels of e real without origin cr reality: a 
hyperreal . (Simulzt ions 2 )  

BacCrillard Fs noc denying that discursive reality exists, that real 

sociocultural interactions have contriSuteci to e cozstrcction af t n e  

self over tirne, but rarrher that the power and authority of the 

colonial s i g n  as it has undergone various significatory processes 

I I  - s  ; zoching more than opezotional" ( s i rnu la t  ions 3) . Baudrillard is, 

in o sense, reformulating the w ~ y  we theoretically conceive of the 

real (i-e. of the s u b j e c t / s e l f )  by suggesting thaï the pcwer of the 

Wescern Sign, as a source of colonial authority, is only 

ambivalently maintained in the symbolic orcer where t h e  meaning of 

signs is contâined. Bauarillard's theory of simulacra c a n  be applied 

to Hollywood's appropriation of Kipling because it zddresses the 
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proliferation of colonial signs tnat has resulted from the 

trcnsformation of Kipling's linguistic codes into iconographie 

codes. I n  his essay "Requiem for the Media," 3aucrillard writes 

char  

in the simulational rnodel of comunica~ion . . . [  w]i?at really 
c i zcu l a t e s  is information, 2 semancic content tiiat Fs 
assumed to be lecible and univocal . . . [  D]üï as soon as cne 
posits ambivalent rel~tions, it al1 collapses. (Vibeo Culture 
1 3 6 )  

Eauàrillarar s ideas concernina the circulation of inf O-~,atioa are 

important because tney address both the way Kip1ir-ç has 9 e e ~  

infiuenced by a group fantasy of colonial autnority, 2nd t h e  way he 

ncs, turn, influenced the construction gaze and 

of t h e  spectator's "nusee imaginaire." Victor B u r g i n  5ddresses this 

ide2  of the circulacion of information within the "rnusee imaginaire" 

ir! terns of "the way we may 'rernember' a fi7n we never saw except 

rhrocgh such  things as reviews, posters, rrailers, and television 

ips, books ana on" Tneory" 

our identifications with images can be interpreted F R  tems of 

Baudrillard's theory of "aDstraccionW because the formation of a 

r n t ~ t a l  map is dependent not cn authentic inages of a culture, but 

culture t r i  de 

discursive practices in literature, magazines, fiims, tourist 

ochures etc. 

sügges t s that 

Baudrillard's 

the circulation 

rnodel corniunication" 

information not the circulation 

of t r u t h ,  especially Secause what is supposedly being com.nunicatea 
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is so easily disrupted by the a -mbiva le~ t  relations -- or, i r i  21s 

S c c a  n i a n  rnodel, S y  the arnbivalenc identifications -- of Kim's 

speccz to rs  . 



Cinena as Amaratus and the Ot herod S ~ e c t a ~ o r .  Ex~lorlnc the . . e - 
Foie Look as a Manifestûtion of the G 8 z e  

In n i s  monumental essay "The Work o f  A r t  i n  t h e  Age cf 

- .  :.inlc;? ckonges in a r t i s t i c  r e p r e s e n t z t i o n ,  s p e c i f i c z i l y  ï n e  change 

r'rcrr. t h e a t r e  and  t h e  stage to c i n e n c  znci its m e c i u n  0 5  t2e screez, 

ce-zysti="/ whaz a u c i e n c e s  o f  t n e  p c s t  h a v e  c o n s i c e r e d  "sâcrea." 

Sen j arnin 

" a u r a "  o n c e  prociucec f rom e n c o u n t e r  

G Stace  ~ c t o r ' s  p r e s e n c e  i n  p e r s o n  l e f t  the realm of 

' b e c x i  i f u l  semblance  "' m i m e s  F s  . Ben j a x i n  arg-ùes  t h a t  

forma1 c h a n g e s  in r e p r e s e n t a t i c r i .  thac Bave accompan iec  s p e c i f i c  

. . n r s t o r i c a l  c n z n g e s  i n  h u m s n i c y ' s  m d e  of e x i s t e n c e  h a v e  e l so  

resultec! in a " g r e a t l y  i n c r e a s e d  mass cf participants [ t h a t ]  has  

prod?;cod z new mode o f  p a r t i c i p c t i c r , "  ( 4 4 )  . The p u b l i c - e y o  of 

c h e a t z e  t h a t  once eccounteroc che f u l l  body o f  t h e  z c t o r  i n  p o r s o n  

is 113w çuiaed or m e d i a t e d  by t h e  c a n e r c - e y e :  

G u i d e 2  by  t h e  cameraman, t n e  ccnerâ c o n t i n i l a l l y  châi lges  its 
position with r e s p e c t  to the pezformance .  . . [and] [t] h e  
a u d i e n c e ' s  i d e n t i f i c z c i c n  w i t h  t h e  a c t o r  i s  r e â l l y  a n  
identification with t h e  c a n e r a [ ; ]  [ c j o n s e q u e n t l y  t n e  a u d i e n c e  
c a k e s  t h e  p o s i t i o n  o f  the cânerê. ( B e a j a n i n  36) 

Serijcrnin makes a very Finportent  ~bscrvacion i n  s u g g e s t i n g  that 2 

audience assumes, mony v o y e u r i s ï i c  

the camera because i d e n t i f i c a t i o n  w i t h  the 

- - 
camera -eye  . -' Technology, otner has n o t  o n l y  

: 3 

Problematically, of course, Benjamin alwzys refers to the audience both in 
the collective and in the singular in Bis essay. 
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a r t i s t i c  r e p r e s e n t a t i o n s  more a c c e s s i b l e  t o  a l a r g e r  p u b l i c ,  b u t  i t  

hzs 21.~0 c o n t r i ~ u t e d  t o  t h e  t h e o r e t i c o l  d e v e l o p m e n t  o f  t h e  

s ? e c t a t o r r s  r o l e  i n  e n c o u n t e r i n g  c u l t u r a l  p r o d c c t i o n s .  More 

. - .  e c c ,  B e n j a m i n ' s  e s s o y  e n p h a s i z e s  t h e  i m p o r t a n c e  of t h e  

s ~ ~ c ~ z ï o r i a l  e g o ,  t h e  deve lopmen t  o f  s u b j e c t i v i t y  Dy which t h e  

A ; - C i v i c u ~ l  .. b e c o n e s  aware  of h i s  i d e f i ï i t y  a s  a n  a ü a i e f i c e  memer. As 

2 ç ~ t c ~ a t ~ r ,  t h e  s u b j e c t  o f  f i l n  p z r c i c i p a t e s  i n  t h e  s p e c ~ z c l o  

kefore  5im i;y i ~ e n t i f y i n q  wi" LE the  c a n e , r d r s  l o o k .  T e c h n o l o g y ,  

.- , h e r c f o r e ,  -Sas i n c r e a s o d  t h e  l e v e l  cf a c t i v i t y  r h a t  a n  a u d i e n c e  

e x p e r i e n c e s  i n  i t s  e n c o u n t e r  w i t h  a r t i s t i c  r e p r e s e n t a t i o n s .  

-%sumicg t h e  p o s i t i o n  o f  v o y e u r ,  t h e  p u b l i c  n a s  e n t e r e d  a new moae 

cf  p a r t i c i p a c i o n  w i t h  t h e  abject  o f  i t s  viow.  Eowever,  aen ja rn in  

suçgests thât t he  a u d i e n c e  s t i l 7  r u n s  t h e  r i s k  of becoming p â s s i v e  

t o  t h e  c c n d i t i o n s  o f  i t s  e x p e r i e r ? c o  o f  l o o k i n g  whicn  a r e  errbedded 

i n  a co rnp l i ca t ea  p o l i t i c s  o f  r e p r e s e n t a t i o n :  " t h e  pu8lic [ i s ]  i n  t h e  

o s i t i o n  o f  t h e  critic, . . . j t j h e  public is o n  e x a m i n e r ,  b u t  a n  

absez t -mir iaed  one"  ( 4 5 )  . A t  t h e  e-?c o f  t h e  p r e c e d i n g  s t a t e r n e n t ,  

Ben jamin  s u g g e s t s  t h a t  a  s p e c t a t o r ' s  e n c o u n t e r  w i t h  f i l m  r u n s  t h e  

risk o f  Lnducing p d s s i v i t y  ir, a n  i n d i v i d u c l  who d o e s  n o t  p a y  

attention t o  t h e  ways în which t n e  camera  p o s i t i o n s  b o t n  t h e  

s - e c t a t o r  a n a  t n e  imoges  on.-screen,  who d o e s  n o t  S e a r  i n  mind h i s  

own process of i d e n t i f i c c t i o n  with t h e  camera -eye .  Althoucjh 

Een ja rn in ' s  e s s a y  i n t r o d u c e s  many f u ~ d a m e n t a l  iciezs c o n c e r n i n g  t h e  

s g e c t a t o r r s  l o o k  i n  r e l a t i o n  t o  i t s  s u x r o u n d i n g s ,  h i s  a s s u r n p t i o n  

t h a t  t h e  s p e c t a t o r ' s  v i s u a l  i d e n t i f i c a t i o n  w i t h  the f i l m ' s  

r e p r e s e n t a t i o n s  a u t o r n a t i c a l l y  p l a c e s  t h e  s p e c t a t o r  i n  t h e  p o s i t i o n  



o f  c e  c a n e r a  o v e r l o o k s  two v e r y  i m p o r t a n t  i s s u e s .  Ben jamin  

e x - l o r e s  n e i t h e r  the m u i t i p l i c i t y  o f  i d e n c i f i c a t i o n s  t h a t  accompany 

" [ t ] h e  g r e a t l y  i n c r e a s e a  mass o f  p a r c i c i p a n ï s "  ( 4 4 ) ,  n o r  t h e  ve ry  

r e c s a r i s  sn a u a i e n c e  i d e n t i f i e s  w i t h  t he  c m e r a l s  f e t i s k i z e c ,  a s  

oppcsed t o  l l s a c r e d " - o r  f u l l - b o d i e d ,  image  of t h e  a c ï o r  i n  t h e  f i r s t  

C k r i s t i a n  Xecz i n  T h e  Irnacrinarv Sicnif l e r :  Psvcnoânalvsis 2nd 

C i x m a  w r i t e s  t h a t  " [ z j  t t h e  cinerna, it i s  a l w â y s  t h e  other who is  

or, t h e  s c r e e n ;  a s  f o r  m e ,  I am t h e r e  t c  l o c k  a ï  nim" ( 0 2 ) .  X e t z ' s  

i d e a s  a b o u t  t h e  i m p o r t a n c e  o f  t h e  s p e c t a ï o r i a l  e g o  a q r e e  w i t h  

S e n j a m i n ' s  Fdeas  c o n c e r n i n g  the s p a t i z l  d i s t a n c e  b e t w e e n  t n e  

c c a i e n c e  a n d  t h e  canera' s r e p r e s e n c a t i o n s  . L i k e  Bënjarnin,  Metz 

f o c u s e s  on t h e  n o t i c n  t h a t  c inema is on i n a g i n a r y  s p a c e  o f  s p e c t a c l e  

c o r s t r u c t e d  5y t h e  camera-eye ,  wnereas  

C '  ne t h e a t r e ,  t h e  o p e r a  a n d  o t h e r  s p e c r a c l e s  of t n e  sôme 
t y p e  ... a i f f e r [ ]  from t h e  cinema . . . f  i . r l  t h a t j  they d o  n o ï  
c c n s i s t  of imâges ,  [and]  the p e r c e p t i o n s  chey o f f e r  io 
:he e y e  a n d  e z r  a r e  i n s c r i ~ e a  i n  a t r c e  s p a c e  (zot a 
p h o t o g r a p k e d  o n e ) .  ( T h e  Trnacinarv 4 3 )  

,'iowever, u n l i k e  S a j a m i n ,  Metz a c c o ü n t s  f o r  t h e  l i b i d i n a l  c r i v e  

benind â s p e c t a t o r ' s  p s y c n i c  i a e r - t i f i c a t i o n  w i t h  t h e  screer! image .  

What M e t z  e r n p ; ? ~ s i z e s  a b o u t  cinerna is t h e  s p a t i a l  c i s t a n c e  b e t w e e n  

che s p e c t a t o r ' s  look o f f - s c r e e n  a n a  t h e  " p h c t c g r a p h e d "  o b j e c t  of h i s  

o r g a n  a n d  tne c i n e m a t i c  s p e c t a c l e .  Tne s p e c t a t o r l s  i d e n t i f i c a t i o n  

w i t h  t h e  o b j e c t  of h i s  l o o k ,  t h e r e f o r e ,  is c e p e n d e n t  o n  a n  image 

c h a t  i s  a l r e a d y  c o n s ï r i l c t e d  by the camera -eye  . Metz w r i t e s ,  

d e v e l o p i n g  t h e  J a c q u e s  t h a t  p r a c t i c e  



t h e  o n l y  p o s s i b l e  t h rougn  t h e  p e r c e p t ü a l  the 

desi re  t o  see [ w h i c h  i s  t h e ]  s c o p i c  drive, s c o p o p h i l l i ? ,  voyeu r i s rn"  

( T h e  f r n a a i n a r v  5 8 ) .  S c o p o p h i l i a  i s  t h e  s p e c t a t o r ' s  d e s i r e  t c  

s e l f - i r n a g e  

c ~ j e c t i f i e c  image o n  the s c r e e n  i ~ n i c h  is a  c o n s c r u c t e d  m e t a p h o r  t h z t  

i s  aii-iays a t  a distznce f r o n  t h e  s p e c t a t o r ' s  Dccy,  a l ~ i a y s  e l s e w h e r e  

(Metz  Ir, 

Sce-hen necth t a k i n g  e s l i g h t l y  ncrc i e c h n i c a L  p e r s p e c t i v e ,  s u p p o r t s  

X e t z ' s  L c c a n i a n  i d e a s  c o n c e r n i m j  t h e  i m a q i n a r y  s F a c e  of c i n e m a  i n  

s u c g e s t i n g  t h a t  the movisg c i c t u r e  i s  " t h e  g u a r a n t e e  of i t s  [ t h e  

p n o t o c ; r a p n r s ]  v i s i o n  i n  a c o n s c a r i i  -- i n d u s t r i a i  -- p r o a u c t i o n  o f  

nean ings "  (26), a " v i s i o n  wtiich b r i n g s  with i t  che c o n c e r n  ta 

s u s t a i n  t h e  carnera  cs e y e  . - . a n  e y e  free f r o n  t h e  body" ( 3 2 ) .  

fieach i s o l a t e s ,  1 t h i n k ,  t h e  i m p o r t a n c e  o f  the " e y e "  a s  o n i e t o ~ y m i c  

f i l m  s p e c t o t o r s h i p  a n d  

c h e  r ~ a y s  i n  x h i c n  t h e  s p e c c a ~ o r  -- o s  in B e n j a m i n ,  i n  b c t h  Che 

s i n c ü l a r  a ~ d  c o l l e c t i v e  -- i d e n t i f i e s  w i t h  t he  canera's  g a z e  i n  h i s  

l o o k i n g  a n d ,  t h i s  i d e n t i f i c a t i o n ,  c ju ided  " t h e  

c a i n e r a  z s  e y e ,  " p r o d u c e s  neani-rig.  E e a t h ,  l i k e  Me tz ,  addresses t h e  

i s s u e  of the s p e c t a c l e  o f f e r e d  by c i n e m a  t o  t h e  viewer, a  s p e c t a c l e  

c a p a b l e  cf c o ~ s t r x c t i n q  r c a n i n g  f o r  t h e  s j e c t a t o r :  

E i e s t i n g  o n  an i n d u s t r i a l i z a b l e  t e c n n o l o g i c a l  base, cinernô,  
a i f f e r e n t  to t h e a i r e ,  o f f e r s  t h e  p o s s i b i l i i y  of a9 i n d u s ï r y  
of s p e c t a c l e  . . . [ w n i c n  is} e v i d e n t l y  c r u c i a l  w i t h  i t s  
i r , t r o d u c t i o n  o f  t h e  h o l d  o f  m e a n i n g  and v i s i o n  and 
r e p r e s e n t z t i o n  i n t o ,  a s  ~i f a c t  of, t h e  i n d u s t r y  i t s e i f .  
( Q u e s t i o n s  228)  

H e a t h  r e a l i z e s  t h c t  c i n e m a ,  a s  a n  i n d u s t r y  p r o d u c i n g  i m a g e s ,  

s p e c i f i e s  o r  locates " t h e  i n d i v i d u a l  as  s u b j e c t  . . . [ i n ]  [ t l h e  



i n a g i n a r y - - t h e  s t a n d - i n ,  t h e  sutured c o h e r e n c e ,  t h e  f i c t i o n  o f  

t h e  f i c t i c n  

K i p l i n g ' s  c o l o r , i a l  "eye"  a i s c u c s ~ d  a b o v e ,  t h e  s p e c ï a t c r ' s  "eye" i n  

v i e w i n g  a  film a i s o  demancs s u t u r i n g ,  " '  s u t u r e '  r e f e r [ i n g ]  C O  t h e  

relatiez o f  the i n c i v i d u a l  as süb jec t  t o  t h e  c h a i n  o f  i t s  d i s c o u r s e  

m i s s i n g  q u i s e  s t a n d - i n "  

. . e 2 e a t h  is r e f e r r i n q  to L a c a n ' s  icea o f  nécor i r i a i s sance ,  the 

sub j ect ' s s p e c t a t o r ' s  

e v e r - ç r o w i n g  d i s p o s s e s s i o ? -  o f  t h a ï  b e i n g  of  h i s  . - . 5 y  
r e c o g n i z i n g  t h â t  t h i s  b e i n g  h a s  n e v e r  b e e n  a n y t h i n g  more t h a n  
h i s  c o n s t r u c t  i n  t h e  i n a g i n o r y  a n d  t h a t  . . . i n  t h i s  l a b o u r  
which h e  u n d e r t a k e s  t o  r e c o n s t r u c t  for another,  h e  r e d i s c o v e r s  
t h e  f u r i d a n e n t a 1  a f i e n a t i o n  t h ê t  made him c o n s t r u c t  it l i k e  
another. (Lacan ,  Écrits " T h e  F u n c t i o n  a n d  F i e l d  of S p e e c h  a n d  
Languâge" 4 2 )  . 

p a s s a g e ,  p o i n t s  t h e  t n a t  

t h e  s u b j e c t - s p e c t a t o r  a f t e r  t h e  r e d i s c o v e r y  o f  h i s  l i k e n e s s  to the  

o t h e r  i n  t h e  p r o c e s s  o f  p s y c h i c  i d e n t i f i c a t i o n  w i t h  t h e  c a n e r a  ' s 

P1' cazo.  Lrre s p e c t â c l e  o r  o b j e c t i f i e a  irnaçe wnich the g a z e  of t h e  

carnera c o n s t r u c c s  i s ,  zccorcfirig CO E e a t h ,  t h e  " m i s s i n g  [ f i g u r e ]  i n  

C n o  g u i s e  of a s t a n c - i n "  ( H e a t h  5 2 )  o f  t h e  s e l f ,  a n  o b j e c t  

rn i s recogn ized  f o r  t h e  s e l f  which  p r o d u c e s ,  f i r s t ,  a n x i e t y  and ,  t h e n ,  

l c a s u r e  by i t s  c o m p l e t i o n  of t h e  i a c k  i n  t h e  s u b j e c t - s p e c t a t o r .  

p r o c e s s  w i t h  t h e  o t h e r  t h e  

s c r s o n  p r o d u c e s ,  t h e r e f o r e ,  the  v e r y  cesire f o r  t h e  o b j e c t  c r  fer 

rne o i h e r  of t h e  seif. 

k i n a  I n  Loo Awrv: An I ~ t r o d u c c i o n  to Jacaues - L a c a n  T h r o c c h  

P c ~ u l a r  C u l t u r e ,  S l a v o  j Z i z e k  t h a t  " d r i v e s  are  

' p a r t i a l ,  ' t h e y  a r e  a l w a y s  t ied  t o  s p e c i f i c  p a r t s  o f  the b o d y ' s  



surface ... which ... result from the signifying parcelinç of the body" 

(21). It is, for coin ïne Orientalist cisccssed â5ove a c c  the 

spectator of film, the "eye" chat functions as chat -art of îne body 

The source of the drive behind scopopnilia in the libidinal econcmy 

of looking 2nd being iooked zt, nowever, Ls not so m ~ c k  the e y e  

itself, 5ut rcther che disïonlce between t h e  eye c i t s  object, 

- anu the filnic image cetween t he  neto~ymic replacemeni of ïhe "7" 

as ics Orner. Scopopnilia, therefore, is ihe desire produced 5y r 5 e  

pcrtial drives of voye~rism-exhibitionism and sado-masocnisa, crives 

that compol subject-viewers cf film to 'oecome spectators desiring 

a suturi~g of the distance Cetweon tne I and its ~che?. Within the 

econcmy cf this aesire, the spectator whose psyche is constructed 

both b y  the cinematic apparctus and by drives, iaencifies with the 

ccnero "eye" and Is, ir! turn, positioned by the film. 

Clearly, both Metz and Heath suggest chat the cinexatic 

scbjec~/spectatorls perception of images is hiqhly dependent on tne 

cinema âs zn ap-aracus or as an ideological Finage-producing machine. 

Locis Althusser in "ideology and Ldeolo~ical State Apparatuses" 

writes tnat 

inaividuals are always-âlready interpellated by iaeology as 
sub j ect,s, which nocessarily leads us to one last proposition: 
individuais are always-âlready subjects. Xence iriaivicuals 

aireody are. ( 2 4 6 )  

The spectator of film Fs, using Althusser's terminology, 

"interpellated" as a sübject by the discourse of cinema and is 

alwctys-already, in t h e  woras of Heath,  " [ t ] h e  spectator . . . 



groduced by the film as subject in process, in the process of 

[cl iriema, with its screen, ics frames, Ics binciirig rzenory, is 
perhâps the image machine ... becouse it Rolds the sc2ject -- on 
screen, in frame --in che exact turninq of spboIic 2nd 
suture, negztivity cnà coherence, f low and inage. (Ouest ions 
1 5 )  

E5zthrs omphasis on the ways ir! which cinema's proaucricn of inages 

lccstes or positions the subjecc of fila peints to the process of 

-. 
scbject nust aiso undergo.-' P-lrrhocgi? Eeath reccgnizes the ways in 

wnich classic cinematic narratives construct i dea l  viewers, nowever, 

I find h i s  cinema-as-apparatus approach problematic because 1 do not 

S~iieve that the oDject of every spectator's idenkification is 

c~deniabiy the narrativizec oDject of the camera-eye. The Fdea of 

the spectator' s suturing by the film's representations, Dy its 

rzrrative structure, or by the context of viewing the Ciln leaves 

mzily cp~es t i ons  zbout spectatorship unznswereci. 1 find ic hzrd to 

believe, for exanple, t h o t  trie cinema as an image-proa~cirig machine 

o r  ideological institution c m  position the spectator as 

unproblematically as Metz ana Heath suqgest. Desire is not 5 simple 

natter when we consider mcltiple specïators and their indiviciual 

l o o k  within the varyinq contexcs of tke c u l t u r a i  screen. 2 s  Judith 

Althusser writes in "Ideoloçy and Ide~logical State Apparatuses" thac "The 
dcplicate mirror-structure of ideology ensures simulcaneously: . . . the 
interpellation of 'individualsr as subjscts . . .[and] theiz sunjection to 
t n e  Subject" ( 2 4 8 ) .  Similar to Lacan, Althusser suggests that the subject 
is, in facc, split and that his process of identification wiïh objects is 
founded on an act of misrecognition. Iaeology, therefore, is not some kind 
of monolithic force that constructs subjects, but is rather the dynamic 
interaction between the sxbject (i.e. his imaginary construction of the Self) 
and the reality that exists external to him. 



Xzyne s u g g e s t s ,  " t e x t s  may i n s p i r e  u n c o n s c i c u s  r e s ? o n s e s ,  b u t  t h e y  

' h a v e  ' u n c o n s c i o ü s ,  p e o p l e  do" 

Both C n r i ç c i a n  Metz a n d  Stepnsr! 2sath iinzrociuce f u r ? c a m e n t a l  

S a c z n i a n  c o n c e c t s  t o  t h e  ac ï  of l o o k i n g  iri c i n e m z t i c  r e p r e s e n t a t i o n s  

cxd s p e c t z t o r s h i p ;  however ,  b o t h  t h e o r i s ~ s  s i m p l y  n e n t i o n  a n d  do nct 

adaresç,  as d o  many f e r n i n i s t  filn t h e o r i s t s ,  t h e  fcll implications 

of ci i lema a s  a n  e n u n c i a t i v e  discocrse f o r  t h e  o t h e r e d  spectator. 

N e t z  2nd  Z e a t h  Rave,  i n  t h e i r  t h e o r i e s ,  p r c d u c e c  a u n i v e r s e i  

s - e c t a t c r  whose  i d e n t i f i c z t i o n  i s  based not o n l y  o n  rne idea of z 

t h e  s c o p o p h i i i c  

Ir, h e r  

economy 

t h e  

b u t  

camera -eye  ' s 

inportant c o n c r i b u t i o n s  

whose ~ b j e c t  

e a r l y  

c o n s t r u c t i o n  

f e n i n i s t  

t h e o r y ,  Lcüra Mulvey w r i t e s  i n  " V i s u a l  P l e a s u r e  a n d  N a r r a t i v e  

C i ~ e r n a "  t h a t  

ïhe womon ciisplayed 
l e v e l s :  as e ro t ic  
s c r e e n  s c o r y ,  and as  
t h e  a u d i t o r i u m ,  with 
either side o f  t h e  S C  

iâs f i l m i c  i n a g e j  kas f u n c i i o ~ e d  on i w ~  
cbjecc for t n e  c h a r a c t e r s  w i ï h i n  t h e  

e r o t i c  ob j  ect f o r  t h e  s p e c t a t o r  within 
. s h i f t i n g  t e n s i o n  'Detween t h e  l o o k  o n  
reeri. ( 6 2 )  

P4üivey a d d r e s s e s  t h e  ways i n  wh ich  women as r e p r e s e n t a t i o n s  Ln f i l n  

a n d  a s  s p e c t a t o r s  h a v e  b e e n  p o s i t i o n e d  by Hollywood films o f  t h e  

1 3 3 0 ~ ~  i 5 4 C s  anc 195Gs. Mr?l~ej; â I s o  i~.trad;ices t o  film t h e o r y  t h e  

prcblerns of  c o n c e i v i n g  of the s p e c t a t o r  z s  u n i v e r s z l l y  male: 

- r - - 

Heath, f o r  example, w r i t e s  t h a t  " [tjke subject . . . i s  . . . t h e  r e s u f t  of  
e s t r u c t u r e  of  d i f f e r e n c e ,  o f  t h e  syxnbolic o r c e r ,  and t h a t  r e s u l t  i n a e x e s  2 
lack -- t h e  d i v i s i o n  -- which i s  t h e  constant 'drama of t h e  s u b j e c t  in 
l anguage , '  t h e  i n s c r i p t i o n  of a e s i r e  and t h e  e l a b o r a t i o n  of  an imaginazy 
o rde r  o f  wholeness, a set of  images i n  which t h e  ego seeks  r e s o l u t i o n  as  
t o t a l i t y  . . . [ through]  p r o j e c t i o n ,  [ a ]  f u n c t i o n  of  t h e  imaginary" 
( Q u e s t i o n s  118) . 



