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Discourses recognizing aesthetic innovation in cinema — Bonnie and
Clyde, a case study

W. P. Jason Scott

Submitted for Ph.D. Film Studies

The Abstract

Within this thesis I primarily explore the notion of aesthetic innovation in the cinema.
Whilst I initially intended to develop two case studies, considering films associated with
two cinematic trends - the Hollywood Renaissance and Dogme 95 -the finished thesis
concentrates on Bonnie and Clyde, which exemplifies the first of these. The focus entails
an elaboration of the concept of innovation, adopted from economic approaches, in terms
of the implications of the concept for how innovation should be analysed. In particular, this
informs my focus upon the articulation of recognition of innovation, and hence discourses
of innovation. In investigating the recognition of innovation in Bonnie and Clyde, I provide
a detailed critical reception study, analysing the contemporary and retrospective reviews
and critical accounts of the film. I develop the functional and systemic linguistic analysis
of M.A K. Halliday to underpin a workable discourse analysis approach to the
contemporary reviews. I also consider the wider reception of the film, particularly in
relation to the dialogues around the reviews of the film by Bosley Crowther in the New
York Times. Thus, I consider the significance of the contestation around the film - in terms
of its evaluation, classification and description. I consider this 'event' of the widespread
contestation around the film, and the turnaround by several noted critics, and contrast the
conclusions of my analysis of the event with the conventional narrativization of it.

In order to consider the aesthetic characteristics of the film, I provide definitions of cinema
aesthetics, adapting the notions of aesthetic norm, function and value from Jan
Mukarovsky. I also develop these in relation to the concept of aestheticization, which I
relate to Bonnie and Clyde and other films of the Hollywood Renaissance.

The thesis constitutes an original elucidation of the notion of innovation, and an innovative
application of discourse analysis to reception study.



Chapter 1: What is innovation? What is aestheticization?

Introduction

This thesis explores the concept of aesthetic innovation in cinema, focussing attention on
a single case study, Bonnie and Clyde (1967). This film was selected as being an
exemplary instance of aesthetic innovation, which provides a paradigmatic case study for
investigating innovation. The exemplary status of Bonnie and Clyde results from the
status of the film in conventional film history, in relation to the historical tendency
variously called New Hollywood or the Hollywood Renaissance. Alongside a handful of
-other films, most notably The Graduate (1967) and Easy Rider (1969), Bonnie and Clyde
provides a clichéd example of a film exemplifying the Hollywood Renaissance, and in
this case is widely characterised as initiating this trend. Bonnie and Clyde, particularly
given its commercial success, corresponds to the emergence of a new, younger, cine-
literate and educated audience; it marks shifts in cultural values commonly identified
with the Sixties social revolution(s); and it also signals Hollywood’s adoption of stylistic
and narrative techniques from the flourishing art house cinema sector, in a bid to exploit
the commercial success of more ‘offbeat’ product. However, Bonnie and Clyde was not
immediately successful at the box-office, and the initial critical reception of the film was
contested. Only after several years did the film gain more widespread acceptance, and
with the diminishing of the controversy that heralded its theatrical release it gradually
gained canonical status. Bonnie and Clyde can be conceived as indicative of a wider
aesthetic development or innovation in relation to its significance to the Hollywood
Renaissance. In addition, from the time of its contemporary critical reception the film
was specifically identified with a distinctive treatment of violence, retrospectively
identified as an innovation in relation to the aestheticized depiction of violence.

The initial chapter of this thesis develops two key notions that will underpin the
remainder of the thesis, and particularly the case study on Bonnie and Clyde. In order to
address aesthetic innovation in cinema I will elaborate the concepts of innovation and
cinema aesthetics respectively. These sections will provide a conceptual framework for
considering aesthetic innovation in Bonnie and Clyde, and particularly for analysing
aestheticization in the film. Hence, I will consider how innovation is constituted, as well
as the methodological implications of this, in respect of how innovation can be studied. In
addition I will develop the concept of cinema aesthetics, initially drawing upon a wider
theorisation of aesthetics and culminating in a specific theorisation of aestheticization in
cinema. This chapter, then, provides the theoretical framework for the specific case study
of Bonnie and Clyde, and will inform the choice of the object of study and the
methodology for the subsequent chapters. My thesis title emphasises not only aesthetic
innovation, in Bonnie and Clyde, but also the discourses of recognition of aesthetic
innovation. I will explain this discursive focus, and how this determines the choice of
methodology to be applied in chapters two and three, in the conclusion to this chapter.



Aims and Objectives

Aims

To explore the notion of innovation, particularly aesthetic innovation not
dependent upon technological change, in relation to specific films.

To develop a discourse analytic approach to consider the reception of case
study films, particularly in relation to analysing the recognition of aesthetic
innovation and discourses of (and around) innovation.

To consider the diachronic critical reception of Bonnie and Clyde, noting
shifts in the critical characterisation and status of the film. Bonnie and Clyde,
and its critical reception, will thus provide the paradigmatic case study of the
recognition of aesthetic innovation in critical and other discourses.

To provide an answer to the question; "What is aesthetic innovation in
Cinema?"

To elaborate cinematic aesthetics and aestheticization, how they are

constituted, their associated historically specific norms and values, and how
these shift.

_ Objectives

To apply a discourse analytic approach to a wide range of contemporary
reviews of Bonnie and Clyde, and to retrospective criticism.



Cinematic innovation?

How can the notion of innovation contribute to our understanding of films and the
cinematic experience? By innovation I do not simply mean technological change except
in the broadest sense, in which technological innovation has been previously considered
in relation to Early Cinema and the adoption of synchronised sound for instance. Instead I
intend to consider innovation in respect of the films themselves, their formal, aesthetic,
generic and other characteristics, as well as their associated production and reception
practices. I wish to outline ch@ potential benefits of the notion of innovation in providing
a model to understand cinematic development which complements existing textual
approaches such as historical genre studies. [ will begin by developing the implications of
innovation, with particular attention to its relevance to film as an industrial art, and

subsequently address its critical valuc.

An innovation is a novel product or production or management process that gains
widespread adoption within a specific industry sector or more general industry due to
recognition of its commercial advantage. Whilst the dictionary definition of innovation
simply stresses the aspcct of novelty, as an cconomic concept innovation is distinguished
from invention by the necessary condition of recognition of advantage and consequent
diffusion within the scctor. A clichéd example of the distinction between invention and
innovation would be the Ford Model T, which enabled the innovation of Fordist
production practices, while not necessarily being otherwise significantly different from
other early motorcars. A further example, VHS as a format popularised through the
availability of pre-recorded software, as against the technologically superior Betamax,
suggests both the intrinsic importance of reception, or consumer response, in relation to
an innovation, and the significance of historical analysis in determining the element of
innovation'. Both thesc cxamples also highlight the complex space in which innovation

occurs. Bridging adoption by consumers and imitation or influence within production by

\

! See John Edgar Sayce The Economics of innovation: the national and multinational enterprise in
technological change (Longman, London, 1974) for this conception of innovation. Also Stephen Prince 4
New Pot of Gold: Hollywood under the electronic rainbow, 1980-9 (History of American cinema
series)(University of California Press, Berkeley, 2000) p102 on the connection between VHS and
MCA/Universal, and the lawsuit against Sony and Betamax in respect of hometaping.



competitors, innovation encompasses various and multiple spheres of activity, perception

and discourse.

Innovation in film, then, can be associated with several necessary conditions. Innovation
implies novelty, success associated with this novelty, recognition of such, and
subsequently influence or imitation as adoption of the novelty within, or associated with,
other films. I shall develop each of these conditions before relating them more

specifically to a historical and critical approach to filmic development.

Novelty implies that the aspect of innovation is original, or new to the product in
question. However, novelty does not connote any particular significance to this aspect,
nor the degree of difference from the prevailing product(s). Hence, this concept of
novelty can encompass minor modifications or improvements to existing products.

Success at its most basic level equates with improved profits or profitability,
whether through increased sales or reduced costs. Below, I will expand the conception of

cinematic success beyond box office returns.

Recognition of the innovation, including its success and potential for further
success requires both a perception and the conceptualisation of this. Additionally for the
recognition to be manifest it will be evidenced by activity associated with this conceptual

stance, including discursive acts.

Finally, adoption of the innovation by the industry or sector will be achieved by
imitation and influence, with the incorporation of the innovative element in different
products, and the superseding of the pre-innovative form. It is worth noting that the
simple model of ihnovation suggests gradual and complete supercession of the previous

product or process, whereas historical instances would suggest resistance to this.

This all seems very dry and abstract, relevant to old-fashioned economic theories about
industrial change, but not particularly illuminating for the study of films and cinema. I

want to suggest, however, that the concept of innovation, and these hypothetical



conditions of innovation, can facilitate a productive approach to film and cinema in
relation to art and industry. In particular, innovation can provide an open model for
understanding cinematic change or evolution (in a non-teleological sense). This model
can both complement existing approaches which focus on stability and similarity, and
encompass a variety of perspectives on film, as potentrial elements of change. For
instance, possible innovations and novelties in film include aesthetic, narrative or generic
elements, yet also encompass performance (acting styles, and specific characteristics or
qualities of speech, music, gesture, movement and dance) and stars (individual personas
and star clusters). This non-exhaustive list, at least as I have developed several abstract
categories, hopefully illustrates the relevance of innovation to film as ‘artistic product’,

that is recognizing, whilst not essentialising, cinema’s status as art, medium and industry.

I am suggesting innovation can be applied to film as art, to film as a popular medium and
experience, and to the apparatus of cinemé, the complex configuration of production,
distribution, exhibition and reception, incorporating the cinematic industries. Innovation
provides a model for understanding both intertextual and industrial relations of films, and
groupings of films. These intertextual and industrial relationships between individual
films include chains of generic influence, and additional ways of conceiving of individual
films as similar but diffcrent. Innovation, then, constitutes a significant concern within
approaching films in tcrms of genres, cycles and production trends. Furthermore, whilst
being readily applicable to cinema with its industrial nature, I suggest that it is equally
relevant to other arts, providing an alternative to romantic and ‘great biographical’
approaches to art history and literature, and complementing a movement historical

approach.

In proposing the salience of the concept of innovation to art it is clearly necessary to
address paradigmatic notions associated with the artistic sphere that have conventionally
distinguished it from the industrial. Art as an elevated sphere, either in its particularly
modern and modernist identification of the artistic with creativity, originality and lack of
use value, or additionally in its ritualistic identification of the artistic with the sublime,

and potential spiritual or religious value has conventionally been divorced from its wider



context of production. More specifically, consideration of art has been delimited to
personal and communal expression, extending to the national or cultural level, but often
separated from commecrcial or industrial expression. The Frankfurt school, and
Benjamin’s writings on ‘aura’, are but one symptom of this dominant conceptual and
“discursive tendency in popular and critical thought.? I do not have the space here to
address this divorcement, but should address the conceptual overlap and variance of
terminology inherent in industrial as against artistic frameworks. I should also, albeit
briefly, relate the advantage of an industrial conception of novelty, say, in relation to
innovation, above novclty as a creative, singular, characteristic of an art work when

considered according to an artistic framework.

Novelty is valorised by a modernist conception of art. In particular, the avant-garde, and
indeed the very notion of the avant-garde, is concerned primarily with the new, both
formally and thematically, breaking boundaries, transgressing conventions, and, as it
‘were “authoring the future.” Of course, this notion occludes the critical response to
particular instances of novelty that might be deemed simply different, even perverse, and
not valued (novelty invariably carries a positive connotation in post-Enlightenment
contexts, though this might be minimised in association with consumer items). It
similarly occludes the relation of the novel aspect to the prevailing conventions, the
context within which the novelty is marked out. Within a romantic conception of the
genius of the individual artist, or alternat'ivel y of the artist’s connection to the zeitgeist,
this is not problematic — the novelty, the act of originality, is simply channelled or
plucked from out there, the noosphere or the cosmos. Further, the novelty is then used up,
and its subsequent influence restricted to the unoriginal. Yet if the novelty is to be
understood within its historical context, this type of approach is not particularly useful —
we can identify the novelty, cvaluate it (canonise it), but cannot formulate how it fits with

what went before or afler. An industrial conception, however, as foregrounding the

? Walter Benjamin ‘The Work of Art in the Age of Mechanical Reproduction’ from Gerald Mast, Marshall
Cohen and Leo Braudy (cd.s) Filut Theory and Criticism: Introductory Readings (Oxford University Press,
Oxford and New York, 1992) originally from Walter Benjamin /lluminations (Harcourt Brace Jovanovich,
Frankfurt, 1955), p217. “It is significant that the existence of the work of art with reference to its ritual
function is never entirely scparated from its ritual function.”

? Sandy Flitterman-Lewis 7o Desire Differently: Feminism and the French cinema (Columbia University
Press, New York, 1996) p81.



context of production might be commensurable with claims about the provenance of the
novelty, and furthermore about its currency and continued use. Whilst an industrial
conception that nevertheless accommodates transcendent sources of creativity is possible
- (the genius of the system)”, it is not inevitable. Novelty, in respect of the conception of -
innovation, is defined as an aspcct of the product that is new to that product, and does not
require a substantive difference from the prevailing product. Insofar as the novelty is
solely new to the product in question, it might be copied or transposed from a different
product. In fact, the majority of innovations might be considered to be minor
modifications of products, adopting aspects or characteristics from other sectors or other
types (genera) of products within the sector. This conception of adaptive novelty
corresponds, at least by analogy, to biological evolutionary models. When applied to art,
I suggest this sense of novelty, and hence of innovation, more suitably facilitates a
historical materialist account of change, rather than, say, a historical poetics’. Novelty, by
this conception, is both anchored in the contemporary, the moment of its activation, and
whilst sourced in the past also flows into its future. “But there is always something in the
work of art which is bound to lhe past and something which points to the future.”® The
mixed metaphors highlight the clasticity of the conception, in contrast to the singularity
that is the artistic novelty. Novclty is rclative and related to the historically specific
context of the production of both the work and the novel aspect. David Bordwell has
effectively outlined the ‘innovation’ of the jump cut in Godard’s 4 bout de Soufflé -
(1959), but in this article and his wider historical poetics the recognition and
interpretation of the distinctive stylistic figure by critics requires the conception of an
author or individual film artist, who the critics deem responsible for the arti’stic novelty. I
would suggest innovation is not predicated upon the social construction of the author, but

rather upon the social construction of films, as it were the distinct persona by which films

* For instance see Thomas Schatz ‘The Genius of the System: Hollywood Filmmaking in the Studio Era
(Faber and Faber, London, 1998).
* See Noel King ‘Hermencutics, reception aesthetics and film interpretation’ chapter 23 in Pamela Church
Gibson and John Hill (eds.) Oxford Guide to Film Studies (Oxford University Press, Oxford and New York,
1998). Neo-formalism is seen to be concerned with the analysis of conventions to note deviations, p215.
¢ Jan Mukarovsky Aesthetic Function, Norm and Value as Social Facts (University of Michigan Press, Ann
Arbor, 1970), p35.

-7 David Bordwell ‘Jump cuts and blind spots’ IVide Angle vol.6 no.1. See also his On the History of Film
Style (Harvard University Press, Cambridge, Massachusetts, 1997), and Richard Raskin ‘Five explanations
for the jumpcuts in Godard’s Breathless’ htp://imv.au.dk/publikationer/pov/Issue_06
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are characterized, and the interrclations between these, and their family resemblances and

differences (irrespective of their ‘parentage’). Hence, a historical materialist account of
-innovation would consider the contexts of production in terms of the discourses

characterizing related films, the related films themselves, and the characterization of the

novel aspect itself.

If my concéption of novelty within innovation is accepted, what is the implication upon
the necessary condition of success? Two significant points are worth making here about
what constitutes success for a film, or success for the film’s innovation. As a notion
success is vague or problematic, suggesting an either/or connotation of aesthetic success
or commercial success. Aesthetic success can be understood with regard to critical or
canonical acceptance, whercas commercial success relates to box office returns or gross
profits for the production companies. In both these respects it is useful to consider that
success is relative, that success for the innovation is understood as improving the critical
or commercial success of the film relative to its likely success without the innovation.
This is particularly significant in analysing innovations, recognizing that widespread
adoption might follow from small-scale success. The innovations of low or medium
budget films might be adopted by many other such films, or ultimately by higher budget
studio productions. The condition of recognition of success primarily requires a
perception of the relative advantage of the novelty. The perception might predominantly
develop with widespread success for the {ilm, but that is not necessary. All that is
required, in the first instance, is that in relation to the aspect of innovation, the novelty is
perceived as advantageous. That is, it is perceived as generically advantageous,
aesthetically advantageous for instance, with the advantage being relative to this

particular film and those of its type (budget, production context, genre.)

Emanuel Levy, in his wide-ranging discussion of the development of American
Independent Film suggests an analogous conception of such localised innovations, with
their dependence on particular audience groups, discursive frameworks and networks of

potential support and dissemination:



Artistic innovation occurs when existing conventions are violated, when artists
make — and audiences appreciate — new kinds of film. The film world provokés
some members — often from etimic minorities — to innovate. Some innovations
develop worlds of their own, others remain dormant for a while and then find
acceptance from a larger world, and still others remain curiosities.®
Clearly, this account corresponds to, for instance, aesthetic specificity, and potentially
innovation, in Queer cinema or the New African-American cinema. It also provides a
foundation for historical consideration of Independent film in general, in connection with
the network of support for independent film located most evidently in festivals and a
tendency in criticism utilising specialised discourses.” Another instance of an innovation
perceived as advantageous, at least in a specific context is the case of Dogme95,
particularly Dogme#!: Festen (1998). The Dogme manifesto, with its rules for film
production, ostensibly motivated by a desire for ‘truth’ in film and disdain for ‘illusion’
and ‘glamour’, received wider discussion with the heralded success of the first film made
according to the rules, Festen. In particular, the critical success of this film at Cannes led
to both increased awareness and international distribution deals. In the context of its most
wide-ranging reception, the intema‘tional art house network of exhibition and promotion,
Festen and concomitantly Dogme evidence a distinctive or novel aspect in relation to the
conjunction of aesthetic and mimetic characteristics. This novelty relates to the films
engagement with the conventions of the realist tendency in art cinema, but also its
technological innovation in the use of digital video within production. In respect of
realism, the films both conform to certain conventions of the realist tendency in art
cinema, yet also markedly deviate in foregrounding the filmmaking process. However in
another sense, the significant innovation of Dogme, in the examples of Festen and
Dogme#2: The Idiots (1998), is to establish a recognisable, distinct, transgressive realist
aesthetic, at least for a select audience. For Mads Egmont Christensen this is “more than

anything the result of overall excellent film marketing, of how the branding of a specific

8 Emanuel Levy Cinema of Outsiders: The Rise of American Independent Film (New York University
Press New York and London, 1999), p54.

? See E. Diedre Pribram Cinema & Culture: Independent film in the United States, 1980-2001 (Peter Lang,
New York, 2002) p xiii on the discursive formation of independent film. See also Chuck Kleinhans
‘Independent features: hopes and dreams’ p321 in Jon Lewis (ed.) The New American Cinema (Duke
University Press, Durham and London, 1998).



“family or type of films can be achieved; and of how a carefully constructed set of creative
rules of limitation can be ﬁti]ized not only as a strong foundation for artistic endeavours
but also as a true concept for the promoting of an entire range of specific films.”"°

Dogme’s innovation, then, is not limited to its aesthetic characteristics, but extends to a

novel method for constructing a distinct and appealing brand identity associated with low

or medium budget Danish films. This branding then enables their international
distribution. I would suggest, however, that the innovation of Dogme ultimately
synthesizes aesthetics and promotiohal strategy, with the foregrounding of the films’
aestheticized non-aesthetic [or variously its aesthetic of renunciation, or anti-aesthetic, or
mistakeist aesthetic], both formally within the films, and in combination with the
discourses around the film, particularly for a select audience aware of the rules for their

production (notably being shot on location, with hand held camera, utilizing natural or

available light and synchronous sound).

Proceeding to the condition of influence, or adoption, it is possible to begin to outline
how innovation constitutes a model for understandihg industrial and intertextual relations
between films. Beginning with recognizable groupings of films, I would suggest that both
cycles and movements are examples of the adoption of advantageous industrial and
textual strategies across individual films within a particular sector of the industry even if
movements are not ordinarily narrativized as such.'' Cycles immediately conform to the
industrial conception of innovation, and constitute distinct groupings of films, that exhibit
significant industrial and intertextual similarities. The influence of one film upon others, -
or conversely the aspect of imitation as it were, constitutes the key intertextual relation
between individual films, particularly in respect of the originating film, if one is accepted
as such. The degree of similarity is determined in respect of the imitated element. This
element might spread across genre boundaries, or might simply constitute a short-lived

characteristic of the sub-genre. Movements are similarly cycles by another name, with the

N

1 Mads Egmont Christensen ‘Dogma & Marketing’ in P.O.V. 10 Aspects of Dogma
http://imv.au.dk/publikationacr/pov/Issue_10/section_4/artc1A.html

' As the examples in the note below attest, movements are commonly narrativized as a group of )
filmmakers, who develop a shared style or ethos, rather than individual filmmakers and their respective
production companies adopting the successful aesthetic and economic strategies of their immediate
forebears.
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assumed distinction that they are not industrial in nature, meaning simply that their
production context is more marginal, at least for a giobal, mainstream market.'? The
significance of the French New Wave, Neorealism, or the New German cinema to the art
sectors of these national cinemas cannot be denied, even if they succeeded to varying
degrees in influencing the dominant industries. Innovation, as one aspect of the process
of differentiation that marks out a movement, or distinguishes a ‘national’ cinema at a
particular historical juncture, again corresponds to both the industrial and intertextual
relations of this grouping of films. Conversely, an example of Hollywood cinema
distinguished at a specific point in history, the New Hollywood or Hollywood
Renaissance originating in the period 1967-9, illustrates the possibility of innovation in
this context. Levy notes the significance of Bonnie and Clyde (1967) and Easy Rider
which he argues enabled the entry of a new generation of film direcfors, and suggests
“[t]hese filmmakers established their reputations by making innovative films within the
studio system.”13 Variously, Bonnie and Clyde and The Graduate have been perceived as
béing responsible for: demonstrating an audience for “films that were visually arresting,
thematically challenging, and stylistically individualized”'*; initiating a shift in
Hollywood film form that corresponded to changes to its economic structure and target

audience'’; in the case of Bonnie and Clyde, for instigating a succession of generic

2 In film histories movements are predominantly treated as groups of filmmakers aligned by their shared
artistic or political values, and dissociated from their economic or industrial context. Examples of studies in
which Neorealism, the French New Wave or New German Cinema are considered in this way include:
Gerald Mast 4 short history of the movies (Oxford University Press, Oxford, 1984); Morando Morandini
‘Italy from Fascism to Neo-Realism’ in Geoffrey Nowell-Smith (ed.) Oxford History of World Cinema;
Anton Kaes ‘The New German Cinema’ in Geoffrey Nowell-Smith (ed.) Oxford History of World Cinema,
Eric Rhode 4 History of the Cinema: From its origins to 1970 (Allen Lane/Penguin, London, 1976); Jack
C. Ellis A History of Film (Prentice Hall, Englewood Cliffs, New Jersey, 1979) and Arthur Knight The
Liveliest Art: A panoraniic history of the movies (Mentor/New American Library, New York, 1957).
Exceptions where connections with the industry are noted, in relation to production financing or
distribution are: David Bordwell and Kristin Thompson Film Art: An introduction (3™ Edition) (McGraw-
Hill Publishing Co, University of Wisconsin, New York etc, 1990); Peter Graham ‘New Directions in
French Cinema’ in Geoffrey Nowell-Smith (ed.) Oxford History of World Cinema; and David A. Cook
History of Narrative Film in the cases of the nouvelle vague and New German Cinema.

"> Emanuel Levy Cinema of Outsiders, p21.