In a w o r l d  ordered by sexua l  Lrnbalance, p l e a s u r e  i n  looking  
has  been s p l i t  beïween ac r ive /ma ie  ând  p s s i v e / f e m a l e .  . . [ so l  
t h a t  ... t h e  s p e c t o t 3 z  [isj ir. d i z e c t  s c o p o p h i l i c  c c n t a c t  w i tn  
t h e  fernale form d i s p l a y e d  for h i s  e n j o p r n t . .  . [and is a i s o ]  
f a s c i n a t e d  w i t n  t h e  image of h i s  L i k e  set  i n  an i l l u s i o n  3f 
c a t ü r a l  s p a c e  ("Visua l  P lezsure"  62-63} 

Xzhougn  Mulvey exposes  t h e  d i s t i n c i i o n  made i n  c i â s s i c a l  Rollywcod 

films Cetween a c t i v e / m a l e  s p e c t a z o r  a n c  pass ive / fe rna le  o b j e c t  of t h e  

ç z z e ,  h e r  C i s c u s s i o n  does not  ccncenc râ t e  on t h e  cevelcpment of  rke 

f x u s  of t h i s  t h e s i s  i s  Mulvey's r e f e r e n c e  t o  t h e  t e m i o n  between 

l o o k  on- ar?a o f f -  s c r e e n  whicii s i g n i f i c o n t l y  c c n t r i b u t e s  t o  t h e  

f i e l a  of s p e c t a t o r  o n a l y s i s .  Mulvey reminds u s  t h o t  

The v o y e u r i s t i c - s c o p o p h i l i c  look  c h a t  is a c r y c i a l  p a r t  o f  
t r a à i t i o n a l  f i l r n i c  p l e a s u r e  czn i t s e l f  be  broken aown . . . 
[ i n t o ]  c h r e e  d i f f e r e n ~  looks  a s s o c i a t e d  wi th  cinema: t h a ï  o f  
t h e  camera . . . , t h a t  of t h e  zuu ience  a s  F t  ~ a t c n e s  . . ., 
â n c i  t h a t  of t h e  c h a r z c t e r s  zt eacn o t h e r  w i i h i n  t h e  s c r e e n  
i l l u s i o n .  ( "Visxâ l  P leascre"  5 8 )  

: k l v e y  u n a e r s c o r e s  rhe p o l i t i c s  ceh ind  t h e  look  of t h e  s p e c t a t o r  i n  

k i s  enccunter  w i t h  f i l m i c  images by s u g g e s t i n g  c h a t  t h e  s p e c t a t o r i c l  

e g o  does no t  d e v e l o p  in i s c l a t i o n :  t n a t ,  i n  f a c c ,  va r ious  looks  

i n t e r s e c t  i n  f i lm-viewing t h  c o n t r i b u t e  t a  t h e  s p e c t a t o r f s  

v o y e u r i s t i c  s c o p o p h i l i a .  

I n  h e r  r e j o i n d e r  e s say  t o  "Visca l  P l e a s u r e , "  "Af te r tnoughts  on 

'Visual Pleasu re  ar,d N a r r a t i v e  Cinema' i n s n i r o d  b y  D1:el ir. t ne  Sun , "  

Xulvey a t te rnpts  t o  r e a d  fernale, a s  cpposea t o  male, s p e c t z t o r s h i p .  

E e r  a n a l y s i s  cf fernale ~ s y c h i c  i a e n ~ i f i c a t i c n ,  however, i s  h i g h l y  

dependent  on t h e  n a r r a t i v e  c o n s t r u c ~ i o n s  o f  gendered r e l a t i o n s n i p s  

i n  t h e  f i l m  Duel i n  t h e  Sun -- on " t h e  p l e a s u r e  on o f f e r "  (70 )  b y  

the f i l m  -- which makes h e r  d i s c u s s i o n  less concerned wi th  r h e  
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f emale  s p e c t a t o r ' s  i d e n t i f i c a t i c n  ss an o t h e r e d  i d e n t i t y  r n a n  w i t h  

the f i lz 's  i a e a l  viewer 2nd " n a s c u l i n e  ' p o i n t  cf v i e w '  " ( 7 0 )  . 

Conseqcenr ly ,  in E u l v e y ' s  êcccuri t  o f  f e m â l e  s p e c t a t o r s h i p ,  t h e  

cornera r n ~ i n t â i , . \ , s  G "mascu lFn i red"  p o i r t  of viow w i t h  which t 5 e  

femelê s p e c t a t o r  c a n  ideniif- c n l y  if s n e  " a c c e p c [ s J  

' ~ : . a s c u l i n i z a t i o n l  w h i l e  wa tcn inq  a c t i o r .  rnovies w i t h  a mele  h e r o  . 
- .  . . [ b s c a u s e j  ~ o l l y w c o d  g e n r e  r ~ l z s  [ r re j  s t r u c t ü r c i  a r o u n a  

m a s c t l l i ~ e  p i e â s u r o  (mAr^ te r thougkcs  on ..." 7 0 - 7 1 ) .  Mulvey 's  â c c o u n i  

o E  sexual d i f f e r e n c e  i n  cinema r a i s o s  a c r u c i a l  a m b i v a l e n c e  a b o c t  

a s p e c t z a t o r ' s  p r o c e s s  of i d e n t i f i c a t i û n  w i t h  t h e  p o i n t  o f  view 

o f f e r e c  b y  t h e  f i l i n  and,  î h e r e f o r e ,  - r c b l o m a t i z e s  t n e  i s s u e  o f  

- a : ~ c i e r , c c  r e c e p t i o n .  icr  Mxlvey, ~ ~ e z c  i s  rio way of d e t e r m i n i n 9  

whether a fernale v i e w e r  i s  " s e c r e t l y ,  uncor i sc ious ly  â l m o s t ,  e n j o y i n g  

che freedorn of a c t i o n  a n c  c o n t r o l  o v e r  t h e  c i i e g e t i c  wor ld  t h a t  

i d e r , ï i f i c c t i o r ,  w i t h  a  n e r o  p r o v i d e s "  ( " A f t e r t h c u g n t s  on ..." 7 0 ) .  

Althoucjh i n  Mulvey ' s d i s c u s s i o n  o f  s p e c t a t o r s h i p  t h e  fernale viewer ' s  

o b j e c t  o f  i d e n t i f i c a t i o n  c a n n o t  Se e a s i l y  7 o c a t e d  by t h e  c i n e m a t i c  

a p p a r a t u s  a n d  t n e  g a z e  t n a t  t n e  camera-eye c o n s t r u c t s  f o r  t h e  i d e a l  

viewer,  sne n e v e r t n e l e s s  m a i n t a i n s  a  s e n s e  of f i l m  a s  a n  i d e o l o g i c a l  

z p p a r ô t u s  t n a t  p o s i t i o n s  t h e  f e n a l e  v iewêr  o n l y  i n  r e l a t i o n  t o  t h e  

f i l m ' s  m a s c u l i n i z e d  p o i i ~ t  of  view. The fornale s p e c t a t o r  i n  Mulvey's 

a c c o u n t  o f  s c o p c p h i l i a  a u ~ o n a t I c a l I y  fizcis her e g o - i d e a l  i n  che 

i r e r o t s  o r  t h e  carnerats p e r s p e c t i v e  in h e r  i d e n t i f i c ê t i c r i  w i t h  t h e  

t e x t  . 

Joan C o p j e c  s u g g e s t s  tna t  i n  textual a n a l y s e s  o f  t r a d i t i o n a l  

n a r r a t i v e  f i l m  which emphas ize  p o i n t  o f  view, women can  o n l y  e x i s t  



a s  t h e  o 8 j e c t  of  Che Gaze, a s  the l a c k  t n a t  c o m p l e t e s  t h e  Self 

( X t h c s s e r )  , o r  as  t h e  O t h e r  of t n e  self (Lacâ?.) . C o p j e c  w r i ï e s  

t n a t  

C h e  p o i n t  of v iew and t h e  s t r u c t u r e s  of voyeurisrn, e x h i b i t i o n ,  
i c i e r i c i f i c a t i o n  whici? f o l l o w  f r o n  i= a r e  61ways, r e p e a t e à i y ,  
ma le .  'Nomen, t h e r e f o r e ,  cân  ncc l o o k ,  can noz b e  r e p r e s e n t c d  
- - a s  wonen. (" Inci icn  S o n g / S o r !  n c n  ce V e ~ i s e  dans C z l c c r t a  
d e s e r t :  The C o n p u l s i o n  t o  Rececc" 233)  

AcccrYisc; t o  t h e  l i~ iC! i . r la l  eccficmy ~f s i d e n t i f i c a t i o n ,  i2 

or2ez for women cc: assume t h e  - o s i ~ i o x  of th? irn-lied o r  i c e a i  

v iewer ,  e s p e c i z l l y  i n  c inexa-as -ap-a racus  t h e o r i e s ,  t h e y  musc 

i c e n c i f y  w i t h  ïhe camerc-eye which mani?üla"ces o b j e c t i f i e d  i a a g e s  

of  wcmen. A s  Mary Ann Doane a r g u e s ,  "Tne wornân . . . a s  s - e c t a t o r  

. . . m u s t  look,  a s  i f  s h e  were 2 man wiïR the p h a l l i ë  power cf t h e  

Gaze, i n  order t o  b e  t h a ï  wornari [ z s  â c n a r a c t e r  i n  Che filn] " 

( " C a u s h t  ûnd 2eCecca: The I n s c r i p t i o n  c f  F e m i z i n i t y  as Absence" 

1 5 5 )  . There fore ,  womttn must c e r i v e  p l e a s u c e  f r o n  t n e  act of l o o k i n q  

at t h e m s e l v e s  and  a t  c t h e r  women c s  z b j e c t s  o f  t h e  gaze, an  

i d e n t i f i c a t i o n  

f e i n i n i s t  a c c o u n t s  of s p e c t z t o r s h i p ,  r h e r e f o r e ,  t h a t  i c  o r d e r  f o r  

Éromen t o  become voyeurs  o r  s p e c i a t o r s  of f i l m  t h e y  must  i d e n t i f y  

w i t h  rhe  o b j e c t i f F e &  irnaçe -- a i m o s t  â l i l ~ y s  t h e  e r o t i c i z e d  fernaie -- 

f r o m  a m a s o c h i s t i c  p o s i t i o n ,  a t  least i n  cerms of v i s u a i  pleâscre.  

T n e r e  a r e ,  however, c e r t a i n  p r o ~ l e r n s  w i ï h  t h e s e  t h e o r i e s  t h c c  

e z p h a s i z e  t h e  p o s i t i o n i n g  o f  t h e  s p e c t a t o r  by t h e  fiin as a  text o r  

as a p r o j e c t i o n  or' t h e  c u l t u r c l  s c r e e n .  Wny, f o r  exampie ,  must 

women's p l e a s u r e  be  r e f e r r e d  t o  i n  terms of s e c r e c y  o r  masocnisin 

which b o t h  mai r i t a in  t n a t  women can o n l y  become a c t i v e  s p e c t a c o r s  o r  
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voyeurs if tney assume a deviant, 'masculinized' position of 

. . sa~rstic control? What rewains unznswered ~y tnese tne~ries is the 

iss~e cf che ctnerec speccacor's critical rece?tion of f i l = ,  t h e  

xzys in which wcrnez resisc ïne ieeologiczl scructurinç of classical 

Xol1ywccd cinena by their often cnbivalenc Lce~tificzzions wiïh 

Eilmic texts. The feasle spectator, l i k o  the universol a-ecc~tor i2 

!4etï1s a ~ c !  tieatii 's theories, cznnot alwzys 8e located in 2 s i ~ ç l e  

position of deterrri inable ideztificztio-,. The fernole spectzi3r1s 

l o c k  is not only mltiple (e.g. in ze-ms of race, sex~a1icy, and 

c l a s s )  , but her identification with an objectified irnzge f a i l s  to 

8e solely a product of tne ways a filn constructs ner according CO 

tne cultcral screen or Social Inaqinsry. I t  Fs iaporta~t, 

zherefore, to qi;esïion the very cirive benind scopophilia o r  jehicd 

t h  " p l e a s u r e  in using arotner person as an object of sexuzl 

sïirnulation through signt" ("Visual ?leasureW 61) in crder to 

exornine che critical reception of cinema Dy ocnerea speciztors. One 

zust not ignore, 1 t h ,  the qüestion 02 multiple identifications 

ç t n o r a t e d  by the a-nbivalence of psycnic identification at the point 

of visual contact with an objectified image. A spectaior ' s 

identificetion often oscillares beîween subject and object positions 

i lhich a r e  not nocessarily dependeni 02 gendereà ciistinctioxs between 

acriviry and passivity. This oscillatinq process of t h e  spectator's 

identification neocs to be explorea f u r t h e r  ir! order to show ho:+ 

spectatorship often resists closure alo-rlg tne gendered zfid racial 

boundaries structured by the film as a text. 

Regardless of its shortcomings, feminist film theory's focus 
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on fenale spectztorship has prompted criticül discussion concerning 

traditionsi fiim theory's avoidânce cf tne problems facizg othered 

spectatcrs an8 tkieir identifications with fiirnic representatiorx. 

Althoügh thecrists l i k e  Mulvey have offerec woys of lookinç that a r e  

confinea solely to cextual pcsicioriincjs of tne otherec spectaior, 

feni~ist film îheory has, in qenercl, confronted tradiïional film 

. . 
S C ~ ? C I O S  xith rrhe i m p o r t a c e  of "addressfiag] the problems of 

sgectatarship FA G post-Freucian sexuzl/socizl economy sf 

sadcmzsochism" (XrFstina Strzu8,  "?.econstructing the Gaze: Voyevrism 

in Eiicharcson's Larnelaw 7 1 ) ,  often questioning the universalized 

~ a s i s  of aesire. Fuurtnermore, feminist film theory hos forced us to 

acknowledge ïhe coinplexity of Wulvey's three-xay cinematic Look, che 

arnDivalence of the individilal spectator's deslre, which has openec! 

up îhe possiSi1ity of multiple, âs opposed to single, psycnic 

identifications in cinemâzic zuaiences. 

ferninisi film ïneorists point to, althougn ïhey 60 not 

airectly tfleorize, îhe flip-side of 2assive and active scopophiliâ 

whicn Robert Young, in Coioriial  Desire: H v b r i d i t v  in T h e o r v ,  Culture 

2nd Race, adaress~s in terms of "aesiretf s] . . . antithesis, 

repulsion" (169) . Yoilng refers to Deleuze cnd Guattari's idez of 

croup faritasy, en idea char  coes not fa11 under the Oecipal econony 

of conceiving of aesire as lack, end posits t n a t  "Desire is a sociel 

racher tnon an individual proàuct" (168); therefore, repulsion as 

desire's antithesis is also a social product. This idea of a 

socially produced repclsion in the form of racisrn is clear in Frantz 

Fanon's Black Skin white Xasks in which the black man's desire is 



descr ibed suf f ering tne social conditions racisn: 

1 b q i n  to su,"r^er £ r o m  r;ot beinç a white nan to the degree 
thzt the white man imposes discrimination or, me, mates me a 
colcnized native, rcbs me of z11 w o r t h ,  al1 individuality. 
( B l ~ c k  Skin 98) 

anc, prevented 

c~hererice as a spectator of filmic images ckrouqn a process of 

ir, r e m s  of desire's antirhesis, re-uision, wnich rnzr,ït"ests iiself 

in Foncz's sufferinq. This experie~ce of sufforing produces e 

conplicated li~idinal econorny in wnich desire,  in fact, translates 

- es r e p u l s i o n  for the colonizec person. cor Fanon, more 

specificûlly, tne mz,?ifestztion of this repulsion is _the suffering 

t h c t  he experiences at tne expense cf being prescribed as the Other 

of the cne white, male self, of being o~jectified by tne whice, male 

spectotor. Interestingly, desire-repulsion manifested 

s u f f o r i n g  chat Fanon describes in the passage above is a reaction 

zo racisrn anc, therefcre, is a social procuct and not simply a 

process of the Unconscious. 

Conceiving of desire-ropulsion as 8 social proauct and not as 

a n  individual process of coming to terms wltn the social Imagincry 

desiring his act 

- .  - - 

Heath writes that "What 'subject' designates is n o t  a unity, not even a unity 
of division, but a construction ar,d a process, a neterogeneity, an 
intersection. Lacan's version of the causation of the subject and the very 
introduction of suture are indicative here: the subject is minus one, the 
reai of castration; plus one, the resolution of that real in the imaginary; 
a movernent in the symbolic ..." (106). Heach's Lacanian metaphors of 



clezr that the racially otherec spectator waïches a film very 

ciff-rently înfin the ideal vietuer tneorized Gy K e t z  anc E e a t n  

3ecz~se a very diffsrent li3icinâi economy arises when tne s-ectaîor 

cxperiences ropulsion fron Ris obfectificaiicn witnin the field cf 

uision. In fact, tne racializêd sa8ject of film could 8e czllec a 

c~ectacularized spectâtor whc, --. :;Le Fa~on, can~ot escape h i s  

ob3eccification ~y the c u l z s r a l  ~ z z o  xitkin th2 Sxial Irrizqiriary. 

I n s t e a c  of seeking ccherence ir: his Other, the spectêcxlarizoc 

s-ectator expexiences suffering in his encounter with incges 

prcjected onto the cultural screen of cinemi. Experiencino 

ropulsion at whct he believes to De his owil image projected on- 

screen, the racially otnered viewer fails to be conStructed os â 

-royeur wnose scopophilic crive is conïained witnin the apparaïus of 

cinema. men, for example, Fanon writes in The Wretched of the 

Zcrth that "the ernotional sensitivicy of the native is kept on the 

surface of nis skin like an open scre . . . and the psyche shrinks 

Uack, obliterates itself" ( 5 5 ) ,  it is obvious that he is not 

Cescribing desire as it is experienced by rhe voyeur-spectator. If, 

indeea, the experience of desire for Fanon's b l a c k  man is the 

sensation of suffering that accornpanies his objectification withiri 

the Social Imaginory, the nacive's psyche or spxtatorial ego fails 

to exist -- : 4- \\ 
,L obli+_er~tes Ftself" -- when the native rnzkes 

spectatorship inaicate that the Other in film is the imqe ûr  resrerecsation 
as object of the spectator's çaze, an o8ject tnat ~elongs to the discourse 
of the f i im .  Because this object, or Other in Lacan's terms, belonçs to the 
film's dominating discursive foznation (i.e narration), the subject of filn 
oecomes an active spectator  oniy after 8eing positioned or strucrured by the 
film (i.e. by its preconstruction, construction, and progress) and attexpts 
to find completion or unity -- nowever impossible this attempt might be -- 
within the restrictions of the point of v i e ~  offered by the camera itself. 



cor-tact witn his own image as the prescribed Other of the white, 

xzle self. The objectification cf Fanon's black man in i h ~  Socizl 

Iz.aginary is the result, Fanon argues, of a 

collective czthzrsis . . . a n  oztlet chrocgh which the forces 
acccm~lated irr t h e  5orm of aqqression car! be released . . . 
[in the o-T. of] T a r z a n  stories, the saga of rwelve year-old 
explorers, rh2 aave~tures of Mickey Mouse, and all those 
"comic books" [which] s e x e  zctually as a release for 
collective aggression. ( B l a c k  Skin White M a s k s  145-1461 

- ~ z n m  addresses the aggressicz which zccocpanies the czlcnizer's acE 

sf constrcctin~ images of the 51ack mzn or the native as the 3ther 

of tne self. Tne colonizer, by desiring a narcissistic serrse of 

cornpletior, in the acr of self-representation i?, language, engages 

in "-- ~ n e  'pzrtial drives' sf scoptophilia [sic], [and] sadomasochism" 

(Lacan ,  "Aggressi-~ity in i?sychoanaIysisl' k c r i t _ ~  25) whicn, Fanon 

azgues, are released in the violence of a "collective cainarsis" on 

che (social) body of the objectified black man. it is from a 

- .,;cn -. looks at an objectified image and it is clear, if we were to 

a p g l y  Fanon's insights to the issue of cinemaiic specratorsnip, that 

"anon's spectator of fiirn, as a raciaiized subject, not only 

position off-screen, but "icericifies" on the basis of ar? epide-mal 

- - 
05 jectification which he shares wich that image. - '  The black =a2 

. . becomes, therefore, his c spectacle ofZ-screen, 5 u t  L Z L L ! : ~  the 

Fanon writes in Black S k i n  White Masks t h a t  "If there is an inferiority 
complex, it is the outcome of a double process:  --primarily, economic; -- 
scbsequently, the internalization--or, better, the epidermalization--of his 
inferiority" (11) . 



colonizer, the black man sulfers nor: from h i s  (mis)recogniticn of 

the O t n e f  for the self, 5uï rather from a recognition of his c m  

?rescribec construction bÿ the colonizer on- and off-screen. Yhat 

sanon cescribes as the -?acivels "open sore" is 50th cne 

transgressive surfâcing of the native's racial cbjectification in 

the s m o l i c  structures of his socialization, ônd t e  oocily 

inscripzion of the native's oh? phobia of his Oiherness k e p t  urirhir! 

Soünds Dy s u 5  f ering . A g r c a ~ c t  of repulsion, che nztive is 

prevented £rom achievicq voyeurist ic coherence as an " 1" : his 

"psycne . . . obliterates itself" Decause of the r n e t o n y m l c ,  2.e. 

epide-mai, racializatio9 of his Dody not only by  the coilective 

"eye," the group fantasy of the whiïe colonizer, B u t  also 8 y  his cwn 

"eye" that encounters Ftself phobically. Therefore, Fanon's 8izck 

rian coes not experience desire in any conventional sense, but 

ex-eriences a denial of t n e  Seif (~sing Althusseur's terra) . The 

b l a c k  mman is denied the process of identifying witn surrounciifig 

ob ject-choices, of nisrecocnizing the O t h e r  for the self, Decause 

his ego-ideal, or rather a visual self-image that is anyïhing b u t  

ideal, is alreaay chosen for hin C y  the colonizer. 

Juliz Kristeva acdresses ï h i s  icea of desire's ôntitnesis in 

â~ j ecr ion F c w e r s  of U o r r o r :  An E s s â v  on Ab iec t ion :  

there are lives not sustained by desire, as is always for 
objeccs. Such lives s r e  based GR excl: !s i -n .  Tney are 
clearly distinguishable frorn those understooa as neurotic or 
psychotic, articulated by negation and its modalities, 
transgression, denial, and repudiation. (6) 

Kristeva problematizes the issue of desire ir, her ciiscussion of 

abjected identities. What appeals to the imaginary of tne abjected 



SUD ject n o t  ob j  ect b t i t  r a t h e r  
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repriqnont  a l t e r  e q o .  - -  r o r  t h o s e  who e x p e r i e n c e  c b  j e c t i o n ,  

r e p r e s e n t a t i o n  of aesire i s  a-. i m p o s s i b i l i t y  t h a t  p r e v e n t s ,  wnac 

Stepi len  Fieath ccalls, a s u t c r i n g  of ihe s e l f  i n  z j c i n c ~ i o n  o f  cho 

tne t h e  

t h e  n a r r c t i v e  

the 

K r i s t î v a  erri-hâsizes t h a t  ab jec t ion  Fs n c t  âbouc G ciscourse  or 

n a r r a i i v e  o f  d e s i r e ,  but i s  r a t h e r  about s e n s a t i c n  a n a  c s ~ i a l :  

ne i n e  v i s i o n  of the a b - j e c r  i s ,  by b e f i n i t i o r i ,  t h e  sFqn of a 2  
i a p o s s  i b l e  ob- ject. . . .?? f zntzsy . . . wnich  p r e v e n t s  images  
from c r y s t a l l i z i r i g  as images o f  aesire and/or n i ç h i m a r e  and 
c o u s e s  t hem to b r e a k  o u t  i n t o  s e n s a t i o n  ( s u f f e r i n g )  2nd d e n i a l  
( n o r r o r ) ,  into a b l a s t i n g  o f  s i g h t  a n d  s o u c a  ( f i r e ,  u p r o a r )  . 
(2owers  150) 

It i s  i r n p c s s i b l e ,  therefore,  f o r  the a b j e c t e d  viewer t o  Decone "ln? 

q u F n t e s s e r . t i a l  su~ject-spectaïor of film b e c a u s e  a viewer of film 

a b j e c t i o n  O t n e r  complete 

self in a narcissistic f o n t a s y  of s u t u r e .  I n s c e a d ,  the GD j ecteci 

v i e w e r  d i s r u p t s  ecy n o t i o n  o f  a n  i c e n t i t y  f o u n a e d  on  suture because 

she experieiices phobic s e n s a t i o r i s ,  arid n o t  s c o p o p h i l i c  cesire, iz.  

I n  Powers of Rorror Kr i s t eva  addresses  t h e  a b j e c t  i n  t e r n s  of a p l easu re  i n  
s e l f - a ~ a s e r n e z t ,  and i n  tems of a p leasu rab le  phobia:  "It follows cha t  - ;,uisszzce - alorie cacses t h e  anject to ex i s t  as  sucn. One does not  know i t ,  

one does n o t  desize ic, one j o y s  i n  it ... Violent ly  and pa in fu l ly .  A pass ion .  
an i n  jci; issarice where the o S f e c t  o f  desire, knotun as o o j e t  ( i n  

Sacanian te ,minoloçy) ,  b u r s t s  wi th  t n e  sna t ce red  m i r r o r  whrre Che ego g ives  
up i t s  inage i n  o r d e r  t o  c ~ n t e n p l a t e  L t s e i f  i n  t h e  Other ,  t h e r e  i s  noth ing  
e i c h e r  oDjec t ive  o r  o b j e c t a 1  to the aiiiject. It i s  simply a  f z o n t i e r ,  a 
repulsive g i f t  t h a t  t h e  Other, naving become a l t e r  ego, drops so  t h a t  '1' 
does nor  d i sappear  i n  i t  but  f i n d s ,  i n  t h z i  süblime a l i e n a t i o n ,  a f o r f e i ~ e d  
ex i s t ence .  Hence a jouissance  i n  which t h e  s u b j e c t  i s  swallowed up bu t  i n  
which the Other,  i n  r e t u r n ,  keeps the s u b j e c t  f r c m  foundering by  making i t  
repugnant" ( 9 ) .  

Heath w r i t e s  t h a t  " t h e  func t ioning  of suture [is] t h e  j unc t ion  of sy rnbo i i c  
and irnaginary. [There is] [ n ] o  d i scour se  wi thout  s u t u r e . "  (100-101) 



her encounter with z fiimic irnzge. 

3-dcressing the issue cf s?ectatorship directly, Fonon wrires 

~ l e c t  S k i n  Nhite Masks, 

I cannot go to a filn withoct seeizc m y s e l f .  I w a i t  f o r  ne. - 
LT? t h e  interval, j u s c  DeIr'ore t h e  film starts, 1 wâit foz me. 
The people in the ïhectre are watching me, e x a m i ~ i n q  me, 
wziting for i re .  P- Negro çroon is goinç to appezr. M y  heart 
ackes rny head s w i s .  ( 1 0 0 )  

resisranco to the objecrifierl, inaçe on- and o5f -scrcen, erupts 

jefore t h e  cultural gaze which does no< allow Fanon to projecc his 

a ~ s i r e  cnto the screen before him. I am particularly intriçüeci by 

Fanon's account of wctchinq cinenatic r e p r e s e n t a t i o n s  because iz the  

statement "The pecp le . .  . a re  watching m e "  it is apparent  that Fanon 

- - 
c a n n c t  Eecone  invisible i n  tne darkness cf ïhe theatre,'. an 

invisiSiiFty t h a t  is nocesscry i n  oraer for hia to assume c position 

1 -  - .  