" David Cook ¢ ‘Auteur cinema’ and the ‘Film Generation® in 1970s Hollywood’ in Jon Lewis (ed.) The
New American Cinema, p12. ’

13 Calvin Pryluck ‘Front Office, Box Office and Artistic Freedom: An aspect of the film industry 1945-69°
inJournal of Popular Film vol. 3 no 4 (1974). Also note Calvin Pryluck ‘The Aesthetic Relevance of the
Organization of Film Production’ in Cinema Journal vol. XV, no 2 (Spring 1976) in which he suggests
“The development of film forms is the result of individuals working with a confluence of forces which
constrain and facilitate the production of certain kinds of films at particular moments in history.”
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transformations to the Gangster and Western genresm; and as the beginning of
Hollywood’s artistic renaissance'’. Given the contested significance of these films,
particularly Bonnie and Clyde and The Graduate it is useful to consider them in relation
to Levy’s conception of innovation.
How does innovation occur? Films as art works require elaborate collaboration
among specialized personnel. The terms of co-operation have been established
and routinized by Hollywood in conventions that dictate the concepts, forms, and
materials to be used. Conventions also regulate the relations between filmmakers
and audiences, specifying their rights and obligations. Because filmmakers and
audiences share similar norms and conventions, most films evoke predictable
emotional effects. Arguably, the most important element in innovation is playing
against audience expectations, sincé most American filmmakers go out of their

way to fulfil those expectations.'®

Innovation that incorporates play against audiences might necessarily engender
resistance. Furthermore, the success of innovations depends "on the degree of acceptance

from audiences"'’

, or both finding an audience, and overcoming resistance from older
practitioners, critics and conservative audiences. Bonnie and Clyde and The Graduate
stand out as the clearest examples of films adopting aestheticization as a general aesthetic
approach, as I shall elaborate in my chapter six, influenced by films of the French New
Wave, but within a Hollywood narrative form, and finding box office success, critical

recognition®®, albeit with certain difficulties, and an appreciative younger, educated

' John Cawelti ‘Tradition and Transformation’ intro to Cawelti (ed.) Focus on Bonnie and Clyde (Prentice
Hall, Englewood Cliffs, New Jersey, 1973) and also ‘Chinatown and generic transformation in recent
American cinema’ reprinted in Mast, Braudy and Cohen (eds) Film theory and criticism, p498.

' Glenn Man Radical Visions: American Sfilm renaissance 1967-76 (Greenwood Press, Westport,
Connecticut, 1994). Mann suggests Bonnie and Clyde “wedded modernist narrative techniques with the
classical style, demystified and transformed traditional genres, and foregrounded a consciousness of the
cinematic process.” See also Diane Jacobs Hollywood Renaissance (A.S. Barnes and Co, South Brunswick
and New York, 1977) and Peter Kramer ‘Post-classical Hollywood® chapter 26 in Joanne Hollows, Peter
Hutchings and Mark Jancovich (eds.) The film studies reader (Arnold, London, 2000).

*® Emanuel Levy Cinema of Outsiders, p53-4.

¥ Ibid, p54.

%9 See Janet Staiger ‘With the compliments of the autcur’ chapter 9 in Janet Staiger Interpreting Films:
Studies in the historical reception of American cinema (Princeton University Press, Princeton, 1992). Some
criticism of both Bonnie and Clyde and The Graduate characterizes them by an expressive approach,
emphasising the director.
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audience segment. As Steven Alan Carr has put it, Bonnie and Clyde “stood established

film criticism on its head and passionately divided its audience.”?!

Beyond cycles and movements we have genre and productions trends, alternative and
complementary understandings of how to group films and bear in mind their contexts of
production. Needless to say, I suggest that the notion of innovation enhances the capacity
for each of these approaches to model cinematic development. However, from my list of
possible aspects of innovation, and the necessary condition of adoption, I would suggest
by implication that innovation is also a useful concept for ‘genre-like’ groupings of films,
industrially based and recognized, configurations of films whiéh might share similarities
beyond those ordinarily recognized as genres and movements. Hence, these similarities,
which originate with innovation, might encompass aesthetics, stars, performances and
narrative types or modes. To justify the validity and value of such ‘genre-like’ groupings
I shall elaborate upon the process of recognition of influence, that is of similarity and
innovation. Industry practices, as well as the dominant critical heuristic, characterize
individual films in relation to, or by association with, other familiar films. I suggest that
these connections, or perceptions, constitute significant intertextual relations, and '
discursively developed industrial relations, and provide a key to complement existing

approaches to film such as genre, stars and auteurism.

How is innovation recognized? Critics or the trade press might rarely characterize films
as innovative upon theatrical relcase. Or the notion of ‘innovation’ might only be deemed
appropriate to technological change and kinds of spectacle. For instance, the
photorealistic 3-D animation of Pixar’s Toy Story (1995) or the Omaha beach sequence in
Saving Private Ryan (1998) exemplify divergent !(in’ds of spectacle that are readily
considered in terms of ndvelty, either in terms of the application of Computer Graphic
Imagery in a feature film, or in the case of Spielberg’s film the graphic representation of
battle violence in the context of a World War 2 epic. However, with the continued

dominance of popular criticism by a combination of humanist, auteurist and modernist

2! Steven Alan Carr ¢ “From fucking cops! to Fucking Media!”: Bonnie and Clyde for a Sixties America’ in
Lester Friedman (ed.) Arthur Penn''s Bonnie and Clyde (Cambridge University Press, Cambridge, 2000),
p86.
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frameworks, novelty is valued as providing fresh insight, as the genius of the auteur or as
creativity itself. If innovation is not explicitly recognized, in critical of industrial
discourses, how is it recognized? If innovation is not initially recognized explicitly, how
is it recognized implicitly? Again, I would propose certain necessary conditions that
might aid the identification of such recognition. Whether the novelty of the innovation is
recognized as such is less significant than that this aspect is perceived as distinct. Further,
the distinct aspect, the novelty, is necessarily associated either with success, or some
improvement in' the film. This improvement, or addition in value, is clearly relative and
subjective, but industrial or critical discourses might explicitly valorise the novelty
without characterising the novelty in relation to innovation. Recognition of this distinct
“aspect and value is sufficient for imitation or influence to occur. It is not necessary for
recognition to be universally manifested, or even evidenced amongst a majority of critics
and filmgoers. If a particular audience segment express a response that recognizes
innovation or value in a novel aspect, and alongside this, or subsequently, a particular
sector of the film industry adopts or imitates the novel aspect, then innovation has been
‘recognized as such. Diffusion of this recognition need not spread to everyone. In fact
innovations might be most apparent to the audience associated with the particular genre
or cycle of film in which the innovative film exists, and likewise in the sector of the
industry similarly associated with this type of film. Innovation is relative and specific to a
sector or film type. Recognition of a distinct aspect and value is not sufficient in itself to
constitute innovation. Only when imitation or adoption of the distinct aspect follows is
innovation marked. As such what is significant to the analysis of innovation is the
industry recognition of public recognition of innovation, traces of which might be found
in trade press discourses as well as less tangibly in the influence in films. Traces of this
industry recognition and imitation might include references in marketing epiphenomena
for individual films, although not often verbally explicit.”* Alternative indexes of
recognition and influence might include equivalence or imitation in the graphics and
iconography of promotional material, posters, trailers and the like. Further, films which

display the influence of innovative films often share more fundamental characteristics,

22 Specific examples of films that are cited as being imitated by a range of reviews include Morgan: A
Suitable Case for Treatment (1960) in reviews of The Graduate, or Bonnie and Clyde in reviews of In Cold
- Blood (1967), as I shall develop in chapter five.
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such as particular stars, and will selectively invoke associations of the imitated film in
their discourses of self-promotion, at all levels, from the biographical details given about
stars and directors in press packs to the vocabulary of hyperbole in print ads. One such
example is the intertextual relationship between Se7en (1995) and Silence of the Lambs
(1990). Whilst the Press Release for Se7en, the later film, only referenced Silence of the
Lambs incidentally in relation to Howard Shore, the composer for both, a majority of
reviews made this generic connection explicit. This was utilized within the promotion of
Se7en in its opening week ads, quoting from reviews favourably comparing their film
with Silence of the Lambs, in terms of affect and connotations of quality.? Subsequently,
a cycle of police procedural thrillers traded on their similarity with Se7en, sharing stars,
notably Morgan Freeman in Kiss the Girls (1997), and graphic strategies for promotional
posters, dark or murky compositions with contrasted, distinctively type set titles

(additionally 8 mm, 1999).*

The examples I have elaborated so far touch on what might be developed as the
methodological implications of innovation analysis. Since the object of study is to be the
mediated traces of recognition as well as textual evidence of influence or adoption,
innovation as a model most readily corresponds to a historical reception approach which
combines attention to the intertwined discourses of popular and industry reception.
Industry and popular reception are particularly articulated in the intermediate sphere of
popular criticism, with reviews in the trade press providing a proxy for the reception of
the film amongst exhibitors. Popular reception is also significantly evidenced, albeit in
mediated fashion, in box office figures, favourite star and film polls, and in the minutiae

of popular film culture and media coverage. Industry approbation is similarly evidenced

2 See my paper ‘The Persona of Se7en” which claborates this, and further my unpublished M.A. thesis
‘Se7en: A case study in economic reception’. The review blurbs in the quote ads that ran the week before
the U.S. release of Se7¢n emphasised comments "comparing the film favourably to 'The Silence of the
Lambs™ to complement the Siskel and Ebert two-thumbs-up evaluation. See Maria Matzer ‘Selling Seven’
in Hollywood Reporter (1996) Case Study on the marketing of New Line’s Se7en, Movies and the Media
Special Issue, vol. 342, no. 42, 18 June S13-15.
* Reviews for Kiss the Girls referred to Se7en and Silence of the Lambs, the former in relation to Morgan
Freeman. Examples include Empire 4/1998, whilst John Wrathal Sight and Sound vol.8, issue 3, March
1998, p52, solely referenced similarities to Silence of the Lambs. Mark Kermode’s review of 8mm in Sight
“and Sound vol. 9, issue 5, May 1999, p45 suggests this film tries to ‘recreate Se7en’s visual style’ as well
as sharing its screenwriter.
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in annual awards, particularly the Academy Awards. More explicitly, but commonly less

available to the researcher, industry and popular receptions are conjoined by mechanisms
“of feedback, after exhibition, but also pre- and post-production market research and
| concept, title and audience testing.”” This further indicates the compatibility of innovation
analysis with case studies and piecemeal approaches. As David Bordwell’s work on the
history of film style has suggested, overarching and ostensibly exhaustive historical
accounts of developments in film are prone to reduction and to fitting their analyses to
their wider interpretations. A piccemeal approach, in contrast, allows for historical
knowledge to be built up from individual studies which each adopt varying approaches

and emphases, that are nonetheless suitable to their distinct object of study.?

Another significant factor elided by my identification of the recognition of innovation by
a select audience is that innovation is a value-laden term. As such the element of
“innovation will be valued or not in relation to tastes. We might, hence, associate the
recognition of innovation with both discourses of recognition and discourses of
misrecognition. “Two critics might hold antithetical views regarding the relative aesthetic
merits of a film, and yet both serve to define the same terms by which this debate is
concluded.”® Likewise, the distinctive aspect, the novelty in the innovative film might be
characterized as possessing merit. Alternatively this element might be deemed as a
failing, or more specifically seen as corresponding to a lack in credibility, or a mistake in
terms of production values. David Bordwell and Janet Staiger have both emphasised the
need for an at least nascent auteurist approach to enable critics to recognize distinctive
stylistic figures or effects as valuable, or.even to recognize them at all.”® This last
suggestion also problematizes my identification of recognition with discourses — the

recognition of innovation might not be articulated, or it might not be fully articulable.

% See Justin Wyatt High Concept: Movies and Marketing in Hollywood (University of Texas Press, Austin,
1994). Also in relation to title testing and feedback see Olen J. Earnest ‘Star Wars: A case study in motion
picture marketing’ in Bruce Austin Current Research in Film: Audience, economics and the law Vol. 1
(Ablex Publishing Corporation, Norwood, New Jersey, 1983) and Thomas Simonet ‘Market Research:
Beyond the Fanny of the Cohn’ in Film Comment Jan./Feb. 1980.

% See David Bordwell On the History of Film Style, pp6-7, on ‘revisionist’ approaches to the history of
film which benefit from ‘fine grained’ research. '

277 Douglas Gomery and Robert Allen Film History: Theory and Practice (Knopf, London, 1985) p94

%8 David Bordwell ‘Jump cuts and blind spots’. Sce also Janet Staiger Interpreting Films, chapter 9 ‘With
the complements of the auteur’, p198.
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The innovation, if sufficient, might exceed the scope of the critical vocabulary. If the
innovation is sufficiently novel it might correspond to a rupture in the critical vocabulary
required to articulate it, or to a parallel innovation in criticism. Conversely, the
innovation might only be recognizable as such in one of two or more contested or
competing critical frameworks, as I explore at great length in the case of Bonnie and
Clyde in chapters two and three. However, contested or competing critical frameworks
also bear a more significant relation to wider shifts in value frameworks, and tastes in
films. Contestation around innovation in films also corresponds to non-cinematic value
frameworks (particularly relevant to avant-garde or oppositional films which transgress

thematic boundaries as well as formal conventions).29

Innovation, as I have outlined it, provides an open model. Individual instances of
innevation may vary in kind, the mechanisms or processes of recognition and adoption,
the extent or sphere of diffusion of adoption all might differ from case to case. Similarly,
- the evidence of innovation will differ in relation to broader changes to the film industries
and popular film culture, but as the induétry is not static so the notion of innovation is
applicable throughout cinematic history. In chapter two I develop a detailed case study of
the critical reception of Bonnie and Clyde, and relate this to the contestation and
recognition of aesthetic innovation associated with the film. However, I will first explore

the notion of cinema aesthetics, and more spccifically aestheticization.

% On the relation between responses to films and more general value frameworks see Torben Grodal
Moving Pictures: A new theory of film genres, feelings and cognition (Clarendon Press, Oxford, 1997).
Specifically he elaborates ‘cognitive’ or emotional filters, p209-210, the notion of saliency, p219, and
extradiegetic motivation, pp220-222.
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~ Aestheticization in cinema

In order to address the notion of aestheticization, and relate it to -particular instances in
cinema, I wish to initially introduce a consideration of aesthetics. I shall refer to a variety
of conceptions of the aesthetic, but primarily draw upon the discussion of aesthetic
function, aesthetic norms and aesthetic values found in the work of Czech post-formalist
Jan Mukarovsky. I shall depart from Mukarovsky in considering aesthetic norms in the
cinema. In proceeding to défine aestheticization, I draw upon Wolfgang Welsch, and
outline arguments around the recognition of aestheticization, as well as developing a
speculative typology of aestheticization. I shall relate this typology to instances of
aestheticizétion in particular films, concentrating upon Bonnie and Clyde and other films

“ from the Hollywood Renaissance.

Aesthetics can be defined both as a sphere of knowledge (most commonly a field of
philosophy) concerned with the artistic and notions of beauty, or conversely as the realm
of art, beauty and associated sensuous responses. Alternatively, aesthetics has been
identified with a mode of perception or attitude, primarily, but not necessarily, applied in
appreciation of art and beauty, but given expanded significance within the German
philosophical tradition. Welsch notes the multiplicity of connotations of the aesthetic, and
following Wittgenstein, suggests aesthetics cannot be fully elucidated. Aesthetics is not
amenable to strict definition, for instance by idehtifying shared characteristics common to
multiple and various applications of the concept, but rather is governed by ‘family
resemblances’,*® an aggregation (or evolution) of relationships, whether connections or
associations. Whilst in the Platonist tradition’ aesthetics is identified with the investigation
of the ideals of beauty, of form and composition, and these ideals themselves, post-
Enlightenment scholars have admitted the potential subjectivity, relativity (at least in
terms of historico-culturally speciﬂc contexts) and more generally pluralism of aesthetic

‘ideals. *' This has clearly contributed to the expansive conception of the aesthetic.

*® Wolfgang Welsch ‘Aestheticization Processes: Phenomena, Prospects and Distinctions’ in Theory,
Culture & Society (Sage, London, Thousand Oaks and New Delhi, 1996) vol. 13 (1), p5-6.

3! Ibid. Aesthetics as a term originates with Baumgarten but the study of art and beauty, and artistic ideals
and values precedes this.
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‘Sometimes it related to things beautiful, or merely pretty, sometimes to styling,
sometimes to virtualization and so on. Furthermore, its point of reference also varied:
sometimes it was concerned with the characteristics of objects, sometimes with

32 Welsch argues

associative dimensions, sometimes with the manner of reality’s being.
that the ambiguity of the term does not invalidate the usability of the concept. He
suggests the concept is workable provided that in its use the ‘family resemblance
structure’ is acknowledged and there is ‘attention to the position of a usage within the

*3_ Hence, ‘one can then not only precisely determine singular

complete field of meanings
usages, but also do justice to the diversity of meaning of the aesth_etic.’34 Consequently I
shall focus on Mukarovsky’s concepts of aesthetic function, aesthetic norm, and aesthetic
value. These notions will anchor my discussion in terms of precise usage, not simply in
respect of their suffix qualifiers, but also in respect of exactly how Mukarovsky defines
each in relation to the realm of art (and wider sensuous realm), collective understandings,
and a wider framework of systems of language, science, religion and politics.
Furthermore, I shall subsume under the aesthetic all its possible meanings, but situate
them in relation to particular discursive formations, attempting to maintain precision and

élarity. Hence, before elaborating Mukarovsky’s particular concepts, I shall address a

variety of key issues from the conceptual field of the aesthetic.

Aesthetics is not definitively demarcated — ‘there is no definite border between the
aesthetic and the extra-aesthetic’.>® I suggest a corollary of this is that the aesthetic is not
exclusively located in the material, experiential or epistemological realms. The aesthetic
element is not restricted to the physical embodiment of the work of art. Nor is it simply
~constituted by the phenomenological aspect, the response to the work, or the attitude
necessary to engage with the work. Finally, whilst the notions of aesthetic norms or
conventions, as well as aesthetic value, might suggest the aesthetic encompasses a sphere

of knowledge, it is not limited to this. Since the aesthetic canbe considered in relation to

*2 Ibid, p5.

3 Ibid, p6 and p8 on ambiguity.

** Ibid. See also Barbara Hernstein Smith Contingencies of Value: Alternative perspectives for Critical
Theory (Harvard University Press, Cambridge, Massachusetts and London, 1988), pp34-36 on the variety
of definitions or meanings of ‘aesthetic’.

3 Mukarovsky Aesthetic Function, Norm and Value, p1.
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any one of, or any combination of these realms there is further diversity of meanings of
the aesthetic. Hence, whilst the aesthetic might frequently be treated as synonymous with
the material realm of artistic production, it both exceeds available notions of art, and also
participates in expanding what is accepted as art. Yet the aesthetic might also be
considered as a quality of the individual work of art, and so have a reduced, as it were
secondary, status. Similarly, where aesthetics is located in the perceptual or experiential
realm, it might be considered as governing all responses to art, and all other objects of
perception that might be perceived in a corresponding fashion. However, the aesthetic
might also be restricted to a particular, and subjective, attitude towards the art object.
Again, this might be an attitude of secondary order, which heeds certain characteristics of

the individual art object and excludes others.

One reason to limit consideration of the aesthetic to the material realm of art is the
avoidance of an unrestrained subjectivity permissible if aesthetics is situated in the
phenomenological realm. The potential consequences of allowing unrestrained
subjectivity are manifold, but can be reduced to two main objections — firstly, art works
are reduced to the contingencies of their reception, and secondarily, an aesthetic attitude
can change any object ‘into an aesthetic object’. I will elaborate upon each of these

consequences in due course.

“Another way in which the aesthetic has been limited in respect of the I;henomenological
realm is to distinguish between direct sensation, and a higher, reflexive response, and to
propose that aesthetics involves the sublimation of the former by the latter. Welsch,
summarizing Kant, suggests: ‘This is the birthplace of the aesthetic sense: of taste. This
evaluates objects not according to vital interests (as alluring, pleasant-tasting; nauseous or
the like) but rather in terms of a higher reflexive pleasure or displeasure: as beautiful,
harmonic, ugly or disturbed.”*® This response, which I shall later reconsider in relation to
aesthetic function, aesthetic norms and aesthetic values, particularly the interplay
between these latter two notions, by which aesthetic evaluation is dependent on acquired

tastes informed by collectively constituted criteria and awareness of norms, might be

%% Welsch ‘Aestheticization..” p7.
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associated with the disinterested and selective character of the aesthetic attitude. The
‘disinterested’ aesthetic attitude is a consequence of this characterisation of aesthetic
reSponses as second order: “Aesthetic reactions ... ‘are value judgements of the second
order which are derived from a centrally dominant value, they consider the useful and
harmful in a purely affective mode and are therefore absolutely volatile and
“dependent.””’ This ‘disinterested’ attitude can be associated with Nietzsche, and the post
Kantian German tradition within aesthetic philosophy. Whilst being disinterested the
aesthetic attitude remains selective, and exclusionary: “Reflected aesthetics always
encourages one to be aware of the twofold relationship between heeding and excluding.
To see something is constantly to overlook something else.”*® The aesthetic response, or
attitude, is distinguished from the non-aesthetic, due to its reflexive, learnt and selective
nature. Similarly Virgil Aldrich marks the differentiation between the ‘aesthetic mode of
perception’, defined as ‘prehension’, from the non-aesthetic mode of perception,
straightforward ‘observation’.*® If the aesthetic attitude is evoked by the individual work
or art, then it is reasonable to consider this evocation in relation to the aesthetic fuﬁction,
aesthetic norm, and aesthetic values. I shall also resume consideration of the potential
subjectivity of aesthetic resplonse, and individual, or indeed individualist, aesthetics,

when I engage with recognition of aestheticization.

Mukarovsky defines the aesthetic function in respect of several examples, and in contrast
to various extra-aesthetic functions, for instance the symbolic, communicative and
commercial functions. The aesthetic function correspondé with the artistic sphere in that
the dominance of the aesthetic function in the art object is ““unmarked’, whereas
domination by another function is marked.”* It is normative that the aestﬁetic function
dominates in the art object. “But an active capacity for the aesthetic function is not a real

property of an object, even if the object has been deliberately composed with the

37 Paul de Man in his intro to Hans Robert Jauss Toward an aesthetic of redemption (Trans Timothy Bahti)
(Harvester, Brighton, 1982), p xix. This quote is related to Nletzsche
8 ~, Welsch “Aestheticization..” p18.

3 This concept is cited in George Dickie Aesthetics: An Introduction (Pegasus traditions in philosophy)
(Pegasus, New York, 1971), p57. See also Abraham Kaplan ‘The Aesthetics of the Popular Arts’ Journal of
Aesthetics and Art Criticism Spring 1966, p355 on the distinction between perception and recognition in
relation to aesthetics.

40 Mukarovsky Aesthetic Function, Norm and Value, p7.
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aesthetic function in mind. Rather, the aesthetic function manifests itself only under

! In summarizing the nature of the

certain conditions, i.e. in a certain social context.
aesthetic function, Mukarovsky draws three conclusions that further outline its specific
distribution and characteristics: “1. The aesthetic is, in itself, neither a real property of an
“object, nor is it explicitly connected to some of its properties. 2. The aesthetic function of
an object is likewise not totally under the control of an individual, although from a purely
subjective standpoint the aesthetic function may be acquired (or, conversely, lost) by
anything regardless of its organization. 3. Stabilizing the aesthetic function is thus a
matter for the collective and is a component in the relationship between the human
collective and the world.”** Hence, for Mukarovsky the aesthetic functibn is not
immanent, but is rather regulated by discourses, or in Mukarovsky’s terms, the systems of
language, science, religion, politics and so on. In this respect, the aesthetic function is
historically, as well as socially and culturally, variable. Additionally, the aesthetic
function might be evidenced in connection with the properties of the whole, or of
particular elements, 6f the work of art, but these properties will be similarly variable — the
“aesthetic function causes maximal focus of attention on any given object”, isolating
those properties deemed aesthetic or artistic in the specific context,” in relation to
aesthetic norms. The aesthetic functioh is constituted, then, by the mediation, or

organisation, of extra-aesthetic elements, including meanings or content.