Xulvey, for example, refuses tc deal with ths full implications of mulïiple 
and anbivalent identifications in her cornent about the off-screen conditions 
%hic:? procuce desire for the womzn spectator: Muivey suggests that "the 
exrreme conrrast Detween the ccrkness in the auditorium znd the brilliznce 
gf t k e  shifti5q ?atterris of liakt and s k 2 e  on the screen helps to promore .- ,;.e _ i liusion of voyeuristic separa~icn" ( "Visual Pleasure. . . " 60) . Xulvey 
E ~ , ~ ~ ~ z I s P s  thzt t h e  d a r h e s s  cf c3.e aucitcri~~n are iaeal for the developnent 
of Ehe specroriol ego by ?rovidixxj the illusion that the specator's "eye" 
Fs separate frorn the represencacional space projectea ont0 cne scrsen. 
Sirnilzrly, Douglas Davis iz his essay "Filmgoing/ VFdeogoingW w r i t e s  that the 
experience of seeing a filn "beçins ezrly in Our lives, with the apprcack of 
the theatre . . ., [and] the seat found in aarkness" ("Filmgoing" 270). The 
carhess thac surrounds tne ideal spectator and the white female viewer in 
an auditorium allows him/her to separate his/her metonymic, corporeal self 
(the "eÿe") =rom his/her Other on the screen. Therefore, having maintained 
the assurance of invisibility in the darkness of the auditorin, the iceal 
spectator, and even the white female viewer, experiences the pleasure of 
.min~aining coherence or suture between tne imaginary and the synbolic wnich 
lends to the.experience of a pieasurable tension between the view anc tne 
viewer . 



-. 
as voyeur constructed by the cinematic apparatus.'- Fanon ' s 

experience of speczatorship contrcsts w i t h  t h e  ideâi viewer's 

expezience in Metz's account cf the cinematic spectator wno, we a r e  

colc, "hos o I reaCy  h o ~ m  the  rxperiexe of the nirror (cf the truo 

ana 

recoçnise 

o b j e c t s  

(The Im2cinarv 

presupposes the stpbolic, for cke ssoctazcr musc first of all have 

k r i o w n  the prixordial mirror" (The Izzai~arv 57) . S i ,  Xaja 

Silvernan writes in The Ti?reshclC! cf the Visible World that "all 

vissa1 transactiocs are infleczed by ncrcissism, - . . [ 2 n C ]  only 

t h e  airror stage one enter l ]  scopic 

domair," (3). The ideal viewer or' cir,crnô Ls able to recognise filrnic 

lmcqes or rhe construcci~ns of che cznera eye as objects of nis 

 uth ha rial gaze wnich he does r.ot miscake for the C t h e r  of the 

~ v e  stage curi~ç ego foraaticn. As one who nas already 

enterea tne spbolic o r ~ e r ,  the idoz1 viewer does n o t  experience 

iaectificztion in i c s  primo1 form while watcning a film, but rather 

that "the screen (Metz The Irnaainarv and 

c i  -.- Lilac h i s  experience as 2 spectator is "secondary idencificarior!" 

Fanon's statement "1 wait for ne" suggests chat che nsriyïe's 

experience cinematic spectatcrsni? that primary 

3 :  

Acdressing the issue of the spectator's i n * ~ i s i b i i i C y ,  Metz writes that "in 
traditional cinema, the s~ectator('s1 ... identification is no l o n ç e r  
constructed around a subject-object, but around a pure, all-seeing a2d 
invisible subject" (The Irnaainaw 97) . 



F d e n t i f i c z t i o n  i n  t h e  mirror of r e p r e s e n t a t i o n ;  however, t h i s  

e x p e r i e n c e  o f  i d e n t i f i c a t i o n  uncercoes a s l i g h t  v a r i â t i o n  when w e  

exanine Fmon's a w a r e n e s s  o f  the p e c p l e  Fx t h e  cheatre w a t c h i n ç  him 

throuqh t h e  s?ectacle o f  t h e  Neqro groom p r o j e c t e a  o n t o  t h e  s c r e e n .  

7" ~42a t  Fanon r e v e a l s  DY t h i s  â w a r e n e s s  is t h e  n a t i v e  s p e c t a t o r ' s  

r e c a ç ~ i t i o n  of  t h e  c u l t u r a l  c s z e ,  o f  t h e  u n a p p r e h e n s i n l e  a ~ a  

. . - -  i~n l c - , a lFzab le  e n t i t y  that w a t c h e s  ~ i n . ' -  F a n o n ' s  s ~ â c z a e n c  "My 

h e a r t  makes rny h e a d  swim" i l l u s i r a t e s  the e r , s a c i o n  G £  suffezinq 

chat this r e c o g r i i t i o n  e l i c i t s  i n  ïhe  native v i e t r e r  w h o  r e a l i z e s  t h a ï  

t h e  image o n  t h e  s c r e e n  h a s ,  t o  5 d e g r e e ,  c o n s t r u c t e d  the way nan- 

m t i v e  a u d i e n c e s  p e r c e i v e  t h e  n a t i v e .  K r i s t e v a  a d d r e s s e s  t n i s  

c o m p l i c a t e d  i s s u e  identif i c o t i o n  t n e  m i r r o r  s t a g e  

terms o f  a b j e c t i o n :  

I e x p e r i e n c e  a n j e c t i o n  o n l y  i f  an  O t n e r  has set t led i n  p l cce  
ana s t e a d  of winat wi11 be "xe." Not at a l 1  â n  o t h e r  with whom 
1 identify and I n c o r p o r a t e ,  Duc a n  O t h e r  wno p r e c e d e s  a n d  
p o s s e s s e s  m e ,  a n d  t n r c u g h  such p o s s e s s i o n  causes m e  ïo b e .  A 
p o s s e s s i c n  previous t o  ny a a v e n t :  â S e i n g - t h e r e  o f  t n e  
s y m b o l i c  t h a t  a f a t n e r  rnigni noc em'oody. ( P o w e r s  10)  

K r i s t e v a ' s  a c c o u n t  o f  ego f o r m a t i o n  p o i n t s  ro t h e  ways i n  s hi ch the 

Other i d e n t i f i c a t i o n  eludes t h e  s c o p o p h i l i c  

Lacan  w r i t e s  in Four F u n d a n e n i a l  Concents of  Psvcho-Analvsis t h a t  " [wlhat 
determines  m e  . . . i n  t h e  '1Fsi3:?, is T ~ E  gaze t h a t  i s  o u t s i d e .  It is 
tnrough che gaze t h a t  1 enter l i g n t  ana F t  i s  from the gaze t h a t  1 r e c e i v e  
i t s  e f f e c t s "  ( 1 0 6 ) .  Commenting on Lacznts  distinction between t h e  qaze and 
t h e  look, Kaja Silverman wr i t e s  i n  Xale S u b i e c t i v i t v  ct ','---' ..L-u,ri= t h a t  "it 
is a t  p r e c i s e l y  t h a t  moment when t he  eye [the look] is placed t o  t h e  keyhole 
t h a t  i t  i s  most l i k e l y  t o  f i n d  i tself  subordinated t o  t h e  gaze" (1301. The 
voyeur can only sxist, t he re fo re ,  i f  ne n o t  only  looks at an object, buC also 
becomes an object  o r  a s p e c t a c l e  h i i n s e l f .  I n  Fanon's account of t h e  n a t i v e ' s  
exper ience ,  however, t h e  racially othered v iewer  cannot  p a r t i c i p a t e  as  a  
sub jec t - spec ta to r  of  f i l m  becaclse he cannot easily Essume t h e  illusory 
pos i t ion  of voyeur and is ,  subsequently,  unable t o  e n t e r  the i d e n t i t y  o f  t h e  
v o y e u r i s t i c  self :  as  a s p e c t a t o r ,  he is anare t h a t  t h e  voyeur is only a  
f a n t a s t i c a l  c o n s t r u c t i o n .  



object of the abjected I f s  gaze. The Other, for the abjected seif, 

is not the object of discourse (i.e. the ego-ideal), but rather "a 

boinq-there" that precedes the su8ject. For Fonon, the Otner is the 

- .  - - L l l i n i c  inage  of the ''Negro grcorn" (Black Skin 140) on screer, who 

precedes znd possesses the native spectator of filn and does not 

allcw hin to bec~me a subject of enunciation awaiting suture. The 

"Negro" viewer is denied, and denies himself through his experience 

of "desire" (i.e. his sensation of suffering) , the procesç of 

becoming a subject of film, a specïatorial ego in the synbolic. 

Ir; Fanon's account of spectatorship the tension 'Detween looks 

develops not so much from the 1 's misrecognition (meconnaissance) 

of the Other for the self in the discursive foAation of the 

subject, but from what Kristeva refers to as an Otner settling in 

tne p l a c e  of what is expected to be the object of discourse. Fcr 

F r a n t z  Fanon, whose racialized ego is defined discursively by the 

surface layers of his s k i n  so that the epidermis functions as a 

metonymic replacement cf the 1, the individus1 Unconscious is 

prevented from ordering experience in an act of self-representation 

Dased on "so-called instinctual stage [ s ]  " (Lacan "The Function and 

F i e l d  of Speecn" 32) . 3 3  Insteaa, the Cinconscious for Fanon remains 

forever constructed by the Social Imaginary, forever translated by 

Lacan writes that the psychoanalyst "teach[esj the subject to recognize as 
his unconscious ... the histcrical 'turning-points' in his existence . . . [so 
tnat] every fixation at a so-called instinctual stage is above al1 a 
historical scar . . . h d  to put it clearly [the unconscious is], the 
subjectivity of the child who registers as victories and defeats the heroic 
chronicle of . . . his movements. . . into symbols" ("The Function and Field of 
Speech" 52-53). Lacan defines the Unconscious in terms of self-representation 
in language .which, of course, for Fanon's black man is a process of 
identification that is clearly impossible, except in terms of suffering. 



colonial signification into racialized metaphors which confront 

native spectators as their repugnant Otners. Spectators who 

experience abjection, however, continue to look at images reqardless 

cf the fact that these rnetaphorized o~jects do nct proauce the 

cleastlre that comes with a sense of narcissistic compl2tion o r  

wholeness. 3hjected viewers cf film still look at haces ever, 

rhccgh they c r e  repulsed Gy thern. Zvidently, the idea of cbjection 

as a narcissistic crisis aisru-ts the distinctior! m û à e  8 y  meny 

femixist film tneorisïs betweon passive and acrive sccpophilio." 

Frantz Fanorifs account of cinenatic spectatorship illustrates 

that the discursively marginalized identity does not identify with 

irnages £rom the position of active voyeür. In Fanon's account of 

looking, instezd of visual pleâsure or scopopnilia proccced from the 

parïial drives of voyeurism 2nd sadism, we have visual repuision or 

sccpophobia produced from a denial of tne Self e .  one's 

construction as a n  Other) as self (i, e one's ego-ideal) , a visuai 

repuisioz containeu by the sensation of suffering. Identification, 

aiready an ambivalent process for women, is even further 

problematized for che racialized subject-spectator who, at least 

from Fanor,'s experience as a mac, canxîot easily oscillscte betweer, 

racialized boundaries in the darkness of an auditorium becac;-î of 

his owareness of bei~g looked ât âs a projection of the gaze ont0 

che cultural screen. As an epidermally fetishizeci mecopnor on and 

Krisieva writes that "Abjection is therefore a kind of narcissistic crisis: 
it is witness to the ephemeral aspect of the state called 'narcissism' with 
reproachful jealousy. . . [ The] abject appears in order  to uphold 1 within 
the Other. . . [ The abject] assigns it [the ego] a source in the non-ego, 
drive, and deatn" (14-15) . 
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- - c z r  i k e  scresn, Fanon's subject-spectator recoils at the sight of 

an Other wi-10 precedes and possesses him as a projection of tne 

colonizor's aesire on tne screen in the theatre. To lock, 

- L:.erefore, n is not necessarily to exgerience pleasure in ce-ms of 

scspophilic desire, 'Dut r z t h e r  for Fanon, to look is to experience 

zhc  se!?sction of scf f e r i n g .  This sensation for Fzno~, more 

s?ecifically, resclts from his awareness ïhct the colonial gaze is 

cispersec across tne audience and their colonizinq looks. The 

r-at ive spectztor, w n c  Fs constaritly reninded of his Socily 

existence, experiences abjection because w k e n  he hears the words 

Il t Dirty nigger! ' Or simply, 'Look a Negro! "' (Black Skin 109) he 

t n o w s  the inpossibilit y of desiring an illusion -of conerence. 

Fzrion's native knows fron his racialized experience tnat he can 

never desire within tne f a n t a s y  of a subjective suturing containec 

5 y  the trope of corpcreal whoieness or ccmpletion. Tne native, 

insteac, exists in ~ i t s  ana pieces because of h i s  m e t o n p i c  

replacement by the epiderrnis and, rherefore, he realizes tne 

impossibility of experiencing "a slow composition of rny self as a 

body in the miadle of a spatial and temporal world" ( B l a c k  Skin 

iil), t h  is, of experiencing a fantastic composition of an 

illuscry self. 



Wacchina K i m  (1950) Watcn Me: Pleasure, S u f f e r i n a ,  and the Cultural 
G a z 2  

llrnough I do not Celievo c h a t  the viewer of film is entirely 

positioned or struc:uroc by the film ES a text, I am not 

particulariy convixcea tnat the stuay of the multiple gaze o r  cf the 

critical reception of film by differen~ audiences is a better route 

in examinhg othered spectators. It is crucial, instead, to explore 

=ne ccnnecricns ketween cherna as an apparatus aza t'no mbivalefir 

idenrificztions of spectatûrs in t h e i r  reception of films. In tnis 

chzpter, 1 will discuss the two main discourses, the eïhnocraphic 

azd the heterosexist, Sy which the ideal spectator and nis look are 

positioned in the film Kim as manifestations of the colonial gaze. 

I will also adaress, however, the ways in which the othered viewer 

either alfows for or disrupis s u c n  a positioning by lookinç back at 

the co~structedness of these forrns of the colonial gaze. I intend, 

therefore, to use textual analysis as a strategy in my exploration 

05 r f i e  nôrrative str~cture of m, and yet at cne same tirne examine 

my own process of iaentification with t h e  film and its images which 

often verçes on aDjection. By undergoing ïhis two-part analysis of 

spectatorship, one based on the film as a text and the other Dasea 

on autobicgraphy, I will derncnstrate tne a,nbivalence of rny otrn 

- d e s i r e  E S  an indo-Canadiz- fcmzle spectator encountering that which 

simultaneously causes ne bozh süffering and pleasure. 

A f t e r  the opening credits, the film Kim jegins with a 

prefatory acknowledgement of India's postcolonial governmont and its 

royalty for ailowing the filming of Kim to take place in Inaia: 

To the Government of India and to H i s  Highness, the Maharajah 



o f  J a i p u r  a n d  H i s  H i g h n e s s ,  t h e  M a h a r a j a h  o f  Bundi ,  w e  e x p r e s s  
cür  d e e p  a p p r e c i a t i o n  f o r  t h e  faciLicies a f f o r d e a  u s  i n  
f i l m i n g  t h i s  p i c t u r e  i n  I n d i a .  

T 5 e  f i l m ' s  s e e m i n g l y  direct form o f  g r a t i t u d e  t o  a p o s t c o l o n i a l  

I n d i a ,  however,  macks a  v e r y  i n p o r t a n t ,  b u t  s u b t l e ,  i r n p l i c a t i c n  made 

i n  t h e  f i l n l s  p r e f a c e .  T h e  p r e f a c e  c l o i m s  t o  h a v e  S e e n  f i lmed i n  

I n a i a  when i n  f a c t  "a l a r g e  p o r t i o n  of  Kim was filmed i n  C z l i f o r n i a  

znc t h e  f i l m l s  1 3 - y e a r - o l a  s t a r ,  S t o c k w e l l ,  n e v e r  set  f o o t  i n  I n d i a "  

( T h e  X Q C L ~ C D .  P ic tu re  GziCe 1 5 2 5 ) .  The f i l m ' s  c l a i m  t o  g e c g r a c h i c  

a u t n e n t i c i t y  i n  tne p r e f a c e  s i t ~ a t e c  t h e  ideal v i e w e r  i n  a2 e x o c i c  

s p o c e  t h a t  n a s  b e e n  c iep loyed  f o r  r e z s o n s  o f  a p p e a l i n g  t o  t n e  

v i e w e r f s  p o p u l a r  i m a g i n a t i o n .  The e t h n o ç r a p h i c  p r e f a c e  a l s o  e v o k e s  

t n e  e x o t i c  O t h e r  w i t h  i c s  r e f e r e n c e s  t o  t w o  I n d i a n  M a h a r a j a n s  which  

i n u n e d i a t e l y  a l i g n s  Kin w i t h  t n e  g e n r e  of r o m a n t i c  e s c a p i s m .  K i m ' s  

p r e f a c e ,  t h u s ,  r e m i n d s  t h e  i c e a l  v i e w e r  o f  p a s t  L i t e r c t r y  a n d  

c i n e m a t i c  r e p r e s e n t a t i o n s  o f  M a h z r a j a h s  a n d  t n e i r  D i z a r r e  

c h a r a c t e r i s t i c s  as r u l e r s .  

O r i e n t a l i z e d  r e p r e s e n c a t i o n s  o f  E a s t e r n / X i a a l e  E a s t e r n  r u l e r s ,  

w h o t h e r  I n d i a n  o r  n o t ,  o f t e n  ernphas ize  the e f f e m i n a i e  e x c e s s i v e n e s s  

of t n e  Mahara j ah ,  S h e i k ,  o r  Ernperor, a n  e x c e s s i v e n e s s  t h a t  r e n d e r s  

c h e s e  r u l e r s  F n e f f e c t u a l  i n  d e a l i z g  w i t h  t h e  h a r s h  r e a l i t i e s  o f  

t e - i l  w a r f a r e  wh ich  is  r e p r e s e n t e u  a s  i n h e r e n t  t o  n a t i v e  

r e l a t i o n s  i n  B r i t a i n ' s  c o l o n i e s .  I n  A l e x a n d e r  Korda's T h e  Drum 

(i938), f o r  example ,  t h e  f i c t i o n a l i z e d  M a h a r a j a h  (tChzn oE T a t o t )  i s  

d e p i c t e d  a s  a m y s ï e r i o u s  f i g u r e  whose e f f  e m i n a t e  inaulgence i n  

p l e a s u r e  e n d a n g e r s  h i s  s o n ' s  life a n d  a l l o w s  him t o  b e  a e f e a t e d  by 

h i s  n a t i v e  u s u r p e r .  T h e  M a h a r a j a h ' s  i n a b i l i t y  t o  p r o t e c t  n i s  s o n  
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( p l a y e d  by Sabu) c o n t r a s t s  with t h e  S t e r n  t a c t f u l n e s s  of t h e  B r i t i s h  

i n  d e a l i n q  w i t n  t h e  t r i b e s  of the Indian N o r t h w e s t  F r o n t i e r  a n d  i n  

p r o t e c t i n g  their l o y a l  scbjects .'= K o r d a ' s  f i l in i l l u s t r a t e s  t h a t  

c n l y  the v i r i l i t y  of t he  B r i ï i s h  c a n  c o n t r o l  t h e  r n y s t e r i o u s  f e r n i n i n e  

ces i res  of i t s  c o l o n i z e d  p e o p l e s ,  a n  a s s e r t i o n  a D o u t  I n d i a ' s  n o t i v e  

rülers of t h e  n i n e t a e n t h  c î n ï u r y  c h a t  K i p l i n g  z l s o  azkes i n  h i s  1859 

-ove1 writcen i n  c o l l c ~ o r a t i o n  w i t h  W o l c o t t  & i l e s c i o r ,  T h e  N a u l a h k a :  

0 
- - - - - - f West anB Easr, ." '  l n  Tho Nat;l;;-:?ka, K i p l i n g  wrizes of the 

u s u r ? a t i o n  of â M a h a r a j a h f  s power b y  t h e  head queen ic t h e  ru le r ' s  

c o u r t ,  s u g g e s t i n o  t h e  e f f e m i n a t e  a n d  w h i n s i c a l  n a c u r e  o f  the n a t i v e  

t u l e r :  " T a r v i n  l e a r n e a  t h a t  t n e  hezd q u e e n  . . . [was a ]  g y p s y  

xitnouc l i n e a g e  [ , D u t  s h e ]  h e l d  i n  less t h a n  a yea r  Ring 2 n d  stete 

u n d e r  h e r  f e e t  -- feet . . . r o u g h e n o d  w i t h  t r a v e l  of shcmeful 

r o a d s "  ( 8 1 )  . The H o h a r z j a h '  s a c c e p t o n c e  of t h e  q u e e n ' s  r u l e  i n  h i s  

court s u g e s t s  n o t  s i r n p l y  t h e  F n s t a b i l i t y  of the m ï i v e  r u l e r ' s  

commzna over h i s  subjects ,  b u t  more i m p o r t â n t l y ,  t h e  instâ5iiity of 

the X z h a r a j z n r  s c h a r a c t e r  c s  a r u l e r  i n  Incia. Becâuse the 

M a h à r a j a h ' s  d i s p o s i t i o n  i s  so e a s i l y  swayed  b y  the c h a m s  of h i s  

Maurizia Eicscagli w r i t e s  i n  
Fowel l  wanted t o  c r e a ï e  
f r o n t i e r s m a n ,  t h e  p i o n e e r  

Lve on t h e  F l e s h  t h a t  "The r e a l  m a n  that Saden- 
was modeled on t h e  image of t h e  c o l o n i ~ l  
i m p e r i a l i s t  wnose q u a l i t i e s  o f  cocrage  and 

s?orcsmanship w e r e  f o r  h i=  the  e s s e n t i d  v i r t u e s  o f  t h e  v i r i l e  n a t i o n "  ( e 7 ) .  
As K i p l i n g ' s  contenipotary,  Powell  anc his O e l i e f s  demons t r a t e  tne c o l o n i a l  . . ideai against which I n d i -  .-- izs nacives were  re?resented  GS fominized. I n  
T n e  Rne to r i c  of Cnalish TndLa Sara S u i e r i  writes i h ~ ~  " t h e  f e n i n i z a t i o n  o f  
t h e  c o l o n i z e d  s u b c o n t i n e x t  rernains t h e  ncst s u s t a i n e c  neta-hor s h a z e c  by 
i r t p e r i s l i s t  n a r r a t i v e s "  (15). 

Walcot t  Balestier was a n  Anezican agen t  of an American publishing f i r m  whose 
p o p u l a r i t y  i n  London secu red  c o n t r a c t s  w i ï h  manÿ B r i t i s h  a u t h o r s ,  wnich 
i n c l u d e d  t h e , c o n t r a c t ,  and  subsequen t  f r i e n d s n i p ,  that he e s t a ~ l i s h e d  with 
K i p l i n g .  K i p l i n g  h t e r  married B a l e s t i e r ' s  s ister,  C a r o l i n e .  
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fenaie sübjects, h e  i s  r e p r e s e n t e d  a s  i n n e r e n t l y  effeminate hiaself. 

C l e a r l y ,  Kim's ackr,owlecfgeaer,t of r e a l  I n d i a n  Mahara jahs  i n  t h e  

p r o f a c e ,  t h e r e f o r e ,  i r m e d i a t e l y  b l u r s  t h e  c i s t i n c z i c n  ~ e i w e e n  t h e  

s y n b o i i c  and  t h e  îrncginary f o r  t h e  i d e a i  v i e w e r  whose memory o f  p a s t  

c i n e m a t i c  a n d  l i t e r a r y  r e p r e s e n t a t i o n s  i n f l u e n c e s  h i s  p e r c e p t i c n  cf 

I n c i a ' s  Goverrinent a n 8  of t i ~ e  Maharajahs rnent ioned i n  t k e  p r e f a c e .  

T h e  F c e a l  v i e w e r  is, uc inc :  A l t h c s s e r ' s  t o m ,  ''inter~eilztec*' by t3o 

film's preface wnich r > o s i t i o n s  him 6s a v o y e u r  of  zn i r n ~ c r e n t  azd 

i n c o r n p e t e ~ , t  Mahara jan  c b j e c t i f i 2 d  on- 2r.d o f f - s c r e e n .  The Fdeâ l  

v i e w e r ,  t h e r e f o r e ,  does n o t  s o  much e s c a p e  t h e  symbclic i n t o  a n  

Lnaginciry s p a c e  on-screer i ,  b u t  r a t h e r  e x p e r i e n c e s  a t r â r , s g r e s s i o n  

oi t h e  boundary  between t h e  imaginary  anci t h e  synbo l - i c  i n  :lis e c t  

o f  v i e w i n g  K i m :  one  s p a c e  c o n s t r u c t s  and  is c o n s t r u c t e d  by t he  

o t h e r  . 

T h e r e  i s  a  f u r t h e r  dirnensicn t o  K i m ' s  p r e f a c e :  t ke  p r e f a c e  

p o i n t s  t o  I-lollywood's p o s t c o l o n i a l  a p p r o p r i a c i o c  o f  S r i c a i n l s  

c c l o n i a l  c i v i l i z i n g  m i s s i o n .  S i r n i l â r  t o  A l e x z n d e r  K o r d a ' s  T h e  Drin 

( 1 9 3 8 )  whose f i c t i o n a l i z e d  Maharajan S e f r i e n d s  t h e  British 

govern ,nent  -- "If  England is o u r  f r i e n d ,  w e  s h a l l  have p e a c e , "  t h e  

K a h a r a j a h  t e l l s  his c o u r t  -- t h e  f i l m  K i n  a e c l a r e s  i n  t h e  p r e f a c e  

a c a m c r a à e r i e  between zhe p r i m i t i v e ,  t h e  Mahara jahs  who g i v e  c o n s e n t  

r o  MGM, a n d  tne modern, -kxterican Eollywood a n d  i t s  filmin9 of 

I n d i a ' s  I o n d  an3 pecples. a ' s  p r e f a c e  s c g g e s t s  that even  i n  a 

p o s t c o l o n i a l  w o r i d  I n c i a ' s  qovernnen t  and Manara jahs  ( a n d  tfle two 

a r e  p r o j e c t e d  a s  o n e  afid t h e  same) s u p p o r t  the f i l m i n o  of c o l o n i a l  

f i c t i o n s  l i k e  K i m  which c o n f i r m  India's a f f i l i a t i o n  w i t h  m o d e r n i t y ,  



proqress and civilization. MGMrs preface assumes, mors inportantly, 

tne native rr;lersqs desire f o r  Americar? presence i n  I n d i a  i n  the 

forni of Hollywood productions l i k e  m. The fila's prefacatory 

expression of AnerFcals postccilonial inportance i,? the c i v i l i z i n g  

mission becones apparent i r i  the way Crrol Flynn, who plzys Kahbub 

. A l i ,  is represenïed as ô white star figure e n j o y i n g  che b~nefirs of 

his colonial status as an P~.erica~ in Indiû. During t h e  filminc of 

sections of Kim, The Motion ? i c tu re  Guide, 1927-1983 stcîss, " F l y m  

uncouStedly enjoyed nis stay in India, receiving a royal treatment 

frorr. the Maharajah and discoverirtg a love cf hunting" ( 1 5 2 9 ) .  This 

dcclaration of Flynn's royal treatrnent in I n d i a  zeveals the accorrs 

projects image 

Social 

the 

Irnaginory. 

actor 

The M o t i o n  P i c t c r ~  G u i d e  

c o l o n i a l  adventurist 

describing Flynn not o c l y  os a star enjoying an ïndian Mzharajch's 

hospitality, but  aiso as a çuest in India who has d iscovered  a love 

for a colonial sport like hunting. In lino witn Fiymrs persona os 

a wild advezturer ana colonizer off-screen, the image of tne actcr's 

receiving special treatment from a Maharajah in India f u l f i l l s  the 

expectations of Kim's ideai viewer. Inadvertently, Hollywood in îts 

ropresentation Flynn appropr i a t e s  

the w h i t e  man's position power 

Kipling's colonial 

Indiâ and also Flynn's own 

- - 
experience as a slave r e c r u i t e r  in New Guinea." Constr~cred by the 

In his biography E r r o l  F lvnn:  A Mernoir, Eaxl Conrad refers zo Flynn as "the 
Young adve~turer . . . [whoj started a tobacco plantation . . . [ , ]p layed the 
roie of the colonial exploiter to the h i i t  [ , ]  and was honest enough to Say 
so" (34-36) . Flynn's off-screen persona becomes an important part of the way 
ne is constructed in The Motian Picture Guide as naving exoerienced the 
privileges of the colonizer in the treatment he receives fron "the 
Maharajaht'-figure in India. 
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cinematic apparatus to represont al1 that is dashing and rugged 

a ~ o u t  manhood in the genre of male romance 2nd adventare, with pas t  

roles in films like C-, The Charae  of the LFcnt Briaade, 

cna The Adventures of Robin E c Q ~ ,  Zrrol Flynn's persona, in tne 

description of the filning of Kirri &ove, enbodies the 9aternci 

zuthoritÿ of tne civilizifig colonizer in Indict. B y  taking cn 

. . 
q x z l ~ t ~ e s  of the colonizer's r o l e  as syxbol ic  f a t ke r  in fncia, 

- z l y x ' s  persona, in turn, maintains a connection betweon the British 

Sanib's iaentity in nineteench-contury, colonial India and tne 

Eollywood Sahib's iaentity in twentietn-century, postcolonial 

reconstructions of colonizer-colcnized relztionsnip. The Motion 

. . Ficrure Guice constrccts Flynn as an zctor ecjoying the ?rivileges 

of scaraom in India not only because of his pcsitioning by the 

cinemtic apparatus, but also Secause of his whiteness w i i i c h  is 

erceivec as superior in India and abroad. According to Flynn's 

~iography, the actor "had been . . . hailea as a Briton by ancescry, 

. . - and then, in the Uniteb Stzztes, i~e hcd Becûne 2 huce success 

and a creait to the English land" (Ccnrad E r r o l  F l v n n :  A Mernoir 73). 