Jauss, following the Prague school, suggests “the aesthetic is defined as a principle of
mediation and a mode of organisation fof extra-aesthetic meanings.”** In a similar sense
Marcuse designates the aesthetic as being systemic. But rather than associating it with the
organisation of the extra-aesthetic he identifies the aesthetic with the transformation or
extra-aesthetic elements. Referring to the traditional distinction between form and

“content, Marcuse argues: “Aesthetic form is not opposed to content, not even

I Ibid, p3.
*2 Ibid, p18.
- Ibid, p21.
* Jauss Toward an aesthetic of redemption, p108.
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dialectically. In the work of art, form becomes content and vice versa.”® It is in the

transformation inherent in this ‘becoming’ that the work of art is both a work and art.*

VWhilst the aesthetic function is characterized by variability, aesthetic norms serve to
provide stability to aesthetics. This stability is partial and relative, since aesthetics and
aesthetic values are not reducible to a single, fixed set of properties and criteria. Instead,
the aesthetic norm is open to violation and superseding. “The norm is thus based on a
fundamental dialectical antinomy between universal validity and mere regulative or even
orientational potential which implies the conceivability of its violation.””*” The norm is
thus “a mere background to constant violation,” at least within modern art. Each work of
art might be considered to observe the norm in certain respects, and to transgress the
norm in others. However, it should be added that there is never a single dominant
aesthetic norm. Furthermore, no single aesthetic norm is exhaustive, governing all aspects
of the art work. Rather, Mukarovsky emphasises the “multiplicity of aesthetic norms (the
co-existence of mutually competing norms)**® Furthermore, any aesthetic norm is
historically specific, a historical fact as Mukarovsky notes, which changes through time.
“This is a necessary result of its dialectical nature which was noted earlier. The aesthetic
norm undergoes temporal change simultaneously with other types of norms. Every norm
changes by virtue of the fact that it is constantly being reapplied, and it must adjust itself
to new circumstances which arise as a result of these new applications.”® Aesthetic
norms shift alongside other norms, moral and intelleciual for instalice, but it is in respect
of the new work of art, these ‘new applications’ that aesthetic norms are called into
question, or violated. Each work of art is bound to the norms of the past and present in
certain ways, in respect of particular elements or properties, but might also contain

elements, or feature properties that do not conform. “A work of art is always an imperfect

% Herbert Marcuse The Aesthetic Dimension: Toward a critique of Marxist aesthetics (Papermac,
Macmillan, London, 1979), p41.

% This notion of the work of art as both work and art is discussed by Jauss in relation to the ideas of Kosik
and Marx in Toward an aesthetic of redemption, p15.

v Mukarovsky Aesthetic Function, Norm and Value, p26.

%8 Mukarovsky Adesthetic Function, Norm and Value, p31. In contrast to Mukarovsky, Abraham Kaplan
“The Aesthetics of the Popular Arts’ pp363-364 associates all aesthetic innovation with the repudiation of
standards, as it were norms and values.

* Mukarovsky Aesthetic Function, Norm and Value, p31.
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applfcation of aesthetic norms. It destroys their previous form not through involuntary
necessity but deliberately and hence, as a rule, very perceptibly. The norm is constantly
being violated.”® This constant violation corresponds to art in certain historical and
cultural contexts, particularly modern art, but cannot necessarily be attributed as an
essential characteristic of art. Yet the potential for violation of aesthetic norms, and the
collective recognition of norms which enables the observation of these violations, is
inherent in the notion of norm, however strong the tendency to “revolts against reigning
norms.”! Mukarovsky'speciﬁes that violation is not simply non-adherence, but “the
relation between a chronologically prior norm and a new norm which is different from it,

d.”* Violations might be distinguished from

and which is in the process of being forme
singularities, elements or properties of the work of art that do not conform to the aesthetic
norm, but do not presage an alternative norm, i.e. elements or properties that cannot be
associated with an aesthetic function. Rather, violations arise, and are observed, in

respect of competing aesthetic norms, and the mutual intolerance of competing norms.>®

The novel work of art will be considered primarily in terms of its violation(s), rather than
those aspects whic'h.observe the established norm. “When a work of art first appears in
public it can happen that only those aspects will stand out which differ from the past.
Later, we always become aware of connections with that which preceded the work in the
~evolution of art.®* I previously alluded to Jauss’s notion of aesthetic distance, “the
disparity between the given horizon of expectations and the appearance of a new work,
whose reception can result in a ‘change of horizons’ through negation of familiar
experiences or through raising newly articulated experiences to the level of
consciousness.” Jauss’s concept of the horizon of expectations encompasses the range
of aesthetic possibilities given the background of aesthetic norms, aesthetic values, and

the accumulated body of aesthetic works; * ‘perceived against the background of other

% Mukarovsky Aesthetic Function, Norm and Value, p33.

3! Mukarovsky Aesthetic Function, Norm and Value, p33.

32 Mukarovsky Aesthetic Function, Norm and Value, p33.

33 Mukarovsky Aesthetic Function, Norm and Value, p27.

3% Mukarovsky relates this observation to Manet’s ‘Dejeuner sur I’herbe’ with its parallels to Courbet which
were less perceptible at its unveiling, Aesthetic Function, Norm and Value, p35.

55 Jauss Aesthetic Function, Norm and Value p25; his Thesis 3.
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works of art and in association with them’ as Viktor Shklovsky formulates it.”>¢ Whilst
Jauss extends the notion of horizon of expectations beyond the aesthetic (or rather
literary) possibilities of the context of production, with an equal emphasis upon
hermeneutics, and the possible meanings or understandings of a work at a given time, he
recognizes the importance to literary history of “whether this horizon of expectations can
be objectified.””’ While Mukarovsky’s definition requires that aesthetic norms and values
are collectively constituted, I shall consider how this collective constitution occurs and
how it might be analysed by the historian. I shall develop how violations are recognized.
I also elaborate aesthetic value in more detail below. It is in respect of the competing and
mutually incompatible aesthetic norms, and additionally the mutual alienation of different
aesthetic values, that aesthetics and the realm of art can be characterized as an essentially

contested concept.

I previously discussed the ambiguity of the term ‘aesthetics’, unified only in terms of
family resemblances. I should also account for the contested nature of aesthetic norms
and values, which contribute to the shifting of the point of reference of ‘aesthetics’.
Gallie’s notion of an ‘essentially contested concept’ is useful, in this respect, and Gallie
does apply his notion to aesthetics, at least under the rubric ‘art’. Gallie suggests certain
key concepts, including art and religion, are inherently open to rational dispute
concerning their definition and use. Such disputes “although not resolvable by argument
of any kind, are nevertheless sustained by perfectly respectable arguments and evidence.
This is what I mean by saying that there are concepts which are essentially contested,
concepts the proper use of which inevitably involves endless disputes about their proper
uses on the part of their users.””® Gallie further posits four key characteristics for an
essentially contested concept (beside other criteria that are not relevant in this instance),
and these might be useful in accounting for the contested state of aesthetics. Additionally,
these characteristics might provide a viable model for understanding the relation of

competing contemporaneous aesthetic norms and values, and how these are observed by

%8 Jauss Aesthetic Function, Norm and Value, p17.

57 Jauss Aesthetic Function, Norm and Value, p22.

8 W. B. Gallie ‘Essentially contested concepts’ in The Importance of Language Max Black (ed.) (Cornell
University Press, Ithaca and London, initial publication 1962), p123. '
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the collective, or segments of it. The characteristics are: “it must be appraisive in the
sense that it signifies or accredits some kind of valued achievement. (2) This achievement
must be of an internally complex character for all that its worth is attributed to it as a
whole. (3) Any explanation of its worth must therefore include reference to the respective
contributions of its various parts or features; yet prior to experimentation there is nothing
absurd or contradictory in any one of a number of possible rival descriptions of its total
worth, one such description setting its component parts or features in one order of
importance, a second setting them in a second order, and so ‘on. In fine, the accredited
achievement is initially variously describable. (4) The accredited achievement must be of
a kind that admits of considerable modifications in the light of changing circumstances;

and such modification cannot be prescribed or predicted in advance.”

Mukarovsky
relates shifting aesthetic norms to fashion, an economic phenomenon, and in relation to
this provides a further explanation of the way in which aesthetic norms both stabilise-
aesthetics, whilst also shifting and being contested. “F ashion has a levelling effect on the
aesthetic norm in the sense that it eliminates the diverse competition of concurrent norms
to the advantage of a single norm.” “[O]n the other hand, the levelling is compensated by

the rapid temporal alternation of norms which are due to fashion.”®

Aesthetic value, whilst being complexly related to the aesthetic function “(the force
which creates value)” and the aesthetic norm “(the rule by which it is measured)”,®
réquires further description. Within any aesthetic evaluation the work shall be considered
in respect of its aesthetic function, its fulfilment or violation of the aesthetic norm.
However “all extra-aesthetic functions and values are important as components of
aesthetic value.”® As with the aesthetic norm, the notion of aesthetic value provided by
Mukarovsky insists on its mutability; “aesthetic value, which is a process and not a state,
energez’d and not ergon. Thus even without a change in time and space aesthetic value
appears as a varied and complex activity which is expressed in the divergent opinions of

critics about newly created works of art, the inconstancy of consumer demand in the book

% Ibid, p125. : ~

% Mukarovsky Aesthetic Function, Norm and Value, p41.
8! Ibid, p59.

8 Ibid, p60.
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~ and art markets, etc.”®® Further examples of the institutions and bodies which influence
aesthetic value through regulation or evaluation of art works include institutions of
criticism, artistic training, marketing and advertising, surveys to determine ‘most
valuable’ art works, shows, competitions, prizes, museums, subsidy bodies and
censorship.®* These various institutions might have conflicting interests in maintaining,
and stabilising, particular aesthetic norms and aesthetic values, to the detriment of others.
However, individuals within these institutions, or institutions Tess hierarchically

privileged, might have interests in promoting new norms and values.

Beyond these institutions and bodies, Mukarovsky adds “that the collective nature and
~ character of aesthetic evaluation is also reflected in individual aesthetic judgements.”®
Hence he rejects the possible relativity of such an individual evaluation. For Mukarovsky
as individual aesthetic evaluation is situated in a specific time and place, and social
milieu, with concomitant dependence on the aesthetic values associated with this context.
I would rather stress that the context determines the ‘baékground set’ for an aesthetic
judgement, yet clearly doesn’t determine the exact evaluation. This ‘allows for both
individual aesthetic preferences, and the capacity for wider shifis.in aesthetic value.
Mukarovsky details particularly the hypothetical case of a dispute between the extra-
aesthetic values perceived in a work, and those held by the perceiver. Thus, in the
extreme, “[an] insuperable mutual alienation of values held by the viewer versu& those
-contained in a work of art may bring about a situation in which the work loses all
meaning for the viewer and is not even seen as a work of art.”® Yet aesthetic value
necessarily dominates these extra-aesthetic values perceived in the work, joining them in
the unified work, this being “the dynamic totality of their mutual interrelationships.”®’
Aesthetic value, whilst collectively constituted, is changeable, although a degree of
stability might still be associated with aesthetic canons. Mukarovsky suggests that

differences in generations will also cause aesthetic revolutions, with shifts or changes to

% Ibid, p64.

% Ibid, p64-65.

% Ibid, p66.

% Ibid, p86, footnote 68 in Mukarovsky.
¢ Ibid, pp96 and 88.
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canons,®® but canons gain a certain stability from what he terms ‘name-value’, wherein
the “name of the artist who created it is a label of generally recognized value” [for the
work].% Canonised works, as such, endure, but the aesthetic values by which they are

judged valuable nonetheless shift.

Mukarovsky’s notions of aesthetic function, aesthetic norm and aesthetic value, are
valuable in stressing the social, collectively constituted nature of aesthetics, whilst both
distinguishing and combining the spheres of production, evaluation and consumption.
This conception allows for changeable and contested aesthetics, multiple definitions of
art distinguished by differeﬁt emphases on shared properties and characteristics, which
are themselves open to change. I will now use these notions, and my foregoing discussion
of aesthetics, as a basis for considering aesthetics in the cinema, and most specifically to
develop my conception of aestheticization. However, it is worth addressing initially the
problem of cinema aesthetics for Mukarovsky as well as others. In particular, what are

the aesthetic norms associated with film, in specific historical and cultural contexts?

Mukarovsky makes a distinction between motion pictures and art in two ways. Whilst
cinema strives to be art, the aesthetic function is not universally dominant, with the
commercial imperative privileging the commercial and communicative functions.”
Additionally he questions the existence of aesthetic norms in cinema, “film needs a norm
both in a positive sense (something to observe) and in a negative sense (something to
violate).””" This sense of cinema’s aesthetic lack, and specifically its lack of aesthetic
norms, has been effectively countered, and it is worth noting that ‘film aesthetics’ now

has a widespread currency and viability.”” In a cursory check of recent journal and

"% Ibid, p46.
% Ibid, p67.
7 Ibid, p13. .
7' Jan Mukarovsky Structure sign and function (trans. Eds. John Burbank, Peter Steiner) (Yale University
Press, New Haven and London, 1978), p178.
72 For instance by neoformalist studies; David Bordwell and Kristin Thompson Film Art, David Bordwell,
Janet Staiger and Kristin Thompson The Classical Hollywood Cinema: Film Style and mode of production
“to 1960 (Columbia University Press, New York, 1985). Earlier examples include; Rudolf Armheim Film as
Art, reprinted in Gerald Mast, Marshall Cohen, Leo Braudy (eds.) Film Theory and Criticism as ‘The
Complete Film’ and ¢ The making of a film’, Film as Art originally (University of California Press,
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newspaper references, film aesthetics was alternatively associated with the sphere of
criticism, or to individual films, and less commonly to groups of films, grouped
according to author, movement or nationality. However, this perhaps indicates that film
aesthetics are still more readily associated with the exceptional rather than the majority of

commercial film productions.

Film’s status as art, indeed as the ‘seventh art’, although initially disputed, has gained
wider acceptance, and benefited from the investigation of film aesthetics by key figures
in the development of film theory and history. Although there is a tendency to
essentialise the aesthetic characteristics of film to diverse ends, by writers including
Rudolf Armheim, Andre Bazin, Vsevolod Pudovkin, or Sergei Eisenstein, each attempts
to provide an explication of the rules or codes of film. Whether this is Pudovkin’s and
Eisenstein’s emphases on montage, or Bazin’s focus on the reproduction of reality, film
as understood by the metaphor of language gained a degree of currenby. Bazin discusses,
for instance, the ‘evolution of the language of cinema’.”® Conversely, whilst stressing the
specificity of cinema, Arnheim’s notion of the ‘complete film’ provides a prescriptive
aesthetics, that normalises certain cinematic effects, and particular techniques.” These
essentialising tendencies were countered by Victor Perkins in his influential Film as Film
which considers film rather as the synthesis of artifice and realism, but more significantly
moves away from limiting film aesthetics to a single set of codes or rules. “For if there
are no rules by which every movie can be bound, there are forms which, once adopted by
the film-maker, impose their own logic” [on the film-maker and spectator].75
Consequently, groups of films might be understood in terms of formal rules, or
tendencies, which have a systemic character or ‘logic’. Herein, the notion of cinematic

conventions, specific to their context of production (and reception), with a positive, or

Berkeley and Los Angeles, 1957), or Siegfried Kracauer Theory of Film (Galaxy/Oxford University Press,
New York, 1960).

™ Andre Bazin What is Cinema, ‘The Evolution of the language of cinema’ in Gerald Mast, Marshall
Cohen, Leo Braudy (eds.) Film Theory and Criticism originally What is Cinema (trans. Hugh Gray)
(University of California, Berkeley and Los Angeles, 1967).

" Rudolf Arnheim Film as Art, reprinted in Gerald Mast, Marshall Cohen, Leo Braudy (eds) Film Theory
and Criticism.

” Victor Perkins - ‘Form and Discipline’ from Film as Film reprinted in Gerald Mast, Marshall Cohen, Leo
Braudy (eds.) Film Theory and Criticism, originally (Penguin, Middlesex, 1972), p54. Note Perkins himself
adopts rules in evaluating aesthetic techniques in respect of sufficient motivation in the plot.
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generative capacity answers the lack of norms which Mukarovsky perceived in cinema.
Formal and technical conventions, and furthermore systems or regimes of such
conventions, can be associated with diverse film-making contexts. From its outset,
technical conventions which contribute to aesthetic norms in cinema might include the
use and construction of the ‘closc-up’,76 or ‘types’ of character, for instance the Vamp,
Straight Girl, etc. as “specific” or “fixed iconograph »" or the ‘flash-back’. Yet more
complex, or at least composite, filmic conventions might be associated with, for instance,
film genres, or with classical Hollywood distinguished as a mode of production and
systém of conventions.”® Genre can be related to a conventionalised or normative,
aesthetic regime, with iconography, narrative structure, character types and other
elements delimited by convention at a particular juncture. More far reaching, classical
Hollywood is associated with a particular narrative style, the organisation of narrative “to
tell a particular kind of story in a particular way,” with all filmic elements subordinate to
narrative. This might be counter to generic conventions, particulérly for fantasy genres
such as the musical. “Editing, mise-en-scene, lighting, camera movement, and acting all
work together to create a transparency of style so that the viewer attends to the story
being told and not to the manner of its telling.”’® Despite generic and other differences, it
has been suggested that “certain spatial and temporal codes are common to all Hollywood
films”, and the “various types of Hollywood films being made share these profoundly
deep assumptions about cinematic representation.”®® Classical Hollywood is just one

>

instance, albeit economically dominant, of a normative style, which is the “systematic use

of specific cinematic techniques.”!

7 ‘Close-up’ explored by Bela Balaz’s in Theory of the film reprinted p260-262 as ‘The Close-Up’ in
Gerald Mast, Marshall Cohen, Leo Braudy (eds) Film Theory and Criticism, originally (Dover Publications
inc., 1952). ’

77 Stanley Cavell ‘Types; cycles as genres’ from The World Viewed in Gerald Mast, Marshall Cohen, Leo
Braudy (eds.) Film Theory and Criticism, p296, originally in Stanley Cavell — The World Viewed:
Reflections on the ontology of film (Viking Press, New York, 1971).

" David Bordwell and Kristin Thompson Film Art, p38 on genre. See also Bordwell, Staiger and
Thompson The Classical Hollywood Cinema.

” Douglas Gomery and Robert Allen Film History, p81.

% Peter Lehman, ‘Style, Function and Ideology: A problem in Film History’ in Film Reader 4, ‘Point of
View, Metahistory of film’, (North West University, 1979), p72-80, specifically p75.

8! Gomery and Allen Film History, p81.
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Bordwell and Thompson associate film style with the patterned and significant use of
techniques, namely mise-en-scene, cinematography, editing and sound. There is “no

82 50 each film features a unique interplay of structure and style, a

single set of rules
distinct organisation of its elements, yet its particular aesthetic system might be governed
by the aesthetic norms of its mode of production or genre. Also, beyond these purely
cinematic conventions there might be conventions derived from outside of film, including
the other arts, whether of composition and staging, or in terms of representations for
example. Kristin Thompson suggests a variety of ‘background sets’, aesthetic generative
mechanisms, specific to, but not necessarily exclusive to, cinema.®’ Again, “we find
many of the same generaﬁve mechanisms at work in seemingly very different films.”*
Whilst much has been written about the classical Hollywood system, conventions and
norms are similarly applicable to art cinema. To some extent art cinema can be conceived
in bipolar opposition to Hollywood, defined by the particular viélations of Hollywood
norms which it encompasses. Violations, here, have a meaning and significance
dependent on the collective awareness of the Hollywood norm. Hence, in the case of
purported film classics, such as Citizen Kane (1941), considered by Dudley Andrew,
these films are “unreadable without the system whose sameness they hope to escape.”®
Thus Citizen Kane avoids Hollywood conventions of cutting, rather using alternative
techniques associated with deep-space composition.®® Likewise, Bordwell suggests that
the Art cinema is a distinct mode of production which, whilst not governed by a single
aesthetic norm is differentiated from Hollywood in terms of subjectivity, objective
realism, and authorial expression.®’ Hence, Art cinema has developed conventions
(probléms of identification, temporal uncertainty)® but is also dominated by violations of
both Hollywood conventions and its own. In particular its reflexive éesthetic, with overt

‘signs of enunciation’, aesthetic choices as it were, is associated with both modernism

82 Bordwell and Thompson Film Art, p297 and p274 on style.

8 Reference in Gomery and Allen Film History, p79.

¥ Ibid, p80.

8 Andrew cited p216 in Noel King ‘Hermeneutics, reception aesthetics and film interpretation’, originally
p13 in Dudley Andrew Film in the Aura of Art (Princeton University Press, Princeton, 1984).

%6 Bordwell and Thompson Film Art, p281.

87 David Bordwell ‘The Art Cinema as a Mode of Film Production’, Film Criticism vol.4 no. 1 1979, 56-64.
8 Bordwell cited in King ‘Hermeneutics, reception aesthetics and film interpretation’, p218.
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and the phenomena of the auteur.®’ I shall not expand upon this cursory consideration of
cinema aesthetics, particularly aesthetic norms, since I will now introduce the notion of
aestheticization. However, I shall have recourse to elaborating particular aesthetic norms
of classical Hollywood, art cinema, and the continuing modernist tendency of New
American cinema, as I engage with my specific examples of aestheticization in the

cinema.

Wolfgang Welsch engages with the notion of aestheticization in the context of accounting
for a “general condition of aestheticization”, in which aesthetic criteria are brought to
bear upon all aspects and spheres of modern life. Furthermore, he elaborates upon the
surface, superficial as it were, level of aestheticization, the styling or beautification of
everyday life, and a deeper level, the ‘aesthetic turn’ in relation to ‘knowledge’, ‘truth’
and ‘reality’.”® Welsch defines aestheticization as follows: ““Aestheticization’ basically
means that the unaesthetic is made, or understood to be, aesthetic.”! Relating this to
Mukarovsky’s notions, aestheticization corresponds to the application, and privileging, of
the aesthetic ﬁinctions, aesthetic norms and aesthetic values, in contexts wherein
aesthetics was previously absent, or at least subordinate. Now, I would amend this by the
addition that aestheticization also includes: the aesthetic being made, or understood to be,
more aesthetic. What I mean by this, and I shall develop in relation to my typology of
aestheticization, is that the emphasis upon the aesthetic function, norm and values of the
aesthetic object is expanded, in contrast to, for instance, cdmmercial and communicative
functions, or moral values. Or, alternatively, the statué of the aesthetic function is altered,
its domain expanded. It is possible, then, to posit an aestheticizing function, aﬁd suggest
parallel characteristics to the aesthetic function that might prove valuable. Reworking
Mukarovsky’s thesis on the character of the aesthetic function (see page 19 to 20) it could
be said that: Aestheticization is, in itself, neither a real property of an object nor is it
explicitly connected to some of its properties. 2. The aestheticizing function of an object

is likewise not totally under the control of an individual, although from a purely

¥ Steve Neale ‘Art Cinema as Institution’ Screen vol. 22, no. 1, 1981 pp11-39 reprinted in Catherine

Fowler (ed.) The European Cinema Reader (Routledge, London, 2002).

% Welsch ‘Aestheticization..”, p2 on surface, p5 on general aestheticization, and p14 on knowledge and
_truth which he doesn’t put in quotation marks.