Hollywood's pride in Flynn's off-screen British heritage intersects 

wicn the way the actor is descri~ea as a star in India reveling i n  

a Maharâjah' s hcspitality. As a credit to the white, Ps~glo-Saxon 

race, Flynn is perceived in light of a n  American ~elief in rhe 

. - - 2.. L ~ ~ ~ . . - - C ; -  3 5i.j; t i  rn Inc~a. Flynn's persona, 

therefore, perpetuates the rnytn of India's desire to please the 

Sahib and is a product both of the camera's projection of images and 

of white America's perception of Flynn's racial superiority. These 



p e r c e p t i o n s  oE F l y n n  on- and o f f - s c r e e n ,  i n  t u r n ,  r e i n s t a t e  t h e  

w h i t e  Sah ib  o s  c o l o n i z e r ,  b u t  i n  a p o s t c o l o n i a l  w o r l d  of P-iiericar, 

i c o n o g r z p h i c  d o m i n a t i o n .  

F l y n n ' s  p e r f o r m a n c e  cf c z i o n i a l  i c e n t i t y  on- zinc o f f - s c r e e x  is 

n o s t  e v i d e n t  i n  Michae1 C u r r i z ' s  T h e  Charae of t h e  Licht Sricade ix 

xhich t h e  p l e z s u r e  zCac I n c i a  of f e r s  Flynn ' s c h a r a c t e r ,  14c j oz 

Geof f r e y  V i c k e r s ,  zef l e c t s  th? sugposec! p l e a s u r e  o f f  -rd CO fl ync 

. . 
rr. n i s  v i s i t  t o  Iricia c u r i n g  t h e  fiiming o f  Kim. 'Nr,at is  descriBed 

G S  F l y n n ' s  e x p e r i e n c e  i I n c i a  while s t a r r i n g  i n  K i n  czrries 

o v e r i o n e s  o f  h i s  c h a r a c t e r  V i c k e r s ' s  e n c o u n t e r  w i t h  the 

f i c t i o n a l i z e d  Mahara jon  o r  Xha9 o f  S u r i s t z n  i n  The Chzrae. 

- z r i t e r t a i n i n g  C a p t a i n  .JicKers w i t h  a p a r t i c u l a r l y  O r i e n t z l i z e b  

g r a n c i l o q u e n c e ,  t h e  Khan c o n n e n t s  on t h e  p r e c i s i o n  o f  V i c k e r s ' s  

h u n t i n g :  " V i c k e r s  . - . l i s ]  0r.e of t h e  best rnarksman i t  has e v e r  

Ceen my g o o c  f o r t u n e  t o  e n t e r t a i n "  and,  l z te r ,  on a  h u n t i n g  

excursion t h e  Khan a g a i n  c c m e n t s  3i1 V i c k e r s ' s  " b r i l 1 i a r . t  s h o t - "  

What becornes o b v i o u s  ir! t h e  d e p i c i i o n  of F l y n n ' s  t r e a t m e n t  by t h e  

Mzhara jah  f i g u r e  boZh on- and o f f - s c r e e n  is  t h e  f i c t i o n a l i z e d  

M a h z r a j a h ' s  p e r p e t u a l  s t r o k i n q  of t h e  S a h i b r s  s e n s e  of S e l f  a s  â 

c o l o ~ i z r t r .  T h e  C h a r a e r s  f i h i c  example  o f  t h e  c o l o n i a l  r e l a t i o n s  

becween r;he S a h i b - f i g s r e  and h i s  n a t i v e  s u b f o c t s ,  t h e  Khan o f  

S u r i s t s n  i n  t h i s  case, s u g ç e s t s  t h e  ways i n  which Che inzqes 

p r o  j ected t h e  c i n e m a t  i c  a p p a r ô t u s  i n f l u e n c e  t h e  

z u d i e n c e ' s  p e r c e p t i o n s  o f  t h e  power r e l a t i o n s  be tween  the c o l o ~ i z e d  

a n d  t h e  c o l o n i z e r  off-screen. C l e a x l y  MGM i n  the  p r e f a c e  t o  Kim is 

c l â i m i n g  i t s  a p p r o p r i a t i o n  o f  the c o l o n i a l  c i v i l i z i n g  m i s s i o n  anc  
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i t s  i m p o s i t i o n  of K i p l i n g ' s  c o l o n i a l  f i c t i o n s  on bcth ths i n a g i n a r y  

a n d  c n e  symbol ic ,  r e v e s l i n g  ïne e x t e n t  t o  which Eollywood p e r c e i v e s  

i t s  a e s t h e t i c  a n d  p o l i c i c a l  coces  o s  u n i v e r s a l l y  desirea s t a n d a r d s  

of r c p r e s e n t a t i o n .  

I n  the begincirig of t h e  film Kim, a turban-heêded nac ive  

playeà, ir. t y p i c a l  f a s h i o n ,  by a w h i t e  a c t o r  i n  5 l a c k f c c e  wears q o l E  

ï i g h t s  srid a r o y a l  S l u e  rcje, an  image c a r r y i n g  o v e r t c r ~ e s  o f  C h e  

a P a t h a n ,  a Môhbub-Ali-type c h a r c c t e r  i n  a gauciy Eollywocci cosîune. 

The " n a t i v e "  p o i n t s  t o  a s c r e e n  b e h i n d  him a n d  d i rec ts  cur gâze  Co 

a f ramea v i s u a l  s p a c e  o f  n o s c a l c i c  s i q n i f i c a n c e .  T h e  n a t i v e ' s  v o i c e  

a n d  t h e  images c h a t  a p p e a r  or! t h e  s c r e e n  docurnehï a n  e r a  o f  

" rnagn i f i cen t  p a g e a n t r y "  and "rornazce," a  nostalgie r e c o n s t r ü c t i o n  

cf I n d i a  o s  2 c o l o n i a l  x a t i o n :  

I n d i a ,  . . . t h e  j ewel  of che O r i e n t ,  l a n d  o f  m y s t i c i s m  . . . 
xhose  h i s t o r y  is lilled w i t h  t n e  romance a n d  i n t r i g u e  o f  t h e  
n i n e t e e n c h  c e n t u r y  . . . 8 e l o n g [ i n g ]  to t h e  romantic aomain of 
Rudyara K i p l i n g .  (Kim t4GY 1 9 5 0 )  

T h e s e  r e f e r e n c e s  t o  india a l l o w  the i d e o l  viewer t o  e s c â p e  i n t o ,  

what Mcry L o u i s e  P r a t t  c a l l s  in her d i s c u s s i o n  o f  t r a v e l  w r i t i n g ,  

t h e  e x o t i c  "body as s e e n / s c e n e  . . . [which]  [ t l h e  e y e  'comnands' 

. . . w i t h i n  i ï s  g a z e ;  t h e  n o u n t a i n s  ' show t h e r n s e l v e s '  o r  ' p r e s e n t  

t h e r n s e l v e s ' ;  the  c c u n t r y  ' opens  üp'"  ("Scratcnes on t h e  Face of t h e  

Count ry"  139-1431 . The c m e r z  e y e  b e h i n d  t h e  n a r r a t o r  o f f e r s  

ponoramic ,  t o p o l o g i c a l  v iews of  t h e  n a t i v e s  of n i n e t e e n t h - c e n t u r y  



- - . - I n d i a  w h i c h  a r e  u n v e i l e d  b e f o r e  t h e  e y e s  o f  K i m ' s  i c i ea l  v i e w e r .  - -  

Lürr-hermore,  t h e  n a r r a t o r t s  e t n r ? o g r c p h i c  d o c u m e n t a t i o n  o f  I n d i z ' s  

t r i k z l  " t u r n o i i  and  b l o o d s h e d ,  c a s t e  a g a i n s t  c z s t e ,  c r e e d  a g a i n s t  

creed . . . [ctnd] the w a r i i k e  h i l l r r e r i "  ( K i m  1950) l u r e s  t h e  idec t l  

viexer, whose i rnp l iod  c i v i l i r y  c o n t r a s i s  w F c h  t n e  b a r 8 a r i t y  o f  Kim's 

n a t i v e s ,  i n î o  a f a n t a s t i c a l  s p a c e  o f  e x o t i c  i n t r i q u e  a n d  a c v e r . t u r e  

. .  , . :qr,:cz no e n c o u n t e r s  v i s u a l l y .  The oper i ing  com.nor,ts by t h e  ? a t h a n  

? c r r a c o r  ic Kim (1950), t o g e t h e r  w i t h  t n e  c o c u m e n t a r y - l i k e  panoromic 

images  whicn p o i n t s  t h e  s c r e e n  b e h i n d  nin, n o t  

f e t i s h i z e  K i p l i ~ g  a s  a n  O r i e n t a l i s t  h i s t o r i a n  who p r o v i ~ e s  a c c e s s  

ï o  t n e  E a s ï  by o f f e r i n q  a  v i s u a l  "ga teway t o  t h e  E a s t , "  'out a l s o  

c o n s o l i d a t e  K i p l i n 2 ' s  f a n t a s t i c a l  c o n s t r u c c i o n  of 1n-dia c h r û u g h  a 

p r o c e s s  r e t e r r i t o r i a l i z i n g  a u t n o r i t y  K i p l i n g '  s 

colonial s i g n i f i c a t i o n  by  wnich  che c o h e r e n c e  o f  t h e  S a h i b  is 

t h e  film K i p l i n g  white 

is replaced 5'1 a b l a c k f a c e d  a c t o r  p l a y i n g  t h e  p a r t  o f  a n a t i v e  

n a z r c t o r  .rino, i n  â s e n s e ,  v e z t r i l o q u i z e s  f o r  K i p l i n g  w n i l e ,  at the 

same tirne, De ing  v e n t r i l o q u i z e d  by  wnat  Hol lywooa  ~ e l i e v e s  a re  

K i p l i n g ' s  words  . K i p l i n g  a n d  h i s  v i s i o n  

f rom p o s i t i o n  

no t  müch 

a u t h e n t i c i t y ;  

The s&?e ethnographic u v e i l i n g  cakes p lzce  l a c e r  i n  Che f i l n  when t h e  voice-  
O-JP: r-mrrator desc r iSes  ro  t h e  i d e a l  viewer "the Grand TrunK Road, r u m i n g  
s c r a i g h t  ac ros s  Ind ia  f o r  f i f t e e n  hundred ni les . . . [and]  Kim's eyes  were 
b r i g h t  and w i a e  open d r ink ing  i n  t h e  s i g h t s  o f  t h i s  e n d l e s s  highway." The 
footaçe t h z t  accornpanies t h i s  na r r a t ion  could have e a s i l y  been e x t r a c t e c  from 
c o c m e n z a r i e s  on t h e  l i v e s  of  Ind ians  and t h e  e thnographic  e f f e c t  of t h e  
n a t i v e  speake r ' s  voice-over ca r r a t ion ,  i n  t he  words of Renato Rosaldo, e l i d e s  
ques t ions  concerning "Who is speaking t o  whom, about what, f o r  what purposes,  
and under whar circumstances" ("After Objecrivism" Ill). It  is important  t o  
keep i n  mind t h a t  "Kim's eyes  . . . [are]  d r i n k i n g  i n  t h e  s i g h t s "  which t h e  
camera eye p re sen t s  t o  t he  i d e a l  viewer; consequent ly,  w e  are aga in  reminded 
of  the e thnograph ic  p o s i t i o n  t h a t  Kim assumes i n  t h e  f i l m .  



ywooc, f a c t ,  c o n s t r u c t s  i t s  own f i l m i c  v i s  i o n  Rudya 

r o r n o n t i c i z i n g  t n e  a n a  nis b a s e d  the 

s t a t u s  c o l o n i a l  MGM r e p r e s e n t i n g  

i n5  cs ari a u t h o r i t y  b c s e d  r.ot on h i s  P n g l o - I n d i â n  e x p e r i e ~ c e ,  

o n  h i s  " i n s t i n c t ü a l "  kccwlecge  o f  t3e Z c s t  which cornes f r o m  h i s  cut 

- nç Deen G o r ~  ir! ~ n d i a ,  a p o i n t  o f t e n  stressed by K i p l i n g ' s  

z i n e t e e n r f i - c e n t u r y  c r i t ics .  T h e  f i l m ,  howevor ,  à o e s  n o t  con5 icte 

X i p l i n q ' s  i d e n t i t y  w i t h  t h e  n a t i v e ' s  by t h i s  o b v i o u s  r e p l a c e m e n t  of 

t h e  e u c h o r  b e c a u s e  t h e  n a r r a t o r  r n â k e s  s e v e r z i  r e f e r e n c e s  c o  Ruayard  

X i p l l n g  a s  a n  i m p e r i a l  f i g u r e  a n d  c o n s t r u c t s  a n  a u t h o r  who is  a d o r e a  

riot o n l y  b y  h i s  subjeccs ( i . e .  t h e  F a t h a n  n a r r a t o r ) ,  5uï aiso 'oy 

Hol iywocd and t h e  f i l m ' s  ideal  v i e w e r .  M G X f s  Kim,-os a costurne 

p e r i o a - r o m a n c e  a n d  a s p e c t a c u l a r  d u r b a r  o f  t h e  ' ' r o m a n t i c  aomain  o f  

OuCycrd K i p l i f i g , "  does n o t  simply r e p r e s e n t  K i p l i n g ' s  India: XGM, 

i n s t e a d ,  g a r t i c i p a t e s  i n  i t s  own v e r s i o n  o f  e t n l z o g r a p n y  by 

p ro j ec t i rq  Kipling as on O r i e n c c l i s c ,  c o n c r i b u t i n g  f u r t h e r  C O  t n e  

p r a c t i c e  o f  o t h e r i n ç  t h e  writer o r  o f  mak ing  him tke  s y c t a c l e  of 

t h e  cultural gaze. 

Tne n a r r a t o r ' s  po i r i t i r i g  t o  a  s c r e e n  b e h i n d  h i m  d i rects  o u r  

c t t e n t i o n  as v i e w e r s  t o  a s c r e e n  w i t h i n  a  s c r e e n ,  a s p a c e  b e f o r e  u s  

choc is  

viewing . 

is n o t  t 

w h o m  t n e  

s e i f - c o n s c i o u s i y  c o n s t r u c t e a  f o r  t h e  

T n i s  p o i n t i n g  t o  a s c r e e n  i n c i c a c e s  t h a t  

n e  i n i t i o l  o r  i rnrneciate  o b j e c t  o f  i d e n t  

i d e a l  v i e w e r  e n c o u n t e r s  t h e  m y s t e r y  of 

p l e a s c r e  o f  o u r  

t h e  c h a r a c t e r  Kim 

i f i c a t i o n  t h r o u g n  

I n d i a .  The film 

a i s p e r s e s  t h e  a u t h o r i t y  o f  t h e  c o l o n i a l  g a z e  b e t w e e n  t h e  e y e s  of t h e  

c t rne ra  a n d  of the c h a r a c t e r  K i m ,  e y e s  t h a t  s e c r e t i v e l y  look i n  on  
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n a t i v e  l i f e .  Througn his i d e n c i f i c a t i o n  w i t h  t h e  c a m e r a ' s  a n d  Kim's 

c o l o n i a l  l o o k s  as m a n i f e s t a t i ~ r i s  of tne c u l t u r a l  g a z e ,  t h e  i d e a l  

v i e w e r  is  s u b s e q u e n c l y  i n v i t e d  t o  assuie a p c s i t i o n  a s  v o y e u r  of the 

secret u n d e r w o r l d  that K i m  i n h a b i t s ,  3 f a r i t a s t i c s 1  space a c c e s s e a  

t n r o u g h  t h e  p e e p - h o l e s  of m's, and K i n ' s ,  eyes . I n t e r e s t i n g l ~ ~ ,  

however ,  t h e  e y e s  o f  che c z n e r a  and o f  S i n ,  although t h e y  ? r o v i d e  

the n e z s  by  wnich t h e  F d e a l  s p e c t a t o r  i s  positioned, c a n n o t  

f z c i l i t o t e  t h e  p r o c e s s  of  F d e a l i z z t i c r i  for the o t h e r e c i  viewez, 

e s p e c i a l l y  since ker  p o s i t i o n i n g  as Other  b y  tne S o c i a l  I rnag ina ry  

c f f - s c r e e n  p r e v e n t s  h e r  f rom s e e k i n g  her e g o - i d e a l  i n  self-same, 

n ~ r c i s s i s t i c  images  o n - s c r e e n .  I f ,  i n  o c h e r  words ,  the v i e w e r  

dexznds a s u t u r i n ç  o f  t h e  self  i n  his - ~ i e w i n q  of K i m  (Kea th  15), he 

n o t  o 9 l y  e d s i l y  i d e n t i f i e s  wich  t h e  c a m t r a ' s  or K i m ' s  l o o k s  -- a 

s r o c e s s  w n i c h  a l l o w s  hin t o  d e v e l o p  cn i d e a l  s p e c t o r i z l  e g o  -- Dut 

a l s o  z s s u m e s  cha t  t h e  p e r s p e c t i v e s  of these eyes o n - s c r e e n  and the 

s u t h o r i r y  of the c u l t c r a l  ç a z e  c f f - s c r e e n  are one a n d  t h e  same. 

T h i s  i c e a l  spectator a c c e s t s ,  t h e r e f o r e ,  the camerz  a n d / o r  t h e  

character K i m  a s  p o s s e s s i n g  t h e  o r n ~ i p o t e n t  g a z e  t h r o u g h  which  iie 

e n c o u n c e z s  t h e  f i l m ' s  images  o f  I n a i a .  T h e  images  he e n c o u n c e r s ,  

i n  t u r n ,  becorne t h e  O t h e r  o f  t h e  ideal viewer 's  s e l f  i n  h i s  

n a r c i s s i s ï i c  l o n g i n g  f o r  u n i t y  a n d  c o h e r e n c e  a u r i n g  a rnornenc of 

s e c o n d a r ÿ  i d e n t i f i c a t i o n  w i t n  t n e  o b j e c t i f i e d  images  on-scroen. I f ,  

. - -- ,-... c--a* - , - v - -  - p  C'L - . - , , - . A - - A - -  '..z - =j y ~ c 7 c = -  , , over c o m e n r a r y  che 

viewer r e a l i z e s  t h a t  t h e  visucl i c e n t i c y  s n e  is i n v i t e c  to assume  

t h r o u g h  a p r o c e s s  of i c e n t i f y i n g  w i t h  t h e  camera' s o r  K i m ' s  l o o k s  

i s  a c o n s t r u c t e d  p o s i t i o n ,  she i s  u n a b l e  t o  cssume t'ne i d e n t i t y  o f  
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t h e  a c t i v e  voyeur  who s e e k s  h i s  e g o - i d e a l .  H e r  a c t  o f  w a t c n i n g  Kim 

i s  nor d r i v e n  by t h e  p e r c ~ p t u a l  p a s s i o n  of  s c o p o p n i l i a  Dy wnich t h e  

c a n e r a ' s  o r  K i n ' s  e y e  becones  t h e  v i e w e r r s  e y e  and s u t r i r e s  che 

. . cistznce becweex t h e  s p e c t a t o r  anc r h e  s p e c t a c l e .  UnliXe t h e  ideal 

viewer, t h e  othered s p e c i a t o r  5 s  aware  o f  t h e  c o n s t r u c t e d n e s s  o f  t h e  

\\ q a z e . "  She r e a l i z e s  t n c t  the f i l m ' s  l o o k  tûkeri 5s t h e  " ~ c r e "  do 

r.ct p o s s e s s  v o y s u r i s t i c  â u t h o r i t ÿ  b u t  can 8e s u b j e c t  t o  tne o the red  

ü - i e w e r ' s  d i s r n z n t l i n g  "eye:" m t s  c n - s c r e e n  "gaze" rnay, i n  fact, 'ce 

looked a t  b y  the o t h e r e d  v i e w e r .  It is, u l t i r n o t e l y ,  t b e  v i e w e r '  s 

a w d r e n e s s  of tne c u l t u r a l  c o n s t r u c t e d n e s s  of i ( i m r s  o n - s c r e e n  l o o t s  

t h a t  ~ ~ L O W S  for a d i f f e r e n t i a ï i o n  between t h e  a u t h o r i t y  o f  t h e  

c o l o n i ô l  g z z e  d i s s e m i n a t e d  i n  rhe i c o k s  of K i m  and t h e  ccmera on- 

s c r e e n ,  a n a  t h e  u n l o c a l i z a ~ l e  omr.Fpresence o f  t h e  c u l t u r a l  qaze. 

T h e r e f o r e ,  tne p o s i i i o n  t h a t  t h e  i d e a l  v i e w e r  o c c u p i e s  i n  t ~ e  f i r s t  

s c e n a r i o  of i o o k i n g  is n o t  one  o f  v o y e u r i s t i c  auïonomy, b u t  r a t h e r  

is dependeri t  on t h e  p a r t i a l  d r i v e  of e x n i b i t i o n .  A l t h o u g h  t h e  

n a r r a t i v e  s t r c c t u r e  of t h e  f i l m  p o s i t i o n s  t h e  i c e z l  v i e w e r  a s  voyeur  

i n  h i s  i d e f i t i f i c a t i o n  witn t h e  carnerats and/or K i m ' s  " g a z e , "  r h e  

o t h e r e d  v i e w e r ' s  o f f - s c r e e n  l o o k  conno t  easily be  p o s i t i c n e d  by t h e  

c i n e r i â t  Fc o p p a r a t u s  wnich o I l o w s  f o r  t h e  p o t e n t  i a l  s u b v e r s i v e n e s s  

o f  t h e  cult~rai gaze.  Lc i s  t h e  o t h e r e d  v i e w e r r s  a c t  o f  l ook inç  

~ a c k  ot t h e  s c r e e n  wnich d e f i n e s  ner t h â t  s u g g e s t s  the p o t e n c i a l  

p l a y  o f  t he  cultural, as  apposed t o  colonial, g a z e .  The "gazes"  

w i t h  whicn t h e  i d e a l  v iewer  i d e n t i f i e s ,  t h e r e f o r e ,  a r e  " l o o k "  on- 

s c r e e n  which s i m u l t a n e o u s l y  c o n s t r u c t  t h e  i d e a l  v i e w e r  a n d  a re  

potentially.deconstructed by  t h e  m u l t i p l e ,  o t h e r e d  v i e w e r .  



- - ir w e  c o n s i u e r  the ideal  viewer's e n c o u n t e r  w i t h  X i n r s  

n a z r c t o r  who p o i n t s  t a  a s c r e e n  b e h i n d  k im a t  th2 ~eginnizg of t n e  

film, it is obvious c h a t  t h e  film c e l i b e r a t e l y  c o n s t r u c t s  t h e  i c e c l  

v i e w e r  ü s i n g  e t h n o g r a - h i c  c i s c o u r s e .  A î c e m p t i c g  tc c o n t a i n  c l 1  t h a t  

i s  uncânny  a n d  b i z a r r e  & o u t  I ~ d i a  c n r o u q h  i t s  r e p r e s e n c a c i o a s  of 

2 2 ï i v e s  anci t h e F r  l i v e s ,  tne s c r e e n  t o  which the c a r r a t o r  p o i n c s  i n  

X i m  û l a c e s  t n e  i d e a l  v i e w e r  within a l ancscape  o f  c 3 l o n i a l  a d v e r i c ~ r e  - -  

end, ï h e r r f o r e ,  d i s p l a y s  t h e  bccy cf I ~ d i a  cts t n e  o b j e c t  of t he  

i c i e z l  v i e w e r  ' s  desire f o r  e x o t i c  se l f  -f a s h i o n i n g .  The cernera eye 

a n d  t h e  v o i c e - o v e r  n a r r a t o r  ir! K i m  i m n e d i c t e l y  evoke  i n  t h e  i d e a l  

v iewer  a n o s t a l g i s .  f o r  t h e  l o s t  romance  of t h e  B r i t i s h  e m p i r e  i n  

India b e f o r e  t h e  d i s s o l u t i o n  cf t h e  i ~ h i t e  m a l e  s e l f  a s  c c l o n i z e r  o r  

a s  S a h i b .  The l a y e r e ~  n a r r a t i v e  s t r u c t c r e  o f  t h e  s c r e e n  w i t h i n  a  

screcn i n v i t e s  t h e  i d e z l  viewer t o  w i t n e s s  a  ~ o s t a l g i c  

r e c c n s t r u c t i o n  of the B r i t i s h  Eiaj with i ï s  mappea b o u n d a r i e s  m d  

s c r a t q i c  p o i c t s  o f  defense a q a i n s t  t h e  R u s s i a n  T z a r ,  its c h a r ç i r , g  

brigades o f  soLc i i e r s ,  and  i t s  secret s e r v i c e  s p i e s .  From t h e  

opening credits of Kim, the i d e a l  v iewer  i s  e n g a g e d  i n  a n o s ï a l q i o  

t n a t  h i n g e s  on what  c o u l d  b e  referred t o  as  a desire f o r  R a j  k i t s c h .  