*! Ibid, p5.
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subjective standpoint the aestheticizing function may be acquired (or, conversely, lost) by
anything regardless of its organisation. 3. Stabilizing the aestheticizing function is a
matter for the collective. If the aestheticizing function is a variation, or enhancement of
the aesthetic function, relating to the aesthetic function itself in analogy to the
relationship of the aesthetic function to the object, it consequently observes some of the
- characteristics and distribution of the aesthetic function. It is similarly collectively
constituted, and hence must be recognized on some level. I shall engage with this in due
course. The aesthetic function was partially defined as causing maximal focus on any
given object, isolating those properties deemed aesthetic. Similarly the aestheticizing
function expands this maximal focus to include awareness of the aesthetic function itself,
the systemic and organised transformation of the extra-aesthetic. Welsch does make a
distinction between aestheticization and the avant-garde attempt to extend the definition
of art, advocated by Beuys or Cage, “that something which wasn’t art should be
understood as art.”®> However, this distinction seems dependent on his concentration
upon aestheticization outside of art, and his association of this with kitsch. Furthermore,
Welsch touches on the economic implications of aestheticization, in terms of
differentiation and also designed obsolescence. There is a parallel with accounts of
postmodernity, for instance Jameson’s description of “universal commodification”, by
which “everything in consumer society has- taken on an aesthetic dimension,” which
further correspondé to “all-pervasive visuality.”93 Significantly, the commercial function
of cinema needs to be considered in relation to the aesthetic function. The dialectical
relationship between the aesthetic function and the commercial function might be

expected to be shifted by the operation of the aestheticizing function.

Aestheticization is also characterized by the way it changes the constitution of the object,
which assumes “a constitution of having been produced, being changeable, unobliging,
fluctuating, etc.”®* In this regard, the aestheticizing function draws attention not only to

the aesthetic function, the systemic and organised transformation of the extra-aesthetic,

%2 Welsch ‘Aestheticization..,’p3.

"% Frederic Jameson Slgnatures of the Visible (Routledge, New York and London, 1992), p12 on
commodification, p31 on vxsuahty
% Welsch ‘Aestheticization..’, p5.
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but also the constructed, potentially arbitrary, nature of this system. Again, this
corresponds to accounts of postmodernism in connection with eclecticism and the
collapse of traditional artistic hierarchies.”” We might concisely designate this ‘playful’
aesthetics. Other ‘productive traits’ that Welsch relates to the aestheticization of reality
are aesthetic categories such as “appearance, manoeuvrability, diversity, fathomlessness
or fluctuation.”® 1 shall relate these to specific examples in my typology of
foregrounding aesthetics, developed below. Likewise, Welsch associates the tropes of
‘embellishment’, ‘animation’ and ‘experience’ with surface aestheticization,”’ and I shall

develop these in respect of my typology of aestheticization.

Types of aestheticization

Aestheticization, whilst focussing attention on the aesthetic function, and the particular
aesthetic system perceivable in the work, must necessarily exclude other elements of the
work. The excluded elements might be the non-aesthetic functions of the work (symbolic,
communicative or commercial) or aspects of the aesthetic function that are not
recognizably salient in the system. This exclusion results since the aestheticizing
function, like the aesthetic function, is primarily concerned with emphasising certain
elements of the work whilst making other elements marginal. I suggest a.non-exhaustive,
and non-exclusive, list of types of aestheticization, which I designate respectively as
‘look’, ‘texture’, ‘sensibility’ and ‘abstraction’. These emphasise particular elements of
the work, and make these salient, hence excluding other asi)ects of the aesthetic function

in relation to the work.
‘Look’

The first of these, a ‘look’, is associated with the foregrounding of visual elements,

cinematography, fast and slow-motion, editing, shot lengths, camera movement, and

% For instance, on postmodernism and the collapse of traditional boundaries and hierarchies in relation to
cinema, see Emanuel Levy Cinema of Qutsiders, p56. '

% Welsch ‘Aestheticization..”, p14.

%7 Ibid, p2.
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mise-en-scene, with the exclusion, or subordination, of other elements. The notion of a
‘look’ connects with Justin Wyatt’s notion of ‘High Concept’, another tendency in
cinema that has been associated with postmodernism.”® A look embodies an emphasis on
a predominantly visual system, organised by means of equivalence, and might be most
readily evident in respect of the visual embellishmeni, or animation of aspects usually not
understood as aesthetic. The most pertinent and resonant example of this, which I shall
return to at length, is the climactic scene of Bonnie and Clyde. As 1 will explore in
chapters five and six, this climactic scene and the interpretation and analysis of it has
been central in the diachronic critical reception of the film, and particularly in relation to
critics characterizing the film as innovative. It has been suggested that the balletic deaths
of Bonnie and Clyde are affective at least in part because of the ‘overwhelming and
_relentless sound’ of the machine gun fire.” However, it is rather the disjunction between
slow-motion imagery and asynchronous but simultaneous sound that I argue is key to this
scene. Furthermore, the transformation of the image, achieved By intercutting footage
‘ﬁlmed at different speeds, is better understood in relation to other scenes in the film that

manipulate temporal qualities of the image.
‘Texture’

‘Texture’ is less concerned with the exclusion or subordination of particular elements of
the work. Rather it emphasises connections between different elements in the work.
Various elements including the register of dialogue, mode and register of performances,
‘mise-en-scene, music, as well as visual and aural style, might be organised in terms of
analogous forms or structures. An example of texture might be the ‘lo-fi’, craft -
construction of the Dogme films, and related films such as Gummo (1997). This informs
their visual style, sound, and use of found mise-en-scene, as well as more generally their
inclusion of tonal and stylistic disjunctions. An absence of post-production devices to

‘smooth’ editing is consonant with the emphasis on a bricolage construction. Again, I

% Justin Wyatt and R. L. Rutsky ‘High Concept: Abstracting the postmodern’ Wide Angle 10: 4, 1988 and
Wyatt High Concept.

% John S. Douglas and Glenn P. Hornden, The Art of Technique An aesthetic approach to film and video
production, (Allyn and Bacon, Boston etc., 1996) p91, in which the affective quality and the relentless
sound is compared with the climax of 4/] quiet on the Western Front (1930).
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shall return to the notion of ‘texture’, but should note a correspondence between texture
and the phenomena of camp, pastiche and parody. Each of these phenomena are
concerned with a shift of the focus of attention to a higher level of organisation and
meaning, particularly in the ‘case of pastiche and parody in emphasising the relationship

between the work and a pre—existing work or genre.
‘Sensibility’

‘Sensibility’ relates to elements of the film loosely described as feeling, mood and tone,
as well as Welsch’s trope of experience. These are common-sense notions, metaphors
enlisted from literature and music, not easily defined in respéct of individual films, much
less so in relation to cinema aesthetics generally. However, a basis for definition is
provided by Jeffrey Sconce, who delimits ‘tone’ as those elements in a film that do not
reduce to story, style or authorial disposition in isolation. This distinction between tone
and authorial disposition perhaps needs qualifying — elements in the film might be
understood in relation to an author’s temperament or inclination, but tonal elements do
not solely reduce to this.'” Adapting Richard Dyer’s definition of performance, tone is
not what is shown, the narrative, nor how it is shown, the style, but rather the register of
both what is shown and how it is shown, the metaphorical colouring.'” Whilst Bonnie
and Clyde was written and formulated in terms of conveying a new sensibility, and
defended in connection with its tone by Pauline Kael, perhaps the most clear cut example
of ‘sensibility’ in the films of the Hollywood Renaissance is Easy Rider, encapsulating

‘the (youth) counter-culture sensibility.'*

‘Abstraction’ corresponds more readily with formalism, self-sufficient or autonomous art.

Bordwell and Thompson give an example of ‘abstract form’ in Ozu’s Ohayo (1959), with

190 jeffrey Sconce ‘Irony, nihilism and the new American ‘Smart’ film’, Screen 43: 4 Winter 2002.

19T Richard Dyer Stars (BFI, London, 1979, 2" Edition 1998).

192 gee David Newman and Robert Benton’s comments in ‘Lightning in a bottle’ in Sandra Wake, Nicola
Hayden (eds.) Classic Film Scripts: Bonnie and Clyde (Frederick Ungar, New York, 1972), p14. They
discuss the relationship between their article ‘The New Sentimentality’ Esquire June 1964 and the film.
Also see Newman ‘What’s it really about?: Pictures at an execution’ in Lester Friedman (ed.) Arthur
Penn’s Bonnie and Clyde, p39, on ‘New Sentimentality’ defining ‘“the Sixties™. See also Steve Carr
““From fucking cops! to Fucking Media!”: Bonnie and Clyde for a Sixties America’ in ibid, p80, 82.
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a cut from a washing line to a living room in which compositional similarities are
foregrounded.'” This conforms, if only momentarily, to the subordination of non-
aesthetic functions by the aesthetic. A clichéd example is the Busby Berkeley
‘kaleidoscopic moment’, at least as originally used, in films such as Footlight Parade
(1934). Further examples that imitate this occur in The Big Lebowski (1997) and
Cremaster 1 (1995), which function as abstraction only if we disregard the sexual

representation of women, although this also applies to Berkeley.'®

Each of these types of aestheticization, then, privilege particular properties and elements
of the work, and privilege one means of organising these, excluding other elements and
means of organisation. I have noted that these types of aestheticization are not exclusive,
and I shall consider in relation to Bonnie and Clyde and other films how they might be
combined in respect of an individual film. In considering the aestheticizing function I am
primarily concerned with instances wherein aestheticization informs the whole work.
However, as this example from Ozu illustrates, and as should become clearer,
aestheticization need not apply to the whole work, and similarly the specific type of
aestheticization need not govern it entirely. This will be particularly relevant when I
consider -the recognition of aestheticization, whereby examples such as the climax of
Bonnie and Clyde highlight customary recognition of aestheticization of violence, the
unaesthetic made aesthetic. I shall expand upon this to suggest aestheticization is more
pervasive in Bonnie and Clyde, and this is the reason for critical contestation around
shifts in tone, inconsistency and incongruity, in the film. I should also note the issue of
recognition of aestheticization is-problematized both by modes of reception which
foreground the communicative or ﬁarrative (and ultimately mimetic) function, and by the
extent to which the aestheticized work differs from the established aesthetic norms,
-which might be a difference of degree rather than of kind, at least according to -a

dominant critical perspective.

1% Bordwell and Thompson Film Art, p277.
1% Ibid, p146, and p231 on the aerial views of the assembled revue troupe in Footlight Parade (1934).
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Types of foregrounding aesthetic function and aesthetic system

I will provide an expansive, albeit largely speculative, typology of the means of
foregrounding aesthetic function in a work. Associated with each of these types, I will
refer to further examples from Bonnie and Clyde and certain other films, outline the
connection to types of aestheticization, and consider the scope of foregrounding, which
eiements or properties of the work can be emphasised in this way. These types of
foregfounding will also bé related in varying ways and degrees with Welsch’s tropes of
-embellishment, animation and experience. After I have detailed the available types I shall
return to the problem of recognition, and develop further analysis of the recognition of
aestheticization in relation to Bonnie and Clyde, particularly in relation to its

characterisation as part of the Hollywood Renaissance.