K i t s c h  h a s  b e e n  r e a d  b y  i t s  c r i t i c s  . . . a s  a n  c t t ~ c k  OR 
?.::+hort icîty a n d  ori whàt W a l t e r  Z e r i j a n i n  terrnerj t h s  a u r a  of 
t h e  o r i g i n a l .  As a d e r i v a t i v e   ad copy, ' k i t s c h  rnere ly  
i m i t â t e s ,  but i t  imitates in e x c e s s  . . . as â secmb-ceqroe 
a r t  [ t h a t ]  b e l o n g s  avowedly  t o  the s p h e r e  of consum-tion and 
p a r t a  k e s  of t h e  commobit y '  s k e e n n e s s  t o  c o m f o r t  t h e  c o n s u n e r  : 
it i s  n o t  meant  t o  u n s e t t l e  ân a l r e ô d y  e s t a b i i s n e d  s e c  of 
v a l u e s  b u t  rather t o  c o n f i r m  a n d  c o n s o l i d a t e  them.  (Eve o n  
t h e  F l e s h  98-99)  

The n a r r a t o r ' s  n o s t a l g i c  r e c o n s t r u c t i o n  of t h e  Empire o n - s c r e e n  wiïh 
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i ts  interludes of documentary footage is a spectzcularization of the 

Indian body as seon/scone to Se ccnsuned by its ideal viewer  as 

excess, as both tourist propzgmda ana rorna~tic adventure. Fer 

example, düring tne opc~ing credits of i n  t e  film secures the 

spsccator in its carrative structure 5y appealinç to his expectocicn 

CE images which consolidâte his to~risîic vision of Ir,cia ir, the 

Socic l  irr .aginary.  In ï k e  opening credits, which are occm?eniec b y  

-2-2dr~ P r ~ v i n '  s orie~ccilizec syngfloriic music, ihe Ta j &hê1 oppéars 

iz the Dackground, sometines criplicatec 8 y  the camera so ï h a ï  two 

angles of the ïaj Mahal are projected cnto rne screon. These 

o b v i c u s l y  touristic irnoges of Indic are projections of t'ne ideal 

7 O viewerls desire for escape. - -  SBCC~OES of Kim c o u i ~  be calied, 

therefore, cocudrarnatic in thât the ideal viewer is often presented 

2 field of vision that is clearly ethnographic à n d  allows the v i e w e r  

ïo trzvel vicarioüsly through India frcm r h e  s a f e t y  of nis arnchcir, 

arid yet is simultaneously cranatic in its faniastical appeal of 

? e r i l o u s  adventure. The inages that the viewer as voyeur 

excounters, Rowever, hcve O real referent . There images are,  

Fnsteod, representaticns that coulc be compareci to what Frederic 

Jer,escn calls "pastiche, a bravura initation so exacc as to inclcde 

t h e  well-nigh undetecczble re?-;roductign of stÿiistic autnenticity 

2 3 

Xipling's ethnographic writing in The Letters of Marque also contribute tc 
the idea l  viewer's expectation of images: "as the train sped fordard, and the 
mists shifted and the sun shone upon the mists, the T a j  took a hundred n e w  
shapes, eacn perfect and Deyond description. . . Tt m a y  be that the miscs 
wrought the witchery, and chot the T a j  seen in tne dry sunlight is only as 
guide books Say a noble structure" ("Of the beginning of Things" 4 - 5 1 .  
Kipling constructs the T a j  as a romantic and mysterious objecc of seduction, 
an architectural site fetishizea for the colonizer's consumption. 



i t s e l f "  (2ostmocerriç~ 1 3 3 )  . 
T h e  v i s u a l  con tac t  t n o  idec l  v i e w e r  n a k e s  t r i t h  I n d i a  i n  h i s  

i d e n t i f i c a t i o n  w i t h  K i m ' s  d t h e  camera's e y e s  r e p l z c e s  t h e  

viewerrs a c t u a l  t o u r  of Inaia. Eowever ,  6~ e v e n  more  c c n p i e x  

r e p l a c e m e n t  o c c u r s :  tke v i s u a l  t c u r  o f  I n d i a  f u r t h e r  r e p l a c e s  t h e  

e x s e r i e n c e  of o d v e n c u r e  c h a r  the  v i e w e r  desires.  What is n o s t  

i n t e r e s t i n g  cbouc t h e  l a y e r e d  politics of tne s i x u l a t i o ? a l  noce1 8 y  

wnich K i m  a p p e z l s  t o  che cesire of t h e  ideal v i e w e r  is t he  f i l m f  s 

d i s p l c c e n e n t  of t n e  v i e w e r f s  s P n s e  cf d a n g e r  i n  w a t c h i n g  i n z q e s  of 

the n a t i v e .  Mucn I i k s  t h e  "human c u r i o s i t i e s "  ( J a m e s  B. T w i t c h e l l  

Cornival C u l t u r e  63)  e x h i b i t e d  i n  l e c t u r e  hails in E m e r i c a  a n d  t h e  

\ \  C ~ o u r i n q  pano ramas"  ( A n t o n i a  L a n t  "The C c r s e  of  ïhe P h a r o a h "  75) of 

- t ;gypt  i:: e x h i ~ i t i o n  n a i l s  in England a u r i n g  + n e  rnidcle t o  l c t e  

n i n e r e e n t i i  c e n t u r y ,  t h e  film i(im a p p e a l s  t o  c h e  i d e a l  v i e w e r f s  

cesire for t h e  s u p e r n a t u r a l  a l lcre 2nd e x o t i c i s m  of Iacia ."  I n  

line w i ï n  t n e  s p e c t a t o r  of t h e  -zner iczn  ' f r e a k  show'  axa  of 3 r i t i s h  

Zgyptoma,?ia ,  t h e  F d e a l  v i e w e r  of is  comforted b y  t h e  s p e c t ô c l e  

before him t h a t  p o s i t i o n s  h im  a s  a v o y e u r  o f  what c a z  o n l y  be s e e n  

b y  t h o s e  w n o  n a v e ,  l i k e  Kim, either aisguised t h e m s e l v e s  a s  n a t i v e s ,  

Twi tche l l  p rov ides  an i z c e r e s r i n g  overview of  t h e  w a y  2 .  ï. Barnum purcnasec 
a lrew York rnusem Fz I P 5 2  rhsi he c~?.c.er:^S L2tz "an e n t e r t a i r m e n t  c e n t e r  . 
. . [ i n  which] ' h ~ ~ a n  c c r i o s i t i e s '  were d i s p l â y e d  . . . i n c l u d i n g  cn oLhi-O 
f a n i l y ,  t h e  last Living  E z ~ t c s ,  ïhe Swiss aearaed Lady . . . and nost fmous 
of  a l l ,  t h e  'Wnat 1s Tt?" ( a  mentz l ly  r e t a rded  b lack  man)" (Çarn iva l  C u l t u r 2  
6 3 ! .  Lant p rov ides  ev idence  of a s i m i l a r  e x h i b i t i o n i s t  d i s p l a y  of  t h e  Other  
i n  her account  of p o p u l a r i z e d  Z q ~ t o l o g y  i n  n i n e t e e n t h - c e n t u r y  Englana: "A 
second panorama, t h e  'Overlarrc Route t o  I n d i a , '  began a t  t h e  Gallery of 
I l l u s t r a t i o n  . . . and dzew a q u a r t e r  of a  m i l l i o n  cus tomers  before it 
closed.  I t  c o n s i s t e d  of  2 moving middle  s e c t i o n  . , . [and]  a t r a v e l l i n ç  
p a i n t e d  s c e n e  . . - t o  i l l u s t r a t e  the journey  from C a i n  CO Scez" ("The 
Curse" 7 5 ) .  Both w r i t e r s  address t h e  a lmos t  f r e a k i s h  s p e c t a c u l a r i z a t i o n  of  
t h e  Other  f o r  t h e  pu rposes  o f  c o l o n i a l  cornmodification. 
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dwelled i n  the bazaars and g u t t e r s ,  o r  p l ay2d  " T h e  Great G a m e . "  T h e  

ideal v i ewer ' s  sense of coherence  i s  mainta ineci  Dy means of h i s  

i d e n t i f i c a t i o n  w i t h  tne f i l m ' s  a c v e n c u r i s t s ,  which i n c l u a e  b o ï h  t h e  

c a n e r a  2 n d  t h e  f i l n r s  c h a r a c c e r s ,  cria by the scbsequent j ü n c t i o n  

be rween  t h e  Fmagizary a n a  the synrbolic that nis acc of w a t c h i ~ q  Kin 

a l l c w r .  The ide21 v i ewer ' s  i c e n t i f i c a t i o r ,  c h  tne "gaze" ïhac  

p o s i t i o n s  his ctrn Icok ,  in otnor wcrds, he13s t o  sctEre t h e  p k y s i c a i  

c i s t ô n c e  8e tween  tne v i e w e r ' s  eye/I and  the t e x t r s  e ÿ e s .  

This ethnographie d i s c u r s i v e  frarnework wiïni- which  t h e  ideal  

viewer is p o s i t i o n e è ,  however, fails t o  p r o v i d e  t h e  c o r . à i t i o n s  

necessary f o r  t h e  o t h e r e d  s p e c t a t o r *  s assiïmptiori o f  rhe v~yeur' s 

p o s i t i o n .  For exarnple, i n  my o-m v i e w i ~ g  o f  on l o t e  n i g h t  

Canadian t e l e v i s i o n  zs an Indo-Canâaian womân, 1 am aware o f  t h e  

t housanc i s  of eyes r e a d i n g  t h e  film's - r e f a c e  a n a  a w a i î i n g  

r e c h n i c o l o u r o d  i n a g e s  of  "Drown I n a i a n s  i n  Sedsneets." This 

e x p e c t a t i o n  of a f e t i s h i s t i c  imaqe of  I r i c ians  OR-screon fills me 

with e n  a n t i c i p a t o r y  s e n s a t i o n  o f  h o r r o r  a n a  y e t  e t  t h e  szne t i n e  

thrills m e ,  even though I s e e  rnyself i n  my i d e n t i i f i c a ï i o n  w i t n  t h e s e  

imâges cn t h e  s c r e e n .  Althouoh 1 p e r c e i v e  rnyse l f  a s  t h e  p r o j e c t e d  

O t h e r  of Ooth t h e  cornerâ-eye and tne i c e a l  s p e c c a t o r ' s  n a r c i s s i s t i c  

gaze 1 do no t ,  however, s i rnp ly  r e c o i l  at the ï hough t  of seeing t h e s e  

images because  1 cm s i n ; u l t a n e o u s l y  thrilled by t h e  possibility of  

becorning v i s i b l e  t o  t h e  thousands of  viewers watcn ing  t h e  same f i l m  

o n  t e l e v i s i o n ,  a medium which denies my p r e s e n c e  a s  a consumer of 

images i n  t h e  symbol ic .  Kaja S i lve rman  w r i t e s  t h a t  "To ' b e l  is i n  

effect  t o  'be seen"' (Th re sho ld  1 3 3 ) .  Hirnani B a n n e r j i  s u p p o r t s  t h i s  



i d e a  : 

Eve-? t h c u g h  Soc th  A s i a n  women a r e  mernbe r s  o f  t h e  so -ca l l ec !  
' v i s i b l e '  n i n o r i r y  q r o u p  -- a n d  v i s i O i l i t y  s h o u l d  have 
s o m e t h i n g  t u  d o  w i t h  v i s u a l  images -- r e s e a r c n  snows thac 
t n e r e  i s  a rerncrkâble p â a c i t y  of î h e i r  inaçes i n  the  Canad ian  
medio . . [ :  t h z î  is,  ] South A s i a n  womefi are  flot szten 6s 
ë i d s  t o  t r a d e  ana ,  a s  s u c n ,  a r e  noï u s e d  t o  se l1  a v a r i e t y  of 
o b j e c t s  -- r a z ç i n g  from sexual f e t i s h e s  o r  o b j e c t i f i o d  sex CD 
g a d g e t s  -- which upho ld  ï h e  happy,  w h i t e  b o u r g e o i s  none .  
( " P o p u l a r  Images o f  S o ~ t h  A s i a n  Women" 144-105) 

S o ü r h  FsFan woman on- cnd off-scroon c r e  defined os  t h e  O t i i e r  of the 

self f o r  w h i t e  n a  j o r i t y  c e f i n i c i o n  p r e v e n  

images o f  Soiltn Asicn wcrnen from b e c c r n i ~ g  e r c t i c i z e d  commodi t i e s .  

As a v i s i b l e  m i n o r i t y  i r i  Canada , I  hôve becorne f e t i s h i z e d  by 2 w n i t e  

n a j o r i t y ,  l i k e  f r a n t z  F a o n ,  on the Oasis of my e p i d e r m i s  which Z C ~ S  

ES a rnetonymic r e p l â c e n e ~ î  f o r  rny i d e n t i t y  a s  a consumer. By 

csscming a  p r e s c r i p t e d  S o a i l y  p o s i t i o n  a s  a r a c i a l i z e d  o b j e c î  a n d  

not a s  a n  e n u n c i z t i v e  a g e n t  s e o k i n g  c o h e r e n c e  t h r o u g h  

f rom s e e k i n g  e g o - i d e e l  

c o n s u n e r / s p e c t a t o r  of  inases. SLlvermanf s and  3 a n e r j  i' s i d e c s  o f  

y ~ i s u a l  p r e s e n c e  cân a l s o  be a p p l i e d  t o  c n e  f i l m  Kim. - K i m ' s  

e t n n o g r a p h i c  a t t e m p t  t o  a p p e a l  t o  i t s  ideal viewer  f a i l s  t o  a p p e z l  

t o  t h e  r a c i a l i z e d  and t h e  g e n d e r e d  s p e c t a t o r :  a s  a n  Indo-Canodian 

woman, instead of  s e e i n g  mysel f  i n  r e l a t i o n  t o  t h e  f i l m ' s  

r e p r e s e n t a t  i ons  O a p r o c e s s  of s e c o n d a r y ,  excorporz t ive  

i d e n t i f i c a t i o n ,  I am the r e p r e s e n t a t i o n  on-  and  o f f - s c r e e n  cf j o t h  

t n e  camera ' s  and t n e  i d e a l  v iewer '  s l o o k s .  My awareness  of t h e  

c u l t u r a l  gaze ,  o f  t h e  ways i n  which I am c o n s t r u c t e d  by t h e  S c c i a l  

Imaginary  on- and o f f - s c r e e n ,  p r e v e n t s  my identification w i t n  t h e  

camera f  s o r  K i m '  s cons t r u c t i n g  e y e s  . I n s t e a d ,  t h e  



78 

few iinages of South Asian woman objectified on-screen that provide 

me with the opportunicy ï o  incorporate t h e  racialized and gendered 

s?ectaclo wnicn tne Sccial Imaqinary projects onto Eollywocc's and 

the media's screens. 

To be is, in fact, c c  be seen, to misreccgnize the self as 

Self before the public eye and to recognize this Self's being lgoked 

dt zs an oDject of c e  ccltcrcl qazê .  fiowever, c c  be for zhe 

othered spectator is not so much tc rnisrecognize the dist~nced and 

excerna1 Self/Other on-screon for the self of=-screen, but to 

incorporate the Self/Other on-screen and  off-screen as self, an acz 

of embodiment thât resul t s  from beinc denied the process of 

iaentification with the self's external, excorporative Cther. 

Subsequently, by foiling t o  'oe positioned by the narrative structure 

cf the film or even Dy the larger cinematic zpparatus whicn iocstes 

C - ,rie subject-spectâîor as vDyeur, the otnered viewer Fs grevented 

fron becoming a consumer of irnoges off-screen. Instead of 

unaergoing a process 05 identification with images i Kim, an 

excorporative process by which the viewer is able to see himself in 

relation to cultural representations, I have been positioned from 

withoüt by a cultural gaze that represents the South &ian as 2 

s-ectacle -- zlthough this act of repressnîation is r z r e  -- and ~ o :  

as a consumer dependent on the voyeuristic drive. As cn errbodirnent 

of the racially objectifi5d Otner or,- and off-screen, 1 am aware of 

rny positioning as the object of the ideal viewer's ana tne culturcl 

gaze. My need to be seen, however, cannot be explained by the 

partial drives of exhibitionism or rnasochism because in order to 
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becorne visible, to "be," 1 immediately incorporate and do noc see 

os exterilal to my self the irnage on-screer?. During my act of so- 

called "identification" wich Kim's fetishized images of rhe So~th 

..qàn, I re-ire (not  desirs) ro be seen, to "8e."  T i  neea 

positio~s me not as a voyeur consuming imagos, bur  as a 

s?ecteculârizec-speccctor, as a spectâcle tnat Iccks Szci: zt zhe 

- e r ÿ  " g a z e f '  that enscir2s my presence c:  the v e r y  nonient chat it 

rvnsïructs ne. 

Xy zppropriocion cf psychoanalytic terminoioqy in order to 

articulate a politics of looking back as the spectacularized Other 

2istur5s ïhe econcny cf the scopic drive which is dependent oc the 

possibility of sutüri~g the distance between the voyeur off-screen 

aria t h e  object of his look or?-screen. It is precisely my neea to 

j e  seen thaï disrupts the c~-x!and tnat the cinema as asparatus has 

cn ne as an oth~red spectacor. The sensatio~s 1 experionce while 

watchinç cannot be contair~ed solely 8 y  the drive of 

e:+ibicior,ism or by 2 psychiccl need for visual objec~ification. 

As the camera-eye zooms in on the screen ta which the Pathan 

narrator points behinc! hin, I an:.cioüsiy await imzges of Inaia as 

"the jewel of the CzLent  . . . cnd the land of F-ysticism" which rhe 

voice-ov~r narration of tne P a t h a n  narrator conveys cc me. I aesire 

%y own opening up, CO havz rny boay seen by tne ideai viewer t n r o u ç h  

rny identification -- that is, an awcreness and acceptance of my 

objectification by the cultural gaze -- wicn the many touristic 

scenes of India represented in the film. The screen within a screen 

switches scenes from a àurbar of elephants and multi-coloured 
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curbcr , s  CO marcn ing ,  white S a h i b s  on h o r s e s .  The s p e c t a c l e  evckes 

i2 m e  5 0 t h  h o r r o r  and  r e l i e f :  b o t t e r  t o  C e  r e p r e s e n t e d  i n  a 

ï m s t a l g i c  l o n c i n g  fo r  " t h e  c a y s  when t h e  w h i t e  man wzs c û l l e d  S a h i b "  

t h z n  not, t o  b e  r e p r e s e n t e d  ct a i l ;  j e t t e r  to b e  an  e z o t i c z l i y  

< ~ s i r e d  c b j e c t  f e t i s h i z e c i  Ln t h e  i rnzginary  s p a c e  o f  Kim chan t o  De 

dexieb on i c o n o g r a p n i c  s e n s o  cf p r e s e n c e ,  a s e n s e  o f  v i s i b i l i t  Y ,  on 

screen. 

What Raj k i t s c h  of fers  ne i s  a s e n s e  of t h e  r e a l i i y  t h z c  1 

e x p e r i e n c e  o f f - s c r e e r i  a s  a v i s i b l e  m i n o r i t y  i r r  a r a c i s t  c u l t u r e .  

3 0 t h  on- and o f f - s c r e e n ,  1 am a e f i n e a  a s  a n  o t h e r e d  s p e c t â c l e  and  

. rot  a s  a v o ÿ e u r i s t i c  s p e c t z t o r  s e e k i n g  ny e g o - i d e a l  i n  o n j e c t -  

c h ~ i c e s  e x t e r i o r  t o  rny s e l f ;  t h e r e f o r e ,  what 1 e x p e r i e n c e  c a n n o t  

s i n p l y  b e  c z l l e d  a  m a s o c h i s c i c  i a e n t i f i c â t i o n  w i t h  Eo l lÿ t rood ' s  I n d i a  

a p p r o p r i a c e c i  f rom K i p l i n g ,  b u t  r a t h e r  a s e n s e  o f  p r e s e n c e  by means 

of t h e  " p a s t i c h e "  o r  the  e x c e s s i v e  c o n s t r u c t e d n e s s  o f  K i  My 

d e s i r e  t o  watch I n d i c n s  f e t i s h i z e d  i n  Kim, i n  o t h e r  words, i s  n o i  

c p r o d u c t  o f  a r n a s o c h i s t i c  l o n g i n g  f o r  ny  own o p p r e s s i o n  8 e c z u s e  my 

desire  is n o t  d r i v e n  Dy s c o p o p n i l i a ,  by a n  e r o t i c i z e d  p l e a s u r e  i n  

l o o k i n g  at images a s  a s p e c t a t o r  a n a ,  t h e r e f o r e ,  as a  v o y e c r i s t i c  

consumer of images .  My p a r t i c i p a t i o n  i n  t h e  a c t  o f  wa tch inq  K i m  is 

- - zcc o f  100k ing  bdck at t h e  c u l t u r a l  s c r e e n  o r  t h e  S o c i a l  

I r i a g i 2 c r y  t h a t  defines m e  i n c o r p o r c t i v e l y  azd e x c o r p o r a t i v e l y .  M y  

s o - c a l l e c  d e s i r e  f o r  p r e s e n c e  is a n  u n d e r s t a n d i n g  o f  my own s u r v i v a l  

âcnieved by w a t c h i n g  t h e  v e r y  images which have  s u s t a i n e d  ay s e n s e  

o f  i d e n t i t y  a s  an Indo-Canadian l i v i n g  i n  a n  e r a  o f  Pmer ican  

c u l t u r a l  aomina t ion .  The s u f f e r i n g  1 e x p e r i e n c e  w h i i e  wa tch ing  Kim, 



tnerefore, aetemines the nature of my participation as a consumer 

of images, as a spectator, cf m. I do not assume the spectorial 

position cf the idezl viewer whose look seeks narcissistic 

but  Kim - with ari awarecoss the 

ways i n  wnicn rny own posiricn as a s s e c t a t o r  has becomo 

spectzcularized before the idecl viewer's 2nd the film's colcnis7 

l ooks  on- a ~ d  off-screen. -z-s 2rojection.s of the coloaial "gaze" -- 

in actuality, the calturai çaze ïhâï cis?erses iïs a u t h o r i t y  across 

cke  looks of Kipling's c o n s t r u c t i n g  eye and Eoliywood' s cinemztic 

âpparatus (i.e. t h e  look of the i d e a l  viewer ana the canera-eye) -- 

the images 1 ~ & r a c e  provide me with a sense of ny lived reality as 

an Irido-Canacian wcman surviving in a r a c i s t  society. - i rezlize 

t h a t  1 connot sepzrate my i d e n t i t y  off-screen £rom tnt image 

p r o j e c ï e d  on-screen, a cultural scresn thctt precedes and possesses 

me in the Social Imaginery. 

My awareness of the constructedness of the  G a z e  allows m e  to 

Secorne a psrfornative identity. 1 am aDle CO see mysrff in Korda's 

and  Kin's Maharajahs, an a b i l i t y  which ensures my presence as a 

Car ,adian .  Andre Frevin's orientalized music, Kim's gzudy native 

costumes,  ics native women i n  sheer skirts and short blouses h i d d e n  

Lrom al1 e y e s ,  i ts  repetiticn of "Salan" a n a  "Sahib" 2nd other  

In The Imaainarv Sicnifier, Christian Metz compares the "filmic scate" with 
the "dream state" and suggests t h ~ t  "[tlhe narrative film does not incite one 
to action, and if ir is like a mirror, this is not only . . . by virtce of 
. . . put[ting] the spectotor-subject in a position to admire hinself iike 
o god, or [by] . . . reaccivat[ing] in us the conditions belonçing to the 
mirror stage in Lacan's sense . . . -- it is also and more d i r e c t l y  . . . 
[ b y j  encourag[ingl narcissistic withdrawal and the indulgence of pnanïasy" 
(107). 



~ g l o - I n d i a n i s m s ,  a n d  images cf I n a i a n  e l e p h a n t s  a d a r n e d  i n  c û l o u r s  

rna tching t h e  t u r b a n s  cf t h o i r  i n o f f e c t ü a l  n a t i v e  riders a r e  al1 

ixages o f  t h e  B r i t i s n  E m p i r e ' s  s p e c t a c u l o r i t y  i n  d i ;  however, 

c h e y  a r e  a l s o  imaqes  c f  e x c e s s ,  o f  leiscre, t n a t  g u a r a n t e e  the 

v i s i b i l i r y  I r e c u i r e  a s  an ïr?bo-Canadior,. I r e a l i z e  b o t h  t k â t  I am 

che  n z î i v e  f e t i s h i z e c i  i n  K i m  a n d  t h a t  t h e  f i l m ' s  k i t s c n  c o n s c r u c t s ,  

to a Grea t  exte-?:, ny ~ n d e r s t a n d i n o  o f  I n c i a n - n e s s  i n  the syinbclic. 

E - ~ e r y  t i m e  1 s t e p  c u t s i d e  t h e  d o o r s  or' rny aps r t rne r i t ,  I p e r c e i v e  

n y s e l f  b e i n g  wa~ci-îed by t h e  i d e a l  v i e w e r  wnose i d e n t i t y  has 

undergone  a p r o c e s s  o f  i n t e r - e l l a t i o n  b y  t h e  S o c i a l  I rnag ina ry .  I 

an, t b e r e f o z e ,  a p r c d u c t  o f  b o t h  the images  w i t n  which  1 " i d e n t i f y "  

on s c r e r n  a n d  o f  t h e  i d e a l  v i e w e r ' s  s e r c e p t i ~ n  o f  me off  s c r e o n .  

A s  t h e  nusic i n  t h e  f i l m  K i m  s w i t c h e s  f rom P r e v i n ' s  

o r i e n t a l i z e d  v e r s i o n  of I n a i a n  m u s i c  t o  a p o p u l a r  H i n d i  f i l m  Song, 

t h e  s c r e e r !  w i t h i n  a s c r e e n  d o c t m e n t i n g  n â t i v e  l i f e  d i s a p p e a r s  anc 

is r e p l a c e d  by a n  irnzge o f  a  c c r ~ a n - h e o d e d  boy i n  a  d h o t i ,  s k i p p i n g  

f r m  r o o f ï o p  i o  r o o f ï o p  i n  t h e  d a r k .  We a r e  c o l d  b y  Che f i â t i v e  

n a r r a t o r ' s  v o i c e - o v e r  c c m e n t a r y  t h a t  "among t h e  r o o f  t o p  q u a r t e r s  

of  wornen who w e r e  w e l l  ~ u a r d e d  f rom a l 1  e y e s  . . . t h e r e  roamed a 

snaI.1 b c y  known a s  K i m ,  a p r o d u c t  of t h e  D a z a a r s  a n d  g u r t e r s . "  

Unl ike  Kipiinç's n o v e l ,  t h e  f i l m  makes no inuned ia te  m e n t i o n  o f  K i m ' s  

r a c e  and ,  i n s t e a d ,  c n d e r s c o r e s  K i n ' s  l i f e  of a d v e n t u r e  w h i c i ~  t h e  

~ o v e l ,  o n l y  l a t e r  i n  t h e  n a r r a t i v e ,  c e l l s  u s  is  as 

wild a s  t h a t  of t h e  - ab ian  N i g h t s  . . . [ w i t n  i t s ]  s i g h t s  a n d  
s o u n d s  o f  t h e  wornen's w o r l d  on  t h e  f l a t  r o o f s ,  and t h e  
h e a d l o n g  flight f rom h o u s e t o p  t o  h o u s e t o p  u n d e r  c o v e r  of  t n e  
h o t  d a r k .  (Kim 498)  

What cornes t o  t h e  v i e w e r ' s  immedia te  a t t e n t i o n  i n  t h e  f i l m  is K i m ' s  



83 

i n v i s i b i l i t y  in t h e  d a r k  o f  the niqht, n c t  K i m ' s  rece or  clâss wh icn  

K i p l i n g  f o c u s e s  o n  i n  t h e  b e g i n c i n g  o f  t h e  n o v e l :  

K i m  was Englisk. Though h e  wos b u r n e d  b l a c k  o s  z n y  n z t i v e ;  
t h o u g n  h e  s p o k e  t h e  v e r n a c u l a r  Dy p r e f e r e n c e ,  a n d  nis 
r n o t h e r - t o n g u e  i n  G c l i p p e c  u n c e r t a i n  s i n g - s o m ;  chougn  h e  
c c ~ s o r t e d  o n  terms cf p e r f e c r  e q u a l i t y  w i t R  t h e  s m z l l  Doys 
of t h e  b a z z a r ;  X i r n  was wnite -- a p o o r  w h i t e  of t h e  v e r y  
p o o r e s t .  ( K i m  097)  

The film, n o x e v e r  c o n s c i o u s  it i s  of Xin's rzce, i z i t i a l l y  p o s i ~ i o n s  

Cnan t h e  D e g i n c i n g  of t n e  n o v e i ,  t n e  r a c i a l  p a r a n o i a  u n d e r l ÿ i n g  

K i p l i n g ' s  w h i c n  o v e r c o m p e n s z t e s  f o r  t h e  w r i t e r ' s  a n x i e t y ,  h i s  

f e e l i n q s  of i n a d e q u a c y  a s  an . 9nc lo - Ind ion ,  b y  i t s  r e p e t i t i o n  of t n e  

r a c i a l  d F f  f e r e n c e  b e t w e e n  t h e  A n g l o - I n d i a n  K i m  and  n i s  n a t i v e  

c o u n t e r p a r t s .  Only  a f t e r  t n e  o p e n i n q  s c e n e  does t h e  n a t i v e  v o i c e -  

ovor i n  t h e  film t e l l  u s  t h a t  

K i m  f o u n c  it nore c o n v e n i e n t  t o  p o s e  a s  a n  I n d i a n  b e c a u s e  t h e  
m i s s i o n a r i e s  s e n t  w h i t e  Doys to s c h o o l  . . . [ , s o  o n l y  when] 
it s u i t e d  h i s  p u r g o s e  h e  wou la  don t h e  dress of h i s  own r a c e .  

It is clear ,  therefore,  thac  t h e  c i r e c t o r  of Kim e v e n t u a l l y  f e e l s  

e L,Le ; n e e a  t o  c o n v e y  t o  t h e  v i e w e r  t n r o u g h  t h e  n a t i v e  v o i c e - o v e =  

r i a r r a t i o n  t h a t  Kim b e l o n g s  t o  h i s  "o*m r a c e . "  Eowever ,  a t t e a p t i n q  

t o  p r o j e c t  i t s  i i b e r a l i s r n ,  t h e  f i l m  masks  t h e  i s s u e  of r a c e  i n  i t s  

o p e n i n g  s h o t  by p o s i t i o n i n g  K i m  i n  tne d a r k n e s s  o f  the n i q h t ,  i n  t h e  

C a r k  n y s t e r y  t h a t  i s  the Icdia t o  wh ich  K i m  b e l o n g s  2s ar; Aiiglo- 

I n d i a n  p a u p e r .  T h e r e f o r e ,  i n s t e a à  o f  o v e r ï l y  err.r,hasizLng Kin 's  

r a c e ,  Kim p r e s e n t s  i m a g e s  o f  I n d i a  a s  a p r i n i t i v e  a n d  a a r k  w o r l a  o f  

m y s t e r y  and d a n g e r  w h i c h  reflects wnat a B r i t i s h  s e r g e a n t  of the 

X a v e r i c k s  t e l l s  u s  i n  K i p l i n q ' s  n o v e l ,  t h a t  " I n j i a ' s  a w i l d  l a n d  f o r  

a G o d - f e a r i n t  man" ( K i m  554) . 
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The film's f o c u s  on  the p r i m i t i v e  c o n v e r g e s  o n  a p a r t i c u l a r i y  

c a g i i t a l i s t i c  n o t i o n  o f  t h e  s p e c t z t o r  a s  t o u r i s t .  T h e  filn t r i e s  t o  

p o s i t i o n  i ts  i c e a l  v i e w e r  2 s  a v c 3 y e u r i s t i c  t o u r i s t  who l o o k s  a: 

2 a t i v e s  not b e c a n s e  h e  i d e x c i f i e s  with t h e m  cn t h e  b â s i s  of c h o i r  

" ~ t i s h i z e d  e p i d e r n i s ,  E u t  r a c - i e r  Decause h e  i s  a f r e e  comsunor  cf & - 

imaçes  i n  a cz - i t c l i s t  c u l t ü r s .  I n  k i s  e s s a y  "CanniDal  T o c r s , "  ûean 

r h â t  o f  a m a ç i c a l  r e s o u r c e  t h z t  c z n  be u s e d  withouï a c t u a l l y  

~ o s s e s s i n g  o r  d i m i n i s h i n g  it" ( 1 0 2 ) .  L i k e  this t o u r i s t i c  iceal, t h e  

s c o p o p h i l i c  desire o f  t h e  F d e a l  v i e w ~ r  of K i m  is ,  i n  f a c t ,  a a e s i r e  

f o r  t h e  v i s u a l  p o s s e s s i o n  of a n  o b j e c t i f i e d  i nage  Cependen i  on t h e  

s a r t i a l  a r i v e  of v o y e u r i s m .  S i n c e  t h e  i deâ i  v i e w e r  is s t r u c t t i r e c i  

by t h e  f i l m  t o  i d e n t i f y  . n i t h  t h e  iock o f  the camera-eye ,  however ,  

h e  s e o s  i n  t h e  openi f i9  s c e n e  an Icdia of shadows t h a t  does n o t  

c i f f e r e n t i c t e  i t s  o b j e c t s  o n  t n e  b c s i s  of c o l o n r .  L o s t  i , r l  t h e  

nonogeceity o f f e r e d  by  t h e  czmera-eye ,  t h e  i d e a i  v i e w e r  r i s k s  

e x p e r i e n c i n g  a  n a r c i s s i s t i c  crisis t h a t  g r e v e n t s  hin £rom achievincj  

a s e n s e  of t i n i t y  i n  h i s  a c t  of l c o l i n g  at t h e  s c r e e n  b e c a u s e  ne 

c a n n o t  v i s u a l l y  l o c a t e  on o n j e c t .  Under  che g u i s e  of a i i b e r a l i s c ,  

t o c r i s t i c  i d e a l  Kim dces r?ct, t h e r e f o r e ,  i n i t i a l l y  r a c i s l i z e  i t s  

c a n  o n l y  p o s i t i o n  the i d e ~ l  v i e w e r  c s  a v o y e u r - s p e c t z t o r  i f  iï 

e v e n t u a l l y  d i v u l g e s  K i m ' s  r a c e  wnich ,  s u b s e q u e n t l y ,  a l l o w s  fcr t h e  

i d e a l  v i e w e r ' s  i d e n t i f i c a t i o r !  w i t h  K i m  t o  o c c u r .  I n  t h e  d c r k n e s s  

of t h e  n i g h t  K i m  a s sumes  t h e  i n v i s i ~ i l i t y  n e c e s s a r y  t o  become t h e  

b e a r e r  of t h e  g a z e  o n - s c r e e n  w i t n  which  t h e  i d e a l  v i e w e r  iaentifies 
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as a voyeur in the darkness of the theatre off-screen. The i d e a i  

viewer's awarerress cf Kim's wniteness ensures Kim's position, lite 

Kipling's, as an ethnoçrapnic infcrmant who is in~~isibie, 8uc 

throilg:? whose eyes India is cmstructec fûr the vlexer. In turn, 

the ideal viewer's zwareness of racial Bifference mobiiizes his olm 

àesire, Dy means of his iaentification with Kim, for self-fashioning 

in the genre of male rcmance. 

At 2 double remove frorn ics P-qglo-Indior. scilrce in Kipling's 

colonial novel, tne norracive of Kim that MGM constructs is zn 

?Aericcnized version of the colonial fantasy that treats race as 

seconàary to Kim's chzmeleon idencity. The filn attempts to portray 

Xim as a "frienc cf 211 the worla" not because of hi4 ski2 colour, 

but becouse 'ne is a Huckle~erry Finn-type cnarocter wbose worldly 

cunning perxits him to avoid the entrapments of civilized life.'' 

In the nove1, K i p l i n g  writes that Kim's "eyes rov[ed] in defiance 

of the Law £rom sky's eaoe to sky's eage" (Kin 623) mucn l i k e  Che 

eyes of Xark Twain's Euck, but Ft Fs eventuaily the Sznib's Lat; t h o t  

provices tne necessary wrcs "1 am Kim" which keep Kim within bocnas 

of the symbolic order. Kim's similarity to Euck and his defiance 

a g a i n s t  tne moralizing and civilizing codes of a feminized culture 

point to another way that MGM roco~structs Kipling's novel iri a 

part iculorly A~erican fzshion, E,mbedaeà in MGX's skirting of 

Kipling's focus on race is, more importantly, the Fmerican mythes 

of che cowboy frontiersman who faces tne unknown along the Northwest 

He are told by the voice-over narration in the film that Kim, also l i k e  Huck, 
"was ever willing to risk his neck for . . . a good friend." 
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i n t e r i o r s  o f  ïi-ie land of c o l o r , i â l  conques t .  A f t e r  all, was 

f i h e a  i n  t h e  year  t h z c  " O E ~  OLT of e v e r y  t h r e e  ?icccres s h o t  . . 

. . [wzsj  a Western"  (Schnee "Boots m b  Yadcilcs") . I ~ s t e a d  o f  K i m ' s  

racial s u - e r i o r i c y ,  t h e r e f o r e ,  ïhe  iniineciiate f o c u s  of the filn 

i s  t h e  b o y ' s  p h ÿ s i c a l  p r o x i x i c y  t o  n a t i v e  life wlnlich c f f e r s  t he  

i c e a i  v i ewer  i n  America t h e  f a c t s s y  of  contsct w i t h  the " w i l d  Ea s t "  

aisçcisec i n  t h e  f a n i l F a r  t t c p e  of  tne " w i l c  W e s t . "  

R e f e r r i n q  t o  r h e  work c f  Cane Thonpson, Cennis  3in~ham w r i t e s  

t h a c  "The p r o j e c t  of che Wescerz. . . . F s  ï h e  s u p p r e s s i o c  o f  wcmen, 

anU t h e  c r e a t i o n  o f  an imag ina ry  world  i n  w h i c n  women a r e  

u n n e c e s s â r y  e n c ~ ~ a b r a n c e s "  (Act iria Kalo  4 2  1 . 'men,  Fndeed, worner! 

e n t e r  r n e  t r â d i t i o ~ c l  Western ,  t h e y  a r e  r e p r e s e n t e d  w i t h i i l  ï h e  

"schoolna,-n/dance-na11 g i r l  s p l i t "  (Bir içhan k t  i n c  M a l e  2 3 4 )  , as 

e i t h e r  v i r g i r !  o r  winore, and  i n  t y p i c a 1  E01lywood f a s h i o n ,  t h e y  

e ~ s c r e  t h a t  s o n e  k ind  of love F n t e r e s ï  c c k e s  p i a c e  i n  o r d e r  t o  

confirm a l a r ç e r  c u l t u z a l  n e ~ e r o s e x i s c  econony.  -. i n e  c i n e m a t i c  

a p p a r a t u s ,  i n  o t h e r  woras ,  a t t e r q t s  t o  n a i n t a i n  i t s  n o l a  o v e r  t h e  

i d e a l  v iewer  by c o u x t e r p o i s i n g  t h e  b l z t a n t  homosoc ia l  bond t h a t  

c h a r o c t e r i z e s  t h e  t r a d i t i o n a l  Western w i t n  G h e t e r o s e x u a l  l o v e  

i n t e r e s c  betwee-? i t s  c n a r a c c e r s .  I n  K M ' S  film, as i n  K i p l i n c ; ' ~  

nove l ,  t h e  lama t e l l s  K i m  t h a t  "it is a s i n  t o  D e  led by  a f f e c t i o n , "  

a roligicus r u l e  that s u p p o r t s  t h e  p h i l o s ~ p h y  af C o l o n e l  C r e i g h t e n ' s  

G r e a t  Game wnich  dismisses wonen a s  s e r i o u s  o b s t r u c t i o n s  tc 

mai n t a in ing  the o r d e r  n e c e s s a r y  t a  gove rn  a co lony .  However, u n l i k e  

t h e  nove l ,  t h e  f i l n i  m a i n t a i n s  w k t  a p p e a r s  t o  be t h e  h e t e r o s e x u a l  



n c i r r z t i v e  econony  of t h e  class ic  Hollywood b i g  Western . ' '  P e r n a p s  

b e c a c s e  o f  F l y n n ' s  s i a r  p e r s o n a  wlrR i c s  m a s c u i i n e  a p p e a i  o f f -  

r e  t h e  filn Kin pcrtrcys E r r o l  r"1yri .n '~ c h a r o c t e r ,  Eahbub Ali, 

i~ ï h e  scme l i a n t  t n a t  t n e  ç e n r e  of the Western film i n  I io l lywooa 

p o r t r a y s  che cowboy, i q n o r i n ç  ïhe f a c c  t h z t  M a h ~ u b  is, in fac t ,  a 

O a t h ~ n  a n d  n o t  z w n i t e  man. WGN c o n s t r u c z s  Manbub A l i  a s  â s o l i c e r y  

z-.c s e l f - e f f i c i e n t  k o r s s  t r a d e r  wno lusts a f t e r  h i s  ,.iistress, c 

wnore ,  whorn h e  c r e a t s  wich i r r e v e r e n c e  i n  nuch ïne saxe xar-ner as 

* .  
t h e  cowboy c r e a t s  a d a z c e - h a l l  woman i n  the b i g  Western.** MGM ' s 

c h a r a c t e r i z a t i o n  o f  Nahbu'D s i g n i f i c a n t l y  o v e r l o o k s  t h e  i m p o r t c n c e  

E ( i 9 l i n g  p l c t ces  o n  Xahbub A l i ' s  race a s  an  A s i a t i c  =rom K a b u l .  

Whereas X i p l i n g  u n ~ e r ~ ~ ~ r e s  Mahbub ' s i r r a t i o n a i  temper, a 

s t e r e o t y ~ i c a l  p o r t r a y a l  of t h e  native, which d o e s  r ~ o t  a l l o w  Mahbub 

t o  becorne t h e  r o m o n t i c  cowboy "f ic jure  o f  r e p o s e "  (Karshow, "Movie 

C h r o n i c l e :  The Wester f ie r"  0 0 2 ) , "  MGM c h â r a c ï e r i z e s  Mahbuù as  a 

d e z a c h e d  arid s e l f - c o ~ t e n t e d  p h i l a n d e r e r  who seeks t h e  compony c f  

whcres sciely i n  oràer t o  f u l f i l l  h i s  p h y s i c a l  r ieeds .  K i p l i n ç ' s  

Xahbub A l i  i s  d i f f e r e n t  f rom M G M ' s  i n  t n a t  t h e  novcl's Mahbub rnakes 

r e f e r e n c e  n o i t h e r  t o  his i n v o l v e m e n t  w i t h  whores ,  n o r  CO his l u s t  

ri ; ' - . .  . . .  
L , i i ~  ecsnomy r e l i e s ,  accoz~:r.,- LL , ~ l = i c r .  L-;syne, cn "so miicn of cke i d e o l c q  
of  che c i ~ e r r \ a t i c  institution [whicn] is builc s imül taneous ly  cn the 
5eterose:-:cal couple a s  . . . t h e  promise sf romantic fu l f i l lmen t "  (Cinema ancj 
S ~ e c t a t o r s h i ~  9 8 )  . 

The r o l e  of  t h e  wnore i n  m i r r o r s  t h a t  of  t h e  women i n  t r a d i t i o ~ z l  
Westerns: t h e  Flouer of Delight r ep resen t s  an encumbrance t o  t h e  wild freeaom 
t h a t  t h e  cow~oy- f igu re ,  i n  t h i s  c a s e  Flynn as  Mahbub, embodies. 

For example, Kipling descr ibes  Matrbub as an Oriental whose "eyes blazed l i k e  
red c o a l s  . . . [and who a l s o ]  growled" (Kim 603) . 



for women in general, but instead remains dedicated, both physically 

and philosopnicaily, to Colonel Creighteri's Great G a m e ,  the Wzy of 

tne coicnizer in Indiô. Kipling's Mahbub does not pursce his 

xistress "che Flower of DelicRt . . . [ a t  the] Gates of ïhe Harpies" 

( ' n in i  510) for pnysical pleosure, but r ô t k e r  ne is "ct some poins to 

cal1 an che one girl wno, he had rezson to believe, wzs a pcrticular 

friena cf a srnooth-faced Kashmiri pundiï" ( K i n  5 1 0 ) .  Whai .iiotivaces 

Xzhbub S.Ii to seek the csnpmy of wonen in the novel is not sa mucn 

+ ,ne . erotic appeal of the "Flcwer of Delight," b c t  ratner nis 

dedication to the Grezc G a t e  w h i c h  requires  of him che porticularly 

painful pursuit of so-called fernale "Delight ." The novel's Xanbu5 

becomes, In c sense, â scoic plcyer of the Great Game whose rules 

of discipline and a8stinence cnaract~rize Kipling's construction of 

masculinity. Kipling, therofore, portrays Mahbun as ne does tne 

l a n c  wno is reluctant t o  indulge in al1 physiczl pleasures thai 

ïkrea"Len ta leaa men cway f ron  thelr duïies ir. followinj the Way: 

"Chela, know this . - t h e x  are no liars like cur bodies" (i(im 

6 6 0 ) ,  t h e  larnct tells Kim in the novel. The novel, rherefore, 

renains true to the genre of the male romance by rnaintaining a very 

strict nomosocial bond between men. 

Depending heavily on Srrol Flynn's status as a dashing ana 

suave star, MEN attempts to appeal to the ideal viewer's popuiar 

imagination by reconstructinq Che character of Ma8u8 Ali 2s resexble 

the Flynn-like persona of the ultro-masculine frontiersrnan." 

Cari Conrad writes that Flynn was "a total male constantly at work" ( E r r o l  
Flynn 4 3 ) ,  a perception of the actor that Hollywood tried desperately to 



Accorbing t o  Robert Warshcw, 

The W e s t e r n e r  i s  n o t  . . . cornpel leci  t o  seek l o v e ;  he  is 
p r e p a r e d  ta a c c e p t  it, p e r h a p s ,  bu-, h e  n e v e r  a s k s  o f  it n o r e  
char!  i t  cari çiv-, a n d  we S e o  h i n  c o n s t a n t l y  i n  s i t u a t i o n s  
w h e r e  love is at 5esr a n  i r r e l e v a c c e .  (Filn ï h e o r v  a n a  
Criticism 0 0 3 )  

-\ writer o f  c l a s s i cz l  E o l l y w o o c  P i e sce rn  f i l m s  i n f o r r n s  u s  t n a t  "The 

Ibis1 W e s t e r n  [mcst] c a p i t a l i z e  f ]  o s  ' l o v e  s t a f f '  . . - if [it is j t o  

a p p e a l  C O  womer ,  i n  t h e  z~cdience . . . ( w i t h o u t  wnoliij a: a u d i e x c e  Fs 

s m a 7 l W  ( S c h n e o ,  Xew Ycrk T i m e s  A ~ g u s t  13, 1 9 5 0 )  . C o n s e q u e n t i y ,  MGM 

c c ~ p e n s a t e s  f o r  wha t  is lacking in K i p l i n g '  s n a r r a t i v e  s t r u c t u r e ,  

p a r t i c u l a r i y  the h e t e r o s e x u a l  l o v e  i n t e r e s t ,  b y  a p p e z l i n g  t o  i t s  

i n p l i e d  a ü d i e n c e ' s  a w a r e n e s s  of F l y n n ' s  p e r s o n a  o f f - s c r e e n ,  

i n d i c a t i n g  t n e  ways i n  w h i c h  e x t r a t e x t u a l  e l e r n e n t s  i n  t h e  c i n e m a t i c  

z p p a r ~ t u s  a r e  u s e d  to p o s i t i o n  the i d e a l  v i e w e r .  I n  l i n e  w i t n  che 

b i g  W e s t e r n  a n d  o t n e r  a a v e n c u r e  f i l i n s  t n a t  a re  tarçeted zt l a z g e r  

z c c i i e n c e s ,  t h e  f i rs t  scene cf i L n m e d i a t e l y  Crames  the i m a g e  of 

a n a c i v e  woman p e e r i n g  o u t  of a window at Kim. Çhe is, t n e r e f o r e ,  

exposed anci u n v e i l e d  befcre t k e  e y e s  o f  t h e  i m p I i e d  v i e w e r  who 

a c c e s s o s  t h i s  p r o h i b i t e d  w o r l d  t h r o u g h  K i m ' s  e y e s .  The d i z l o q u o  

b e t w e e n  K i m  2 n d  the woman is  directe8 at the woman ' s  b e â u t y  a n c  w e  

lesrn t h a t  she i s  the  mistress of Mahbub A l i  played 5 y  F l y n n .  K i m  

t e l l s  Mahbub l a t e r  thzt s h e  i s  " y c u n q e r  t h a n  scxe a24 srer t ier  thsn 

rriony t h a t  y o u ' v e  s e n t  ne t o ,  " a ccr-:-.r.̂ ;r.~ t o  which Fdctnbüb respor..',~, 

"Ahh, t n e  s k y ' s  t h e  s ame  c o l o u r  w n e r e v e r  you go. " The c c m i e n c  thât 

H e l e n  D e u t c h e ,  m's s c r e e n w r i t e r ,  has Mahbub s a y  t h r o u q h  F l y n n ' s  

n a i n t a i n ,  regardless of  F lynn ' s  many problems w i t h  the law reçarding h i s  
"oversexed" ( C o n r a a  4 3 )  lifestyle. 
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v o i c e  i n  t h e  f i i n  d o e s  n o t  a p p e â r  anywner2  i n  t k z  n c v e i ,  a n d  y s c  i t  

i s  a v e r y  i r n p o r ï a ~ t  l i n o  i ; z  t h e  filin b e c a u s e  it i l l u s t r a t e s  t h e  

s?ecific way is w h c h  Mohbub has b e e n  c o n s t r u c t e d  f o r  A ~ e r i c a n  

a u c i e n c e s .  The  comiient r h o t  Mahbub rnakes i n d i c a t e s  t h a t  h i s  

c h a r a c i e r  i s  cctst in l i g k t  of F l y n c ' s  p e r s o n a  a s  a l i c e n t i o u s  

p h i l a n d e r e r  ond/or ir. t h e  image of the f roe and carefree cowboy.  

?,Th . - t E a r l  Cor i raè  purpcr ts  X y z n  o n c e  to h â v e  sô id  s u p p o r c s  t h e  

9 o s s i b i l i t y  o f  MahDuSf s a l i g n m e n t  witn Flynnf s p e r s o n a  a s  a 

. - - r c m i s c u o u s  f i c u r e  l a t e r  i n  l i r e :  " ' T h e y ' r e  al1 sisters u n d e r  ïhe 

ç k i n ,  ' he said,  r e c o l l e c t i n g  h i s  amours' '  (Er ro l  7 3 )  . F i y n n  is a l s o  

s u p p o s e a  t o  h a v e  s a i d  i n  r e s p o n s e  t o  a q u e s t i o n  r e q a r d i n g  n i s  

p r ~ m i s c u i t y  t h a t  "frorn t h e  tirne 1 b e g a n  i o  h a v e  wcxen, . . . OR t h e  

c s s e m b l y  l i n e  b a s i s ,  I d i s c o v e r e d  t ~ a c  t h e  o n l y  t h i n g  you n e e c ,  w a n t  

o r  snccla have i s  "ce a ~ s o l u t e l y  p h y s i c a l .  Sirnply t h e  p h y s i c a l "  

(CcnraG, Errcl 165). A l t h o u o h  ï n e  F d e z l  v i e w e r  is n o t  e x p e c t e d  to 

h a v e  eccess t o  F l y n n ' s  c o n f e s s i o n ô l  s t a t e m e n t s ,  h e  is s t i l l  expected 

C O  a s s o c i a t e  ihe zctor w i t n  his image  of s e x u a l  frecdom ana 

e x p e r i m e n t a l i s m .  Moted f o r  " h i s  b e a u t y  ( h i s  f a b l e d  cock)" ( N e i l  

E a r t l e c t ,  "Tne Voyei i r f  s Revenge" 4 1 )  i n  a c u r r e n t  a r t i c l e  a b ~ u t  h i s  

g e z f o r r n ü n c e  i n  The Adventures of Robin  HQCC!, F lynn  embodies a 

ccrnpi icâ tea  p e r s o n a :  B a r r l e t t  writes t h a t  "no p e r f o r m e x  more  

c o x p I e t e 1 y  l a c k [ s ] .  . . semicl a r n b i g u i t y  o r  s e l f - a w a r e n e s s  t h a n  

F l y n n "  ("The V o y e u r ' s "  41). I t  is F l y n n ' s  " a g g r e s s i v e ,  a t n i e c i c ,  

d o m i n a n t  p e r s o n a "  ( B a r t l e t t  4 1 )  that, 1 beiieve, i n f l u e n c e s  t n e  

f i l m ' s  c h a r a c t e r i z z t i o n  o f  Mahbub a n d ,  i n  t u r n ,  a p p e a l s  t o  t h e  i d e a l  

v i e w e r ' s  desire t o  w a t c h  t h e  s t a r - f i g u r e  i n  a c t i o n  o n - s c r e e n .  



A i t h o u g h  Flynn is in blackface  as Mab.buO, he r e a a i m  a n  enboairnenr 

o f  t h e  c o i o n i z e r ' s  mcnliness i n  India which, on  t h e  one hand,  

downplays what K i p l i n ~  b e l i e v e d  was Mahbub's r o c i ~ 7  i n f e r i o r i c y  a s  

u F a t h a n ,  Duc, o n  the o ï h e r  hand, a l l o u s  EGM t o  ride on t h e  s ï a r ' s  

s h o u l d e r s  i n  prornotinq t h e  m a c k e t a b i l i t y  o f  t h e  fiin. I n  o r c e r  t o  

s e c u r e  t h e  positicn of  the c c l o n i z e r  ir. India ana a l s o ,  i n  curn,  

p l z y  Mcnnub in t h e  p l z c e  o f  a n a t i v e  a c t o r ,  silci? a s  Sa%, w h c  n i g h t  

r e p r e s e n t  a l 1  t h a t  i s  e f f e m i n a t e  t o  t h e  i a e a l  viewer. By  n e a n s  o f  

F l y n n ' s  p r e s e n c o  on-screen, KGF! secures a place i n  the  f i l n  for t h e  

i d e a l  uiewer who, w i t h c u t  Flynn,  would e x p e r i e n c e  2 cris is  of 

sübjectivity a s  voyeur .  

I n  l i n e  w i t h  t h e  wzys i n  which wonen a r e  r e p r e s e n t o d  i n  tne 

Western f i l m ,  MahDub's nis tress  p l a y s  à v e r s i o n  of t h e  fexne f a t a l e  

with her s e n s e  o f  s e l f - p o s s e s s i o n  a n d  her m o n i p l a t i v e  cnams c h a t  

are  meant t o  t h r e a c e n  t n e  û r d e r  of C o l o n e l  C r e i g n t e n ' s  G r e a t  Game 

t o  w h i c n  LilabuD b e l o n g s .  The film's c l o s e - u p  o f  h e r  shapely 7 e g  

covered b y  h e r  t r a m p a r e n t  'harem p a n t '  a n a  h e r  h i g n - h e e l e d  g o l d  

c l i p p e r s  k i c k i n g  Mahbub A l i  twice i n  t h e  ribs i s  a n  e r o t i c i z e a  image 

of f e m i n i n i t y  t h a t  d o e s  n o t  cp2ear i n  K i p l i n g ' s  m i s o g y n i s t  t e x t . "  

represented 

s u i t a b l e  enough t c  a t t r à c c  Mahbub's z t t e n t i o n .  Sne is a n  iïnace 

z l l u r i n g  b e a u t y  t h a t  MGM n o t  o n l y  eroticizes b u t  a l s o  n a k e s  t h e  

Zdward Said describes Kipling's n o v e l  Kim as "an overwnelmingly mole covei 
. . . [in whichj women . . . Are remarkably few . . . and a l 1  of ïheni are 
somehow deb~sed or unsuitable for male attention -- prostitutes, elderf y 
widows, o r  importunate a n a  lusty wonen" (Çulture and I rn~er ia l i s rn  136-1371. 



o D j e c t  o f  Mahbub ' s ,  ami t h e  i d r c l  v F e w e r l s ,  s c o p o p h i l i c  p l e z s u r e .  

X h z t  1 f i n d  i n t r i g u i n q  a b o u t  MGX's t r â n s l z t i c n  o f  K i p l i n q ' s  i n a g e s ,  

e s p e c i a l l y  cf women, is t h e  p e r s - e c t i v e  c o n s t r c c t e d  b y  ïhe camera 

e y e  from w h i c n  t h e  i c e a l  v i e w e r  i s  p o s i t i o n e d  a s  a v o y e u r .  X i m  Fs 

a c c r i s e c  b y  a n  a n g r y  n a t i v e  of b e i n g  "a  d e f i i e r  o f  t h e  woxen.'s 

q u â r ï e r s "  t o  wh ich  X i r n  r e s ~ o n d s  i n  j e s t ,  " A  def i ler  of t k e  

rcoFCc?s?" T h e  ccnvercjexe of Che ~' ; iorne~! 's  q i a r c e r s "  an3 t h e  

\ \  . . r c o f t o p s "  i n  t n i s  excharige ~ e t w e e n  c! n a t i v e  mzrr a9c  a  wnzte  boy 

a r t i c u l ~ t e s  t h e  p e r s p e c t i v e  f rom which  z h e  s p a c e  of a b j e c i i o n ,  o f  

c~inciding c i e s i r e  2nd  d e f i l e m e r i t ,  is e x p o s e d  t c  t h e  i d e a l  v l e w e r .  

gecause K i m  t r a n s g r e s s e s  t h e  b o u n d z r i e s  c h a t  separare t h e  c i v i l i z e d  

azd  O z r b a r i c  w o r l c s  Sy  x e a n s  of h i s  c r o s s - c u l t u r a l  a r e s s i n q  and nis 

invisibility on t h e  r o o E t o p s ,  h i s  e y e s  see wnac t h e  ides1 v i e w e r  c z n  

oniy irnaoice of t h e  F a s i :  t h e t  i s ,  t h e  m y s t e r y  thzc is " w e l l  guardeci 

f r ~ m  a l l  e y e s "  e x c e p t  f rom, cne filn s u r j g e s t s ,  K i m ' s  e y e s  Chat  f o r c e  

t n e i r  way i n t o  tne aârk i n t e r i c r s  o f  t h e  wornen's quariers. 

K i p l i n g ' s  novel, i n  c o n t r a s t ,  aoes n o t  d i r e c t l y  nzke t h i s  w o r l a  o f  

I r i d i a n  women a c c e s s i b l e  t o  i t s  i m p l i e a  r e a d e r ,  b u t  r n a i n t c i n s  ics 

~ ~ o y e u r i s t i c  c c m z n d  o v e r  che bûdy a s  s e e n / s c e n e  b y  e n c o d i n g  t h e  

c o l o n i z e r ' s  s c o p o p h i l i c  d e s i r s  i n  t h e  n e t a p h o r  o f  I n d i c  a s  a v e i l e d  

country â w a i t i n g  t h e  c o l o n i z e r ' s  a c t i v e  c n v e i l i n g .  K i p l i n g  locates  

h e  f e n i n i n e  i n  t h e  a y s t e r y  of a  v s i l e d  I n a i a  t n a t  n u s t  8e 

" p e n e t r a t e d  f a r  arid f a r  i n t o  t h e  Backs o f  Beyond" ( K i m  5 0 4 ) .  T h e  

c o l o n i z e r ' s  v o y e u r i s t i c  a c t  o f  l o o k i n g  is, t h e r e f o r e ,  a v i o l e n i  

p e n e t r a t i o n  i n t o  t h e  body o f  I n d i a  which m ü s t  b e  opened  up f o r  

s p e c t a c u l a r  consumpt  i o n .  
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The  f o i l o w i n ç  F s  a n o t h e r  example of K i p l i n g ' s  use of t h e  

m e t a p h o r  o z  a v e i l e d  a n d  f e m i n i z e d  India: "Then t h e  n i g h t  f e l l ,  

c i i o ~ q i n g  t h e  t ~ u c h  of t h e  s i r ,  d r z w i n g  a low,  e v e n  n a z e ,  l i k e  a 

c c s s a m e r  v e i l  cf b l u e ,  a c r s s s  t h e  f a c e  of  cRe c o ü n t r y "  (Kim 535) . 

The womon's q u a r t e r s  c h a t  t h e  f i l m ' s  v o l c e - a v e r  n a ~ r a t o r  describes 

cc ü s  a r e ,  howevêr ,  n o t  s i m p l y  a n  e n c o a i n g  o f  t h e  f e m a l e  body i n  the 

rnecaphor  of M o t k e r  Iricic, btlt  i s  r a ~ h e r  t h e  "karem" o r  s e c l a c e c  

s o c i a l  s p a c e  o f  women cnzz has b e e n  p o p u l a r i z e d  i n  E o l l y w o o c  f i l m s .  

C c n s i d e r ,  f o r  exznpie, t h e  f z n t a s c i c a i  h a r e m  i n  ï h e  t e c n r ? i c o l o u r e &  

f i l m  T h e  T h i e f  of Baahdad (19001 w i t h  i ts  g i g g l i n g  women i n  s h e e r  

s k i r i s  a n d  s h o r t  b l o u s e s  ana, i n  t y p i c a l  Ho l lywood  s t y l e ,  i t s  many 

r e f l e c t i v e  p o n d s  t h a t  d u s l i c a t e  t n e  b o d i e s  cf t h e  a l m o s t  n a k e d  

n y m p h - l i k e  a t t e n d a n t s  of t h e  O r i e n t a l  p r i n c e s s  as s n e  e n t e r s  t h e  

w â t e r  to bathe .  aeading t h e  h i s t o r i c a l  h a r e m  a g a i n s t  E c l l y w o c d l  s 

King S o l o r n o n - s t y l e  r e p r e s e n t a t i o n s ,  E l l a  S h o h a t  d e f i n e s  this soc ia l  

s p a c e  of womer!  a s  c o n s i s t i n g  of a "cornplex fani1.izil l i f e  2nd a 

s t r o n g  n e t w o r k  o f  f e x a l e  c o m r u n a l i t y  h o r i z o n ï a i l y  a n d  v e r ~ i c z i l y  

zc ross  c l a s s  lines . . . [ i z  che]  X i d d l e  E a s t "  ("Genaer a ~ c  C u l c u r e  

o f  Empi r e "  5 0 )  .'"II t h e  f i l m  E(im, t h e  women's  q u a r i e r s  a r e  

r e p r e s e n t e d  b y  MGM a s  a spcce of e r o t i c i z e d  f e m i r i i n i t y  t k t  f a i l s  

C O  D e  k e p t  " w e l l  guarced f r o m  al1 e y e s w  b e c a u s e  it is t r a n s g r e s s e d  

by K i m  d e v o u r s  t h i s  s i o n t  o f  s e c l u s i o n  f r o m  nis pos i t io r !  a s  

i 5 

I r o n i c a l l y ,  K i p l i n g  refers t o  King Solonon once i n  Kim by describing Xim's 
demeanour wh i l e  speak ing ,  a d e s c r i p t i o n  t h a t  c o n f l a t e s  K i r s ' s  i d e n t i t : ~  with 
that of the popularized King o f  na r ens :  "'Ail women are t h u s . '  K i n  spoke as 
might have  Solomon" (Kim 5 4 4 ) .  T h e  i r o n y  i n  K i p l i n g ' s  rather underhanded 
challenge t o  t h e  a u t h o r i t y  of Kimts p e r s p e c t i v e  is a c t u a l f y ,  t h e r e f o r e ,  a t  
t h e  i rnpl ied reader's expense. 



voyeür on the rcoftops, a position with which the ideal viewer 

identifies. The ideal viewer is told thzt through Kim's eyes ho 

. - 
w r ~ i  also Feep in on a3jecrec idectiries -- on the women of the 

ccnsolicaïes Kim's and the viswefl s collective f a n t a s y  of sexual 

cmnipotence over t h e  wonen's -6TiPTS. 

- - 
LE ~ i n e  with the qenzo of the male rcnance, the novel's wcrld 

is chat of crie aseuce indivicuzlist, a nasculine world cevoic  of all 

& - LEP evils of cultivated l i f t  and ccnesticity. Edwarc Saia in 

re a n d  Irn~erialisrn writes that Kipling's novel 

Kin celebrates the friendship of t w o  men in a 
sonetimes hcstil? environment [in whicn < ]  he 
frontier and colonial Inci6 are quite different, 
bestow a h i g n e r  priorizy on ' n a l e  bondino* t h a n  on 
or anorous connection becween the sexes. (138) 

if ficult, 
Americcn 
but botn 
domestic 

Xim, for exansle, exFresses tne foliowing belief in h i s  conversaïion 

+ r i t h  the lama in Kiplinq's no- el: 1 reme-mber, . . . t-'ioil kacise 

told ne that marriage ana b e a r i n g  were darkeners of tne true licht, 

s r u r b l i n g - b i o c k s  iipon t h e  Way" ( K i m  530 ) . " Wonen, it is cloar CO 

Kim, niust neicner Secone the object of male desire nor i n c r u d e  cçon 

the bond between mer! trino are following the Way and, therefore, also 

t h e  G r e a t  G a n t e .  Kiplinq's novel Kim constructs an exclusive space 

of nomosocial boncing in which Kim's only "sexuâl" encounter is the 

I:iss he cjives to the Woman of Shamleg;?. This Woman, nowever, is 

representea as a masculinized figure who not only has five ~ U S D Z ? ~ S ,  

4 i 

Kim's adherence to the Lama's Way represents "a form of sexual sublimzïion, 
a w a y  of channelling the energy of the body away from sexuality; to become 
a 'real man' meant to invigorate the body toward a purpose other than 
pleasure or expenditure" (>!aurizia Boscagli, Eve on the F l e s h  871 which is 
also a t e n e t  of the Sahib's Law of the Great Game. 



b c t  wko speaks hcarsely ana describes herself as a "foul-faced.. . 
niIlwoman" (Kin 6 5 6 ) ,  a re-resentation chat carries overtones of 

c - 
Chaucer's W i f e  of Edti!.-- The so-called " n e r i c "  (m 656) o r  

?leasare thzt K i n  acquires from his enccunter with "the Xonan," 

therefore, is nct so m c n  a ptibescent cor,suLnmatior, of his 

necerosexuelity as it is a nzrcissistic affirmation of his posicicn 

as S e h i b  in Incia: "Thy fcce anc t h y  w c l ~  and t hy  fasnion af sseecn 

put ne in m i r i d  of ny  S s h i ~ "  ( K i n  6 5 5 )  che Wcmzn tells Kin in tne 

novel anci, knowirig tkis, "her harC eyes sof tened"  (Kim 6 5 6 ) .  

Although South Asiân women in Kipling's novel are represented 

as unsuitable for the affections of eicher the author or the implied 

(wniïe, nale) reacer, tkeir irnâqes pzovice the otnered reader witn 

tne cpportunity to ~ e c o m e  the o8ject of the authorfs and the irnplied 

reaciez's look, an opportunity generolly deriied the racially ochered 

reader. Consequently, in MGN1s translation of Ki-lino' s Ii~erary 

images of South A s i a n  siornen inco iconoqra~nic imaqes, t3r otnered 

spec t a to r  experiecces rather contracictory sensations of both 

' -. - k 

There are m n y  depictions of nasculinized wonen in Kipling's narrative: for 
exmple, Kipling cescri~es througn KLn's eyes "a Gang of changars--the women 
who have taken al1 the embanhents of al1 the Northern railways under their 
charge-- las 1 a flat-footed, big bosomed, strong-limbeci,  lue-petcicoa~ec 
clan cf earth-carriers . . . beLong[inç] to the caste whose men do not count" 
(Kim 534). Kipling's cescripcion of these working class native women carries 
overtones of the sketches of "the late Arthur J. Munby, well-kncwn Victorizn 
barrister and man of letters (l828-ï9lO 3 " (McClintock, I m ~ e r i a l  76) wnose 
representations of Loncoc's wûrkinç class, especially of "the 
collier~poman[,] is the picture of maleness . . .face cark and hooaed, tne 
shoulders enormously ~ u l k y  ~eneatn a man's coat" (McClintock, In~erisl 105- 
106). Kipling also descri~es old native wonen cs desexualized o~jects, wcmen 
"withered and undesirable, [wno] do not ... object to unveiling" (535). Al1 
of these women, as  threats to the colonize~'~ maintenance of colonial power 
in India, represent abjected identities. Kristeva's idea of abjection when 
applied to tne sexual politics of the novel m, suggests McClintock, 
illustrate the ways in whicn Kim is "constituted through the force of 
e:~pulsionl' (Imperia1 71) because women in Che novel act as the limiï of Kim's 
identity embodying the threat of emasculation. 



9 6  

e x c i t e r n e n t  and s u f f e r i n c  a t  t h e  t h o u g h t  of b e i n q  a l ' f i rmed  v i s u a l l y  

on-rcrecz a s  E filrnic r e p r o s e n t o t i c n .  T h e  c o n t r a d i c t o r y  s e n s a t i o n s  

that t h e  o ï h e r e a  viewer e x p e r i e n c e s  p o i n t  tc t h e  F,.r.portonce of 

Z i z a n i  S â n n e r j  i f  s a r g ~ u n e n t ,  s t a t e d  zbove,  c o n c e r n l n q  t h e  p a u c i t y  of 

e r c z i c a l l y  d e s i r z b l e  images of  South Asizn woaon far t h e  consumpt ion 

of t h e  c u l t u r z l  Gaze a =  l o r q e ,  a p a c c i t y  o f  imeges  t h s t  d e n i e s  ïhe  

s r e s e n c e  cf c h e  z a c i a l l y  othereci  v i e w e r  a s  2 r e p r e s e n c a t i o n  i:! 

HclLywoocrs world cf k i t s c h ,  p a s t i c n e ,  and i c o n o q r a p h i c  

r e t e r r i t o r i a l i z a t i o r ! .  A s  ZR L3do-Canaciiân wornan, 1 r o a l i z e  rny own 

p r e s e n c e  a s  a  v i e w e r ,  a l chough  n o î  a s  a  consumer o r  s p e c t a t o r ,  of 

Frnoges t h r o u g h  my e n c o u n t e r  w i t h  MGN's r e p r e s e n t a t i o n s  o f  K i p l i n g r s  

women, some o f  whicn sre s u i t a b l e  f o r  the a t t e n t i c n  o f  men, l i k e  t n e  

Flower  of DeiighC, acd o t h e r s  which are r e p e l l e n t  o b j e c t s  l i k e  t n e  

c a c k l i n q ,  witch-like Woman o f  Snarnlegn. F o r c i n g  t h e i r  way t h r o u q h  

t h e  p u r d a h s  t h a t  koep Sou th  Asian women h i d c e n  f rom t h e  Faeaf 

v i e w c r ' s  l o o k ,  b o t h  K i p l i n g  and MGY u c v e i l  t h e  rnÿs tery  t h a i  t h e  

o t n e r e c  s p e c t a t c r  hâs ccne Cc0 ernbody as a s o c L a l l y  e p i d e r m a l i z e d  

p r e s e n c e .  Corisequenïly,  I watch i n  h o r r o r  a s  K i p l i n g ' s  wcmen a p p e a r  

o n  t h e  screer! b e f o r e  m e .  I do n o t  SC mucn identify wFth these 

i n a q e s  a s  I corne t o  enbody then b e c a u s e  I am s o  thoroughly 

i m p i i c a t e a  i n  tiiern i n  terrns of  my s i x v i v a l  a s  a ( scc ia l l  bcdy 

àepelcient  on t h e  e r o t i c s  c i  l o o l i n q .  As a n  o t h e r e d  v i e w e r ,  1 sssurne 

t h e  p o s i t i o n  of t h e  specïacularLzed-spectatcr, t h e  e x h i b i t i o n i s ~ ,  

i n  d e f i a n c e  o f  tne f i l m ' s  p o s i t i o n i n g  o f  t e  i d e a l  v i e w e r  a s  a 

v o y e u r - s p e c t a t o r  of t h e  Othered  women o n - s c r e e n .  I watch t n e  f i l m ,  

i n  o t h e r  words, w i t h  an  u n d e r s t a n d i n g  of t h e  way i t  g a z e s  back  a t  



ne through tne cultural screen cf the Social Imaginzry, and w i t n  an 

mderstancing of the solitics behind the look which defines me as 

invisiisle on-screrz when, ir?, fact, I e.nbody visi8ility off -screen. 

The very concrabicticr? behizd rriy experience as c viewer of K i m  

fcrces me to Look at iaaces from c pcsition of abjection, onc from 

tnis abjected pcsition 1 re~lize tnac a y  look is excessive: ir is, 

ia f a c z ,  tne nere rosidum lefz m e r  from rhe LFViSinal ecmciny of 

C - 
scopophilia . -- It is cot t h a c  1 s e e k  pieasure in rny o~jectification 

OR-screon, u t  racher a 1 m u t ,  if 1 desire ?resence, j e  

objectified as a vlewer. In other words, unless 1 force nyself to 

identify with the imâçes on-screen £rom the position of the su~ject, 

cnaerqoing a masoc;?istic suSjectificâtion tnat disavows my recl 

experience as a racializec Other, 1 a n  prevented from becomi~g a 

vcyeür-spectator of film Dy the very cinematic apparatüs t hc t  

positions the iceai viewer. 

Another way in whicn MGM trznsiates Kiplingf s literzry imagez 

~roblemotically, espcially w n e n  we consider the poiicics of ïhe 

S a x e  e-xbedded in the ideal viewer's positioning by the cinenatic 

apporatüs, is its specïaculârized represeritations of inen extractec 

from Kipling's homosocial text. Kipling's novel is homosociâl in 

that it replaces Kin's desexualiïed enco~nter with "tne Womcn" wiih 

My use of the term "resicuum" recalls Deleuze and Guattari's "body withouc 
orçans fwhich] is the  ultimate residuum of a deterritorialized socius" (h t i -  
O e d i ~ u s  331, in this case the socius being the body of the Despot or the 
colonizer's prescripcior, of the colonized's body accordir-g to his own 
aesiring-produccion. It is precisely the colonized's inability to "desire" 
within the colonizer' s libiainal economy because of her fetishized (i. e. 
capitalized) skin that cecodes tne flows cf the colonizer's desirinç- 
production. 
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t h e  bc3d Chat  d e v e l o p s  becween K i n  and t h e  T i S e t o n  l m a ,  and later 

between Kim a n a  t h o s e  m e E  who p l a y  t h e  c o l o n i z e r ' s  G r e z i  G a m e .  

Kipiing w r i t e s  t h z t  " K i m  f o l l c w e a  [ t h e  iamz] l i k e  a shzcow . . . 
[who] was his t rcve,  a;?b he p r o p o s e d  t o  t a k e  p o s s e s s i o r , "  ( K i m  5 3 4 ) .  

The ~ D s e s s i v e n e s s  with which X i n  a t t a c h e s  h i m s e i f  t o  ïhe 1an.a i s  

reciprocc~ed 5 y  che l m a  who d ~ c l a r e s  h i s  "hear t  went out CO [ K i m j "  

( L m  551). iï FJ i n p o z t z n t  f i r s t  tc r e c c q n i z o  t h a ï  i n  b o t h  t h e  f i l 5  

and the ~ c v e i ,  x s i n q  t h e  woras  o f  -?--II McCi in tock ,  " F e n a l e  s e x c a l i t y  

, . ser- es o s  a  c o n t i n u a i  t h r e a t  t o  m a l e  power" ( I r n ~ e r i a l  Lezther 

7 0 )  . However, whereos  K i p l i n g ' s  n o v e l  r e p r e s e n t s  s c l e l y  t h e  

hcnosocial bond between men in a w o r l d  o f  a b s t i n e n c e  a n d  s e l f -  

denial, MGX's f i l n  r e p r e s e n t s  Doth  t h e  h o m o s o c i a l  a n d  the h o n o e r o t i c  

bond Detween men ir! a w o r l d  o f  h y p e m a s c u l i n i t y  wnere, e s p e c i a l l y  

in ïstrns o f  F l y n n ' s  s e x u a l i z a t i o n  of ManSub A l i ' s  c h a r a c t e r ,  t h e  

male boày i s  on  d i s p l a y .  2 o s c a g l i  a e f i n e s  h y p e r i n a s c u l i n i ï y  as t h e  

b c a i l y  " s p e c t z c l e  o f  e r o t i c i z e d  m a s c u l i c i t y "  (Eye or? T h e  Flesh 2 3 4 )  

which " b l u r [ s j  . . . e s t c b l i s n e d  b o u n d a r i e s  be tween  [ t h e  b o d y ' s ]  u s e  

and o r n z m e z t ,  f ü n c t i o n  ami  show, t h e  n e c e s s a r y  a n d  t n e  s u p e r f l u o u s "  

( 1 0 0 )  . - K i m ' s  s p e c t a c l e  o f  t h e  m a l e  body i n c l u d e s  numerous 

p e r f o r m a n c e s  o f  m a s c u l i n i ï y  i n  which b e i n g  a mzn i2 c o l o n i o l  India 

means g a r i s h l y  rna i f i t a in ing  the m a s q u e r a d e  o f  i n d i v i d u a l i t y ,  s e x u a l  

o r  p o l i t i c a l  prowess  ( d e p o c c i n g  o n  o n e ' s  s p e c i f i c  2 l l e ç i a n c e  t c  zne 

hornosoc ia i  ~ o n d ) ,  and  a s e l f - c o n t e n t n e n t  v e r g i n g  OR n a r c i s s i s n .  

H y p e r r n a s c u l i n i ï y ,  t h e r o f o r e ,  i s  e x c e s s i v e  i n  t h a t  r n a s c u l i n i c y  

becomes Hol lywccd ' s  c o r a o d i f  ied image which  l a c k s  a  r e a l  r e f  e r e n t  . 
I n  MGM's t r a n s l a t i o n  o f  K i p l i n g ' s  r e p r e s e n t a t i o n s ,  n o t  o n l y  is 



" t h e  L i n g u i s t i c  s e m i o t i c  code  . . . s u b o r d i n a t e a  t o  t h e  v i s u a l  

s e m i o t i c  code  . . . [ t n a t  p l a c e s ]  a t t e n t i o n  . . . o n  t h e  e i o t i c  

spectacle of t h e  body" (Morton, " T r a c k i r q  t h e  Sign" l o g ) ,  b u t  a l s o  

the h o m c s o c i a l i t y  t n a t  c e f i n e s  t h e  c o l c n i z l  Gcme o r  Wzy is 

s u ~ o r d i n a t e d  t o  a h e ï e r o s e x i s t  n a r r a t i v e  economy i n  which che 

h o m o e r o t i c  l o o k  i s  encodeb.  Nore s p e c i f i c o i l y ,  a l t h o u g n  ( 1 9 5 0 )  

8egins zs  cr! e:?-ncgraphic aocudrzrna of âdve?ture snb e x o t i c  

F ~ t r i g u e ,  a v e r y  c i f f e r e n t  o r d e r  o f  e r o t i c s  z r i s e s  jeiween l o o k  

b e c a u s e  of  t h e  f i l m ' s  i n t r o a u c t i o n  o f  Srroi C l y m  a s  Mahbub A l i  

wi-iose manly p r e s e n c e  becornes a p o t e n t i a l  o b j e c t  of s c o p i c  d e s i r e  

- - 
50 th  or? t h e  sc ree r !  and off . ' -  The s p e c t a c u l a r i z a t i c i 1  of t h e  male 

body e n s u e s  froni b o t h  E r r o l  F l y n n ' s  a u r a  as a s t a r  a.rlc t<GHvs 

s p e c i f i c  r e p r e s e n t a t i o n  o f  t h e  r e l a c i o n s h i p  between K i m  and Mahbub 

,-li as  f r i ~ n d s  o r  p a r t n e r s  a ç a i n s t  e v i l .  MGM c o n s t r u c t s  a  film t h a t  

s p e c t â c u l a r i z e s  t h e  male  body by conforming n c t  o n l y  t o  t h e  cowbcy 

F les te rn  genre, but c l s o  t o  ' e n e  buddy f i l m '  which J u d i t h  M3yr.e 

s u g q e s t s  i n  Cinena aria S o e c t a t o r s h i o  "is a s  drawa t o  a hornosexuzl 

c o n n e c t i o n  a s  i t  Fs repelled by it" ( 9 7 ) .  M G M ' s  development  of t h e  

"Suddy theme" between K i m  a n d  Mahbub, b o t n  c h a r a c t e r s  sportively 

p l c y i n g  Colonel  C r e i g h t e n ' s  G r e a t  Gaine, i n i t i o t e s ,  f u r t n e m o r e ,  rnany 

q u e s t i o n s  c o n c e r n i ~ q  ~ h e  s t a b i l i t y  of what i s  n a s q u e r a d e à  as 

n a s c u l i n e  i n  the 1 . .  For example,  b e f o r e  v e n t u r i n ç  i n t o  t h e  

In T h e  Woman a t  the  Kevnole, J u a i t h  Mayne wri tes  chat "the very es tab l i s~snen t  
of t h t e l  ego-ideal o f t en  r e l i e s  on a sl ippage between t h e  m a l e  as scbjecr and  
as  o b j e c t  -- on, thac i s ,  the  p o s s i b i l i t y  of  homosexual d e s i r e  a s  well  a s  
same-se:< (and i m p l i c i t l y  heterosexual) iden t i f i ca t ion"  (67)  . Flynn's Mzhbrrb, 
wni le  providing t n e  i d e a l  viewer with a perspect ive  wi th  which t o  idenc i fy  
i n  the  narra t ive  s t ruczure  of the film, also becomes t h e  p o t e n t i a l  ob jec t  of 
t h e  viewer's d e s i r e  aepending on the viewer's pos i t ion ing  off-screen.  



mys te r ious  domain of  t n e  women's q u a r t e r s ,  Kafibu5 $-Li conducts  a 

v e r y  i n t e r e s t i n g  v e r b a l  arid g e s c u r a l  d i o l o ç u e  w i t h  K i m .  A s  K i m  

f o n c l e s  Mahbub's sneep s k i n  coat  h a n g i x j  i n  Che c c r n e r  of Che room, 

Ir'ahbub rübs s p i c e s  on his bea rd  i n  p r e p a r a t i c n  f o r  h i s  encouri,ter 

witn t h e  Flower of D e l i g h t .  "Masala, whac perfcme!"  MahDuS t e l l s  

Kin, "The b e a r d  beccnes  si1.L. T r y  i t  riext t imo p u  grcw one."  T h e  

j e s t  with which Ma~Oub t e a s e s  Kin abou t  h i s  a d o l e s c e n t  longing  f o r  

e n t r a n c e  i n t o  mannood i s  cccom?oxied 8 y  HahDub's s e l f - c g g r a n d i z i n g  

ges tu re s  E S  R e  p z t s  h i s  beard with masala  ana  p e o r s  i n c o  h i s  rn i r ror .  

Xahbun o n l y  occcts ionai ly  l o o k s  a t  K i m  wno assu-nos t h e  p o s i t i o n  as  

a d c r i n g  o n l o c k e r .  Tne e x c n a ~ g e  of  looks  on-screen and i t s  cppeal 

t o  t5e l ook  of  t h e  viewer off - s c reen  s e l f - c o n s c i o u s l  y c o n s t r u c i s  a 

s c e n e r i o  i n  whicn tne male body beccmes a n  e r o t i c i z e d  s p e c t a c l e :  

M o h b u ~ l s  n e t e r o s e x u â l  d e s i r e  f o r  t h e  p r o s t i t u t e  is a performance o f  

desire t 5 a t  h i n g e s  on K i n ' s  homosocial  r e v e r e n c e .  I n  this s c e n r ,  

M a n 8 u ~ ' s  aesire CO De seen  a s  t n e  o ~ j e c ï  o f  t h?  K i m ' s  gaze suggescs  

n o î  o n l y  tne exh ib i t i on i s rn  of MGM's Man5i~b A l i ,  b u t  a l s o  MGMis 

e r o t i c i z e d  s p e c t a c u l a r i z a t i o n  of  E r r c l  Flynn on-screen .  The f i l m ,  

however, nust encode i t s  r e p r e s e n t a t i o n  o f  the male body, w i t i ;  al1 

of  i t s  e r o t i c  p o s s i b i l i t i e s ,  i n  a s c c i a l l y  a c c e p t a b l e  form of  

cesire; consequec t ly ,  t h e  f i l m  t r i e s  t o  p o r t r a y  K i m ' s  a c t  of l ook ing  

and g e s t u r i n g ,  h i s  pawing ônd s m e l l i n g  o f  Manbub's garrnents, a s  

i n d i c a t i v e  of t h e  b o y ' s  h e t e r o s e x u a l  longing  f o r  p h y s i c s l  maturicy 

and h i s  a e s i r e  t o  become a v i r i l e  l a d y ' s  man l i k e  t h e  f i l m ' s  Mahbub 

A l i .  K i r n ' s  d e s i r e  i s  p o r t r a y e d  a s  a l onq ing  t o  copy Mahbub's 

i r r e v e r e n c e  t o  t h e  dange r s  of  l i f e ,  i n c l u d i n g  his nonchalance 



t o w a r d s  t h e  c o n s t a n t  t h r e a t  of f e m m e  f a t a l e s  l i k e  t h e  p r o s t i t u t e  h e  

- - 
i s  p r e p a r i n g  t o  meet . " '  

The s o u r c e  o f  t h e  bonai r io  b e t w e e n  t n e  P a t n a n  and t h e  boy,  

h o w e v e r ,  i s  c l e d r l y  n c r  M a h b ~ b ' s  a n t i c i p a t i o n  cf w h a t  h e  c a l l s  h i s  

"hour  o f  ~ e a u t y "  w i t h  t k e  p r o s t i t u t o ,  b u t  r a t h e r  M a n S c b l s  and Kin's 

r e c o c j n i t i c n  o f  t h e i r  s h a r e d  y r t i c i p a t i o n  i n  tne Gredt G z m e  o r  rhe 

L~ ; - I  cf t h e  S a h i b  which p r o v i d e s  them,  t h e  f i l m ,  a n d  t h e  ideal viewer 

w F t h  a  s e n s e  of p s y c h i c  c o h e r e 2 c e .  The  very s p o r i  o f  i h e  Gresc Gdae 

with i t s  s e c r e c i v e  r u i e s  a n d  t e n e t s  -- s e l f - d e n i à l ,  v o y e u r i s m ,  a n d  

c r o s s - d r e s s i n g  -- e n s u r e s  Clahbub's a n d  K i m ' s  a c t i v e  p r e s e n c e  a s  

p a r t n e r s  a g a i n s t  e v i l  . On-sc reen ,  t h e r e f o r e ,  NahbuD a n d  K i n  a r e  

q e n e r o l l ÿ  n a d e  o b j e c t s  o f  t h e  c a n e r a ' s  g a z e  when they are i n  a c t i c n ,  

wnen t h e y  a r e  e i t h e r  s e c r e t i v e i y  d i s c u s s i n g  o r  c a r r y i n c  o.;t t h e i r  

a i s s i o n s  a s  s p i e s .  M a u r i z i a  B o s c a g l i  w r i t e s  t h a t  " the ' b i g  g a n e '  

. . . r e p r e s e n t e d  a  form of s e x u a l  s u b l i m a t i o n  . . - [ b e c s u s e ]  î o  

become a ' r e a l  man' neant C o  F n v i g o r a t e  t h e  b o a y  t o w a r d  a p u r p o s e  

o i h e ~  t h a n  p l e a s x r e  and e x p e n d i t u r e "  (Eÿe On ïhe Flosh 5 7 ) .  

However,  Mahbub' s o b s e s s i o r i  w i t n  hFs  s e l f - i m a g e  a n d  Kim's 

f a s c i n a t i c n  w i t h  MahDubfs p e r f o r m a n c e  o f  r n a s c u l i n i t y  c l e a r l y  s u g g e s t  

s p e c t a c u l a r i z a t i o n  of t he  mole  b c d y  t o  be consumed as  a 

p l e a s u r a b i e  sight c r  as  z n  o ~ j e c t  o f  h o m c s e x u a l  a n d / o r  h e t e r o s e x u a l  

s c c p o c h i l i a .  

1 am p â r i i c u l a r i y  i n t r i g u e d  b y  Mayne 's  corrmenc a b o u t  the  

: J 

In t n e  f i l m ,  Mahbub l i g h t - h e a r t e d l y  t e l l s  K i m  a f ï e r  kiliinç a man i n  h i s  
caravan, "Ahh, this is a w o r i d  of danger to peaceful  men like thee and ne." 
Mahbub's a b i l i t y  to s t a y  level-headed and u n a f f e c t e a  a f t e r  t h e  murder 
suggests how c l o s e l y  M a  modelled Mahbub after t h e  ccwboy-figure of 
Hollywood. 



homoerotics behind the "buddy film" genre because of Kim's display 

cf passionate heterosexual bonding between men which, I think, 

allows for a developmeni not cnly of E homoerocics between l coks  on- 

screen, but also of nulcipls idencificacions with Kim's filmic 

images off-screen which counteract the ideal viewer's paranoiacally 

t .  h~terosexist idencificaticn.-* The "buddy" theme, f~rthermore, 

both definiticns and the 

distinctions we m a k t  jetween heterosexuality anC ?!onosexuaii~y. 

m a l e  body cannot marked explicitly erotic object 

another male Look" without an ensuing sexual anxiety and disavowal 

( 2 u r , t ,  "What Are  3ig Boys Kaae Of?" 59 )  . Because XGM1s film 

Sahib in 

that focuses 

contain 

the development 

the eroticism of 

boy 

iock 

sn-screen and che ideal viewer's off-screen within a heterosexual 

libidinal ecor,orr?y that marks the male body as an object of a 

narcissistic, as opposed to a nomoerotic, desire. In other words, 

tho director of Kim, Victor Saville, m c l s t  position Mahbub before a 

nirror even though the motivation for his self-fashioning is Kim's 

sdoxing look from behind. The wzys in which Mahbub 2nd Kim redirect 

their desires in the film cleariy demonstrate, therefore, che fiim's 

By passionate hecerosexuzl bonding, I am r e f e r r i n g  t o  t he  ways ic w h i c h  x e n  
in the film -- for example, Colonel Creignten, Mah'nub Mi, ihe iama, K i n ,  
Hurree Chunder, and Lurgen S a h i ~  -- are passionately united on the basis of 
their znared allegiance to the Way or the Great Game. This shared and 
passiocare allegiance, I believe, manifests itself in the form of an exchange 
of looks and body gestures that have the potential to induce very different 
kinds of responses (i-e. multiple identifications) in the filnrs audience at 
large. 



sexual  paranoia  i n  making t h e  male body an e r o t i c  spectacle. 

X G X ' s  o b j e c ï i f i c c t i o n  of t h e  male Body a s  a  sicht of p l e a s u r e  

is demonstratea several times i n  t h e  f i l m .  K i n ,  i n  orcier t c  escape 

t h e  confines of Geing a  Sahib duririq h i s  hol idays from Xovier sckool  

kzs his s k i n  dyed w i t h  walnuc l eaves  by a n a t i v e  wonan wnose j c c y  

I , I ~  s e e  from beh ind  8 - c ~  whose face is never shown tc: che viewer. By 

r e f u s i n g  t o  f i l m  the  a c t u a l  eye cf t h e  woman, t 'ne caxera never 

zl:ows the viewer tc i a e n t i f y  wi th  the n a t i v e  womânrs I c o k .  

Instead, t h e  i a e a l  viswer,  i n  nis i d e n ~ i f i c a c i o r i  with t h e  czrtera 

eye,  enccunters  K i m ' s  brown s k i n  anc n a t i v e  dress Eull-bodied on t n e  

s c r e e n .  %y neans c f  t h e  b lackface  and t h e  costuining choc K i m  dons, 

t h e  specca tc r  is  made axare of  t n e  p e r f o m a t i v i t y  of t h e  c o l o n i z o r ' s  

i d e n ï i t y ,  a  pe r fo rmat iv i ty  t h a t  appeals  t o  t h e  i d e a l  v lewer ' s  d e s i r o  

ta escape i n t o  t h e  e x o t i c  spzce  of t h e  f i l m ' s  s p b o l i c  

c o n s ï r u c t i o n s .  Such a p e r f o m i t i v i t y ,  fu r tne rnore ,  i n d i c a t e s  :ho 

e a s e  w i t h  which t h e  white a c t o r  c a n  a s sume  Dlac!kface and d i s g u i s o  

the c o i o n i z e r  b y  c r o s s - c u l t u r a l l y  and c r o s s - r a c i a l l y  s l i g i n g  i n t o  

rhs s z r t o r i a l  and epidermal i d e n t i c y  of chhe f e r i s h i z e c  Otner, c 

a i s q u i s e  that c l ç s s i c a l  Hollywood prevents black a c t c r s  from 

assuming. As Soscagli suggosts ,  

t n e  exot ic is in  anc savagery of t h e  n a t i v e  o the r  do riot r e l y  
o n  3 e r e  nakeczess,  which had ~ e e ~  t h e  usual  t r o p e  . . . i n  
n i n e t e e n t h  [ -  j c e ~ t ~ r y  ve r s ions  of t h e  c o l o n i a l  sncounter ,  b u t  
cn the o p e r c t i o ~  of costcming, exposing, a ~ c  decora t ing  
zhe body. (u 1 6 7 )  

T h e  s e l f - f a s h i o n i n g  t h a t  K i n  undergoes, however, i s  not ïhe o b j e c t  

of t h e  cornera's gaze f o r  long becouse t n e  viewer  i s  i m e d i a t e l y  

r e t u r n e d  t o . K i m V s  pe r spec t ive  £rom whicn h e  is  allowed t o  e n t e r  t n e  



p r i v c c e  spaces o f  n o t i v e  l i f e .  T h e  camera  s h i f t s  i t s  a n g l e  t o  f o c u s  

02 t h e  s p e c t a c l e  o f  MchbüD U i ' s  c a r z v z n  anc the s p e c t a t o r  canes ï o  

c n d e r s c a n d  t h a ï  Kix's c e r f o r n a t i v e  i c e c t i t y  is  ô direct  o f f s n c o t  cf 

h i s  p o s i t i o n  a s  c o i o n i z e r  ir! I d  X i a ' s  c u l t u r o l  2r.d r cc ie i  

c r o s s - c r e s s i n g  r e i 2 s t a t e s  n i s  v o y e u r i s t i c  p o s i t i o r ,  a s  2 Sahib, o s  

a n  i c v i s i b l e  e y e  o z - s c r e e c  ch rouqh  which  t b e  i C e z . 1  v i e w e r  c a n  l o c k  

i n  or, z a t i v e  l i f e  üntil cne rornovcl cf t h e  w z l n ü t  s t c l n  5 y  bkkbilb 

A i .  MahSub's r emova l  cf c k e  w a l c ü t  s t a i n  f rom K i m ' s  s k i a  c a r r i e s  

overtones o f  c h e  2 i n e t e e n t h - c e n t ü r y  " V i c t o r i a n  air t  f e t i s h w  

- - 
(McCl in tock ,  I rn~er iâ l  Leather 1 5 2 ) . = '  If i n d e e d ,  as Manbu5 t e l l s  

Xim, "a t r u e  man l i k e  a t r u r  n o r s e  r u n s  w i t n  h i s  b r e e d , "  K i m  niist 

remove the t a i n t  of h i s  a s s o c i i i t i o n  w i i h  t h e  n c i i v e  p r i o r  to h i s  

o f f i c i a l  e n t r y  i n t o  the G r e a c  Game t h a ï  cornes w i t h  flis irainicg 

u n a e r  Lurgen  Sanib. The s c e n e  i n v o l v i n g  X i r n ' s  r i t u a l  c l e o n s i n g  Dy 

Mahbub A l i  p o r r r a y s  n o t  o n l y  t h e  i n i t i a t i o n  rite o f  K i m ' s  passaGe 

i n t o  Sah ibhocd ,  Dut a l s o  t h e  s p e c t a c u l a r i z a t i o n  of t h e  c o l o n i z e r ' s  

body b a s ~ d  on the colour of hFs  s k i n .  W h i l e  Mëhbub s c r u b s  o f f  t h e  

w z l n u t  s t a i n  E r o m  K i m ' s  skin, h e  t e l l s  K i m ,  " y c u ' i l  i i k e  5 e i n g  i ~ i ? h  

Lürgen Sahib." Mahbub 's  s t a t e n e n t  i n à i c a t e s ,  e s p e c i a l i y  cive9 t h e  

context cf K i m ' s  n c k e à n e s s  i r ?  t h e  tub, h i s  r e p r e s s e a  f e e l i n g s  of  

j e a l o ü s y  t o w a r d s  t h e  p a r i t y  of  K i m ' s  w h i t e n e s s  w h i c h  is  as e a s y  t o  

r e s t o r e  a s  a x e  t h e  p r i v i l e g e s  o f  Kim's r a c e  i h ~ t  corne w i t h  rhe 

r emova l  of  t h e  w a l n u t  s t a i n .  Mahbub's s t a t e r n e n c  a l s o  i r i d i c a t e s ,  

McClintock writes that "In Victorian culture, the boàily relatioa to dirc 
expressed a social  relation t o  labor . . . [but] [ c l l a s s  anci gencer 
distinctions were displaced and represented as natural racial differences 
across time and space" (Im~erial Leather 154), nanely within tne context cf 
i ïnperialism. 



more i m p o r t a n t l y ,  h i s  r e p r e s s e d  f e e l i ~ g s  o f  j e a l o u s y  i n  s h a r i n g  K i m  

witn o t h e r  merrbers of t h e  Great G a m e .  " Tne b o n d i n g  Mahbub 

e x p e r i e n c e s  w i t h  X i ,  ï h e i r  p a r t n e r s h i p  as b u d d i e s ,  mus t  now b e  

e x t e n a e d  t o  t h e  e n t i r e  ïeam p l e y i n g  t h e  Gane. Tne j e a l o u s y  c h :  is  

i q i i e d  i n  Manbubrs  s tatemezr,  however ,  is u n a i s c e r n i b l e  f rom 

F l y n n ' s  ç e s t u r e s  a n c  fccicl e x ~ r e s s i o r ? ~ .  F l y n n ,  as  c white a c t o r  

s l a y i n g  i h e  pari of Mâhncb, cg-ezrs t o t a l l y  unaware of t h e  i rciny 

i n v o l v e d  i n  t n e  P a t h a n ' s  r o x o v a l  o f  K i m ' s  b o d i l y  s t a i n  a n d ,  i ns teâc ,  

allows t h e  characrer o f  Manbub, a P a r h a n  o r  A f g h a r i i  whorn Kipiinq 

c o ~ s i a e r e a  i ~ f e c i o r  t o  t h e  w h i z e  man, Co become r o r o l l y  i r n p l i c a t e d  

i n  h i s  own s t c r - p e r s o n a  a s  a dosn ing  lad ies t  man, u n a f f e c t e d  b y  t h e  

l o o k  of the canerû. I r ? c i f f e r e n t  a l s o ,  t h e r e f o r e ,  t o  t h e  v i e w e r f s  

l o o k  o f f - s c r e e n ,  F l y n n  l o o k s  at K i m  w i t h ,  w n a t  N e i l  B c t r t l e t t  c a l l s ,  

his typ ica l  " ~ l a n d n e s s "  ("The V o y e u r ' s "  4 1 )  : " h i s  is tne l e a s t  

knowing srnile i n  Hollywood" ( B a r t l e t t  4 1 ) .  

I n  K i m ' s  s p e c t a c u l s r i z a t i o n  of t h e  n a l e  b o d y  -- i.e. t n e  

s e x ü a l l z a t i o n  of Mahbubrs  c h a r a c t e r  through F l y n n ' s  p e r s o n a ,  and 

Kiars body  a d o r n e d  i n  r a c i a l  cnd c u l t u r a l  drâç -- t h e  idea l  v i e w e r  

5 <  

"How w i l l  you =nage without  me YzhbuD A l i ? "  K i m  asks ar Che end of C h e  film 
as Mahbub c r a d l e s  h i m  i n  his arms pa rad ing  on a horse w i t n  the reqimen: o f  
tne Kzve r i cks .  This  image of  K i m  os a young Sah ib  poraded i n  t h e  arms of 
a  g a l l a n t  s t a r - f i g u r e  l i k e  F1-pn r e c a l l s  no t  on ly  Fltynnf s romantic i.mge of f -  
sc reen ,  bu t  a l s o  an e a r l i e r  image i n  t h e  f i lm ,  when K i m  i s  swept ~p i n t o  C h e  
arrns of  Mahbub and is p l a c e c  I n  t h e  P a t n o r , ' ~  lap as  t h e y  r i a e  intc t h e  
r l o s e r t .  These Flr,~,es cf >lch~uO and X i m  a s t r i d e  â norse to~etner a r e  
i n t e r e s t i n g  because they  s c q g e s t  t h e  ways i n  which Kim,  "the f r i e n d  of al1 
t h e  w o r l d , "  becomes t h e  o b j e c t  n o t  o n l y  o f  t h e  lama's l ook ,  bu t  a l s o  of 
Xahbub A l i ' s  look,  e s p e c i a l l y  as Mahbub is  p e r f o m e d  th rough  t h e  f i ç u r e  of 
Flynn whose p a s t  r o l e s  i n  f i l m s  a l i g n  h i s  l c o k  w i t h  t h a t  of t h e  romantic,  
l ead ing  hero. Colonel  Cre igh ten ' s  l o o k  suggests a s i m i l a r  homoeroticism i 2  
h i s  encounters  w i t h  Kin, e s p e c i a l i y  d u r i n g  a scene  i n  w h i c h  t h e  young S ~ h i b  
i s  in t e r roga ted  f o r  h i s  misbehaviour  a f t e r  be ing  brought  t o  Cre igh ten  Sani5  
b y  Mahbub. Cre igh ten ' s  d e s i r e  becoaes appa ren t  when he t e l l s  Lurçen Sahib 
t h a t  K i m  " i s  very fond o f  Mahbub, and of m e  a  l i t t l e "  (Kim 6 0 2 ) .  



LC% 

i s  p o s i t i o n e d  by t h e  camera a s  a voyeur of t h e  c leans ing  r i t u a l  on- 

sc reen  which appeals  t o  h i s  owri sense  of r z c i a l  coherence. Kin, 

a f t e r  a l l ,  i s  z white Anglo-Iccion snà MahbuSfs c lezns ing  r i t ü a l  

re t i l rns  t h e  viewer, throirgh h i s  i a e c t i f i c a t i o r ,  with K i m ,  to rne 

s a f e ï y  t n c t  h i s  whiteness a s s u r e s .  I n  rny OWII viewicg of t h e  f i l m ,  

. . hcwever, 1 a a  denied t h e  ogpor ïcn i ty  c f  iden~ifyizg e i ï n o r  w i t h  D e ê n  

. . 
p l z y i n g  ï h e s e  c h a r a c i e r s  r e m i n  o b i i v i o u s  Co t h e  c r ~ v r l e g e  t h a t  

t h e i r  white  bodies orant  them. Ailoning them t o  engage i n  t h e  

eedcm t h a t  accomponies c u l t u r a l  r a c i a l  t r ansves  tism, t h e  

whiteness of Stcckwell 's  2nd Flynn's bodies ensures  chat 50th a c t o r s  

r enz in  o b i i v i o u s  t o  t h e i r  r ~ l e s  i n  native blzckfcco.  A s  an Indo- 

Canadian woman whose epidermâl v i s i b i l i t y  cannoc be shed l i k e  K i m ' s  

wainut body-stain,  however, I know t h e  i rnposs ib i l i ty  of concinq t h e  

blacklcace t h z t  K i m  s o  e a s i l y  s l i p s  on i n  t h e  n a r r a t i v e   na t n a t  

Flynn s o  e a s i l y  p e r f o m s  a s  a  white ,  male, H011ywood s t a r .  Urilike 

the i à e a l  viewer, 1 cannot s i rnply  r e t u r n  t o  t h e  confor t  o r  p r i v i i e g e  

of  ~ e i n q  white .  Ins teaa ,  throug'n t h e  c a n e r a ' s  ob jec t i f i ca t io - r :  of 

K i m ' s  epidermal masquerade, I unders tana  t h a t  1 am fo rever  t h e  Other 

of t h e  i d e a l  v iewer l s  lock and can never,  a s  a female and a s  a 

v i s i b l e  rnirrority i n  Canada, irnpersonate t h e  Other of rriy s e l f .  My 

Other  i s ,  i n  f a c t ,  t h d t  which "precedes and possesses  me, anc 

tnrough such possession causes me t o  be" (Kr is teva ,  Powers 1 0 ) .  My 

Other i s ,  i n  f a c t ,  ny e-. I am speaking,  more s p e c i f i c a l l y ,  about 

myself a s  the Otner who watches Kim and experiences t h e  

c o n t r a d i c t o r y  sensa t ions  of exciternent and s u f f e r i n g  a s  a viewer. 



1 0 7  

On t h e  o n e  nand ,  1 am e x c i t e d  by  K i m ' s  a n d  F l y n n ' s  p e r f o r m a n c e  of 

b i o c k f a c e  wh icn  o n s u r e s  my v i s i b i l i t y  c e f o r o  t n e  c a m e r a ' s  and ,  

t h e r e f o r e  c l s o ,  t h e  i c e a l  v i e w e r ' s  l o o k s  b e c a u s e  o f  m y  i m p l i c a t i o n  

i n  c h  e p i a e r r n a l  f e t i s h i z a t i o n  of t n e s e  c h a r a c t e r s '  D o d i e s  on- 

screor i .  On t h e  o t h e r  hand,  1 am o b j e c t i f i e d  by  t h e  c a n e r a ' s  a n d  t h e  

ideal v i e w e r ' s  l o o k s  which e s t a b l i s h  i n  p l a c e  o f  "ne" a n  e p i d e r m a l l y  

Powers  10). I do ROC s o  much identify w i t n  t h e  c h a r a c t e r s  of K i m  

i n  b l a c k f o c e  a n a  F lynn  a s  Mahbub, b u t  r a t h e r  1 s u f f e r ,  l i k e  Fanon, 

f r o m  w e a r i n g  t h e  s u r f a c e  "s kin l i k e  s o r e "  

Wretched  56 )  , f rom o ~ j e c t i f y i n g  my e p i d e r m i s ,  my me tonyrn ica l ly  

d e f i n e c i  self, b e f o r e  t h e  l o o k s  o f  t h e  i d e a l  viewer a n d  t h e  c a n e r a  

i n  place of b e i n g  s e e n  b y  t h e  c u l t u r a l  g a z e  t h a t  e n s u r e s  o n e ' s  

presence a s  a  consumer  of  images .  The o n l y  wzy t h c t  1 am a b l e  t o  

p e r f c - m  t h e  role o f  a s p e c t a t o r ,  t h e r e f o r e ,  is b y  w e a r i n g  my s k i n ,  

by 8ecominq a  body upon which d e s i r e ' s  a n t i t h e s i s ,  r e p u l s i o n ,  

a s s e m b l e s  l i k e  "ZR open s o r e . "  I n  o t n e r  words ,  D e c a u s e  trie c o l o u r  

t h e =  Mâhbub wasnes off o f  K i m  i s  t h e  co loür  cf d k r t  chât 1 h a v e  come 

t o  a c c e p t  as "me" i n  Canada, 1 c a n  o n l y  masque rade  my self b y  

e n t e r i n g  t h i s  s o c i a l  body.  Rs 1 w a t c h  K i m ,  1 am r e m i n d e d  o f  my 

f i r s t  a a y  a t  k i n d e r g a r t e n  a n d  t h e  g i r l  wno c o u l d  n o t  h e l p  f rom 

s q u i n t i n g  e v e r y  time s h e  l o o k e d  a t  m e  a n d  c a l l e d  m e  "Cucka f a c e . "  

I now w i l l i n g l y  e n t e r  t h i s  p r e s c r i b e d ,  s h i t - c o l o u r e à  body b e c â u s e  

i t  is t h e  c o l o u r  o f  s h i t ,  t n e  d i r t y  e x c e s s  o f  "the happy ,  w h i t e  

b o u r g e o i s  home" ( B a n n e r j i  l45), t h a t  1 h a v e  come t o  r e p r e s e n t  i n  

Canada ,  a n d .  t h a t  p r o v i d e s  for  a m e  a way of p a r t i c i p a t i n g  i n  t h e  



viewing of f i l m s  l i k e  K i n .  K i m ' s  e x c o r i a t i o n  of  t h i s  d i r t  from t h e  

s u r f a c e  o f  h i s  s k i n ,  t n e r e f o r e ,  does  n o t  produce i n  m e  t n e  cornfort 

of r a c i a l  coherence,  bur  r a t h e r  beccmes a  v i o l e n t  s p e c t a c l e  o f  s e i f -  

zut i l a r i o n  t h a t e l i i n n z t e s  my p r e s e n c e  2s a cons-a'iler cf images 

beczuse I r e a l i z e  t h a t  I a m  each s k i n  ce11 t n z t  f l o a t s  i n  K i m ' s  t u b .  

K i m ' s  s t a i n  

of n y  own s k i n  wnich d e f i n e s  me on- and o f f - s c r e e n .  

My viewing of F s  bosed no t  on desire a s  i t  nas  been 

t r a d i t i o n â l l y  d e f i n e d ,  b u t  on my "exc lus îon"  ( K r i s t e v z ,  Powers 6 )  

from parti ci patio^ i n  t h e  consumption of images a s  a s p e c t a t o r .  

do no: seek ,  t h e r e f o r e ,  a  n a r c i s s i s t i c  comple t ion  o f  my i a e n t i t y  a s  

a s p e c ~ â t o r - v o y e u r ,  b u t  r e a l i z e ,  i i k e  Fanon, t h e  i m p o s s i b i l i t y  o f  

s e e k i n g  a n  o b j e c t  ( i - e .  a n  Other )  i n  o r d e r  t o  complete  my self. 1 

r e a l i z e ,  i n  o t n e r  words, t n a t  t h e  ep ide rma l  f e t i s h i z a t i o n  of  my Body 

w i l l  f o r e v e r  a t t a c h  i t s e l f  Doth CO my l o o k  ana  t o  t h e  c o l o n i z e r s r  

l o o k  b y  which I am d e f i n e d  b e f o r e  t n e  c u l t u r a l  gaze .  It is t h i s  

awareness, o f  t h e  p o l i t i c s  behind t h e  l o o k  and t h e  gaze ,  t n a t  a l l o w s  

xe t o  keep watching films even though such  c c n t r a d i c t o r y  s e n s a t i o n s  

a r i s e  £rom my viewing s i t u a t i o n .  N e i t h e r  m a s o c h i s t i c  nor  

e x h i b i t i o n i s t  i n  t h e  t r a d i t i o n a l  sense of  p a r t i a l  d r i v e s ,  my 

watching of  f i l n s  l i k c  Kim i s  an a c t  of a c c e p t i n g  t h e  r e p u l s i o n  and 

s p e c t a c u l a r i z a t i o n  t h a t  I have corne t o  embody a s  a n  I~do-CanaciFan 

woman: i t  i s  an  a c t  t h a t  d e f i e s  a l 1  a t t e rnp t s  t o  f o r c e  t h e  o t h e r e d  

v iewer  o f  f i l m  and n e r  roo tedness  i n  s o c i a l  e x s e r i e n c e  i n t o  t h e  

s c o p o p n i l i c  n a r c i s s i s m  of  t h e  i d e a l  v i e w e r ' s  p s y c h i c  e x p e r i e n c e .  
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