Embellishment

Types of embellishment most readily corres:pond to the emphasis on surface appearance
associated with postmodernity and universal commodification. However in considering
different means of embellishment, I intend to relate particular phenomena to
embellishment that are customarily excluded from such associations. Embellishment is
relevant to both making aesthetic the unaesthetic, and enhancing the aesthetic in aesthetic
terms. In respect of the above types of aestheticization, embellishment corresponds to a
means to foreground the ‘look’, where the relationship between the instances of
embellishment is largely of similarity, and is focussed on visual elements of the work.
Conversely, embellishments will also correspond to a means of emphasising ‘texture’
where it is the relationships between, and organisation of, disparate elements of the work
that are emphasised, whether these relationships are parallelism (congruity) or contrast

(incongruity).
Vividness is perhaps paramount as a means of embellishment. Vividness can be

- considered a property of many disparate elements of the work, or of a combination of

these, but is perhaps most logically related (etymologically) to the visual elements, being
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visually arresting, eye catching, striking, or conversely in terms of negatively weighted
evaluative criteria jarring or shocking. Additionally, intensity of sound might also be a
means of embellishment, as in the climactic scene in Bonnie and Clyde as previously
mentioned. Volume and pitch, or discord, might be extreme. Vividness encompasses a
variety of techniques of enhancement, which can be summarised in respect of the
elements to which they apply. The visual qualities of the film, or individual sequences,
include the luminosity, degree of contrast, focus, dynamism within the frame, the
properties of the palette of colours. The match between these visual qualities and other
aspects, including dialogue and music, but also narrative context and character relations,
might be termed synaesthetic properties. Similarly the dynamic of change through
editing, the kinetic properties, might be intensified. The combination of choice of palette,
colour contrast, luminosity, and composition of colour in the frame might be associated
with embellishment in certain generically governed contexts — in musical sequences in An
American in Paris (1951), where vibrant primafy colours provide a key to the
relationship between the action of the dance and the offset background, or in Sirkian
melodramas such as Written in the Wind (1956), with the symbolism of lush reds in
particular. These two examples highlight the way in which embellishment is frequently
associated with exclusion or subordination of mimetic functions. Hence realism will often
be de-emphasised in favour of generic verisimilitude. Vividness, in terms of luminosity
and the reduced range of colour contrast, can be associated with ého‘oting in the ‘magic
hour’, dusk and dawn exterior shooting, most markedly associated with Terrence Malick,
and Badlands (1973), which I shall consider in connection with the ongoing influence of
Bonnie and Clyde, or Days of Heaven (1978). However, restricting examples to Bonnie
and Clyde, the picnic scene is a cogent example that is also notably inflected by soft-
focus shooting, which was consistently associated with the clichéd appearance of adverts
within its initial critical reception. Another example is 2001: A Space Odyssey (1968),
which is given precedence in Glenn Man’s account of the Hollywood Renaissance in
terms of its graphic construction and ‘meticulous visual detail.’'®® Furthermore, the
“inclusion of glare in shots, and unusual reflections, links 200! and Easy Rider with

Bonnie and Clyde. Fiﬁally, the opening of Bonnie and Clyde, with its reduced palette, the

195 See Glenn Man Radical Visions, p62, in relation to transformation of the sci-fi genre.
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- ostensibly monochromatic yellow/brown of the archive, and faux archive, snapshots of
Bonnie and Clyde, juxtaposed with the vibrant red of Faye Dunaway’s lips (also
abstracted), establishes the mood of the film. This provides counterpoint in terms of
intensity.'” This example also relates to aestheticization as sensibility, and might
specifically be considered in connection with the nostalgic film, but I shall return to this

point below.

The next means of embellishment might be summarised as transformation, by which I
primarily mean making ‘beautiful’, making ‘ugly’, or making ‘unfamiliar’. This last
instance, defamiliarisation or ‘ostranenie’ is customarily associated with artifice and
distanciation, but not with aestheticization. Transformation might be achieved by similar
techniques to those discussed above in connection with vividness, but it also touches
upon, or overlaps, deviations in respect of representations and their associated
conventions. Furthermore, transformation might be achieved through selective choice or
emphasis of aspects of that being transformed, which might extend to abstraction. Hence,
transformation is a process of exaggeration, if only by omission of contrasting elements.
Examples of transformation include instances within the Dogme and proto-Dogme films,
most evidently Gummo, but also Breaking the Waves (1996) and -The Idiots. Gummo in
particular has been associated with a tendency of so-called abject cinema. This tendency
can be characterized as either an exaggerated naturalism, in terms of focussing upon the
‘base’, ‘grim’, ‘vulgar’, ‘sordid’ and ‘distasteful’, or as participating in the inversion of
. the more normative ‘making beautiful’ focussed on characters that might be conceived as
dysfunctional, abusive, and variously lacking in respect of contemporary standards of
beauty and value in appearance. This quality of Gummo might be related to a wider cross- -
media tendency, most apparent in the aestheticization of documentary photography,'®’
associated with such photographers as Nan Goldin or Richard Billingham. Yet in other

respects continuity between Gummo and the films of John Cassavetes might be stressed.

1% Douglas and Hornden Art of Technique, p74. “Here, the mood of the film establishes the character
motivation and sets the narrative in motion before any dialogue begins.” Whilst this description features a
problematic logical relation between mood and character motivation, it clearly relates to synaesthesia.

17 See David Levi Strauss ‘The documentary debate: aesthetic or anaesthetic? Or, what’s so funny about
peace, love, understanding and social documentary photography’ Camerawork: A Journal of Photographic
Arts vol. 19, no. 1, Spring 1992, although I have been unable to obtain a copy of this article it discusses a
trend of aestheticization in documentary photography, exemplified by the work of three photographers.
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Transformations, both as making beautiful, but also at the same time (and so ironically)
making unfamiliar, are also at work in The Graduate, particularly around the various
swimming pool shots. One such shot begins in underwater medium close up of Benjamin
in his scuba diving outfit. This diving suit sequence, as well as others in the pool, is key
to the overall aesthetic of the film, or at least its first half. Initially the abstract
background is marked, albeit already identified in the scene as the pool. Ben is initially to
the left of centre of the frame, with his speargun held in his hand near the right hand edge
of the frame. Whilst Ben’s face is barely visible behind his scuba mask, his figure in the
diving suit is clear to begin with, as well as the occasional bubbles that emanate from his
breathing mouthpiece. The soundtrack is also patterned with the sound of bubbles
underwater. The camera zooms out, and the background, the pool wall, which began as
more white with a blue hint, becomes a very bright blue. Benjamin’s figure becomes
unclear when he is shown in full, seerﬁingly floating just above the pool floor since both
his flippers are raised, whilst the bright blue dominates the image. The only other feature
in the frame is the bottom of the pobl ladder that marginally enters into view. The near
silence of the scene is interrupted by a sound overlap, Benjamin’s telephone conversation
with Mrs Robinson, whilst, however, the abstract colour of the image is sustained by the
protracted zoom out. Manny Farber described ‘the ultrafluorescent imaée’ witﬁ ‘an
uncluttered cube of overpowering colour and glowing cosmeticized skin’, also associated
with a ‘rectangle of superreality’, presumably referring to this scene and others showing
Benjamin floating atop a lilo upon the pool.'® Tellingly, these shots are strongly, perhaps
self-consciously, echoed in the thematically related Harold and Maude (1971), but with

the emphasis wholly upon defamiliarisation.

Another means of embellishment is isolation. Isolation is achieved by exclusion, or
selection, of particular aspects or elements, or else the downplaying of other elements.
Embellishnient is hence achieved by contrast, or rather the lack of normative contrast.
Again, Bonnie and Clyde provides a useful example of isolation, ‘which functions as an

organising principle throughout the film, but is not exemplified in any one scene. The

1% Manny Farber ‘Cartooned Hip Acting’ in Manny Farber on the movies: Negative Space (Studio Vista,
London, 1971) pp155-6, previously in Art Forum December 1967.
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particular isolation I have in mind is the emphasis upon Bonnie and Clyde that combines
an erotic dimension and hypersympathetic traits, which might be described as ‘cool’ as
well as ‘sexy’. I will expand upon this in considering Bonnie and Clyde more fully, but
the aforementioned initial shot of Bonnie, focussing with a close-up on her made-up lips,
which is followed by the first flirtatious exchange» between the couple, whilst Bonnie
dresses, establishes not only a key motif, but an emphasis which is extreme and deemed
inappropriate by Bosley Crowther. This motif also relates to the cod-Freudian motifs
around Clyde’s impotence in the film, but is distinguished by its visual emphasis. This
isolation is not reductive, the shots and sounds of Bonnie's shoes descending the stairs
counterpoint the initial abstraction and sexualisation. Further, the erotic quality is also
offset by both sensual and more conventionally romantic aspecté in later scenes. This
isolation might also be associated with the influence of the French New Wave upon the
film.

Variation relates in pért to representations, as well as other aesthetic conventions.
Variation is designated as variation of the representation, particularly the image, from
either the pro-filmic event or from normati%ze aesthetic constructions that are otherwise
equivalent (in terms of say subject matter). Obvious examples of variation in the first
sense might include the use of colour filters, as for example in opening scenes in
Godard’s Le Mepris (1963). Alternative examples are the blue dawn shot of Jennifer
Jason Leigh in The King is Alive (2000) and the openiné and closing sequence of Open
Hearts (2003). These variations are achieved by altering the white-blue or white-red
colour balance on the digital video cameras used in their production, pushed to an
extreme degree in the second case. This stands out in each case because it contrasts
strongly with the aesthetic conventions of Dogme 95, or at least the assumed shared style
of Dogme films, and is also inconsistent with the style of the remainder of each film.
Another kind of variation is inversion, literally the shot is ‘upside-down’. More
metaphorical is the inversion of character traits with regards to conventions of
representation. Again, the character of Frank Hamer in Bonnie and Clyde might be
illustrative, with an inversion of the traits associated with the ‘sheriff’, particularly in the

climactic scene.
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Recontextualisation like isolation involves altering contrast between certain elements of
the work and their background. Yet, contrast is here achieved not by emphasising these
features or properties, but by translating, or shifting as it were, the contextualising
features, or properties. The rural gangster film and the modern-day western potentially
relate to recontextualisation. Hence, whilst Bonnie and Clyde is by no means original in
respect of rural gangster films, its particular emphasis upon the rural Depression context
“is distinctive. Setting its more conventional crime story against the backdrop of an
Andrew Wyeth painting or The Grapes of Wrath (1940), as exemplified by the drifter

? Also the new-wave episodes within a gangster film

camp scene, alters its form.'
featured in Penn’s Mickey One (1965) might qualify. Recontextualisation, especially
when marked, might also relate to the explicitly changeable production of narrative, and
production of character, which I shall engage with in considering aestheticization by
means of ‘experience’. The recombinant nature of recontextualisation is thus associated

with ‘look’ and ‘sensibility’.

Blending, or combination, also relates to the overtly changeable production, in this case
of generic characteristics, which might include character, narrative and iconography for
instance. Blending might also apply to the combination of elements from disparate styles,
besides generic hybridity. Embellishment will thus be achieved by the combination of
distinct and recognizable stylistic traits. This will result in a markedly distinct
organisation of features and elements that will necessarily violate the aesthetic norms
associated with the contributory styles. Again, generic hybridity and stylistic eclecticism
have both, perhaps problematically, been associated with cinema in postmodermnity. A key
example of blending from one of my casé study films, again Bonnie and Clyde, is the use
of allusion to Mack Sennett style silent pomédies, combined of course with the violence
of the gangster film. This is exemplified by the first successful bank robbery that results

in the graphic, close-up shooting of the bank teller, standing on the getaway car’s running

19 Steve Neale, Genre and Hollywood (Routledge, London, 2000) also notes theAﬁlm’s relation to a trend
of ‘youth oriented gangster films’, p81.
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board. This combination of slapstick and violence was clearly problematic for several

critics, and was considered both incongruous and anachronistic.

Composition, as a means of aestheticization by embellishment, relates to the formal
construction of the image. This is both the organisation of the single frame and how the
image changes in successive frames. Composition clearly relates to the conventions of
painting and photography, and utilises shared aesthetic values such as balance, symmetry,
asymmetry and harmony. However, in the case of film these are affected by ;the potential
for movement in the frame. Composition foregrounds the construction of the image, as an
image rather than a representation, and with movement or change of the image
additionally foregrounds the changeability of the image. Cbmpositional devices such as
centring the protagonist, or including a frame within a frame, might be motivated
pragmatically to focus attention upon the narrative action, yet also demonstrate the
privileging of the aesthetic function. An example from Bonnie and Clyde is the use of a
frame within frame during the first successful bank robbery. Here, the image combines
composition in depth, with several planes including the bank teller, counter screen,
customer, and entrance to the bank, as well as subsequently Bonnie and Clyde perceived
through the window in the counter screen. Bonnie and Clyde, whilst not being central in
the overall image are central and laterally balanced in the frame within the frame. Whilst
this framing is used ironically, Bonnie and Clyde framed as bank robbers in the image
initially are paid no attention by the other occupants of the bank, it also displays a
succession of planes with figures in successive planes each to the right of the closer

figures, thus also ‘leading’ the viewer to the protagonists.

Other compositions that are prominent in their division of the frame include the long shot
of Sheriff Hamer cast adrift across the lake in Bonnie and Clyde, with the emphasis upon
horizontal‘ lines and the stillness of the lake as well as its ‘magic hour’ beauty. More
_obtrusive is the Mondrian-like use of split screen masquage in The Thomas Crown Affair
(1968). Composition is aligned with abstraction, in which the formal organisation of
elements in the image is more evident than these elements themselves. Beside division of

the frame, and positioning of protagonists or salient objects in the frame, other
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- compositional devices include overlap or blocking to obscure items and retain depth, and
contrast or imbalance. Compositional devices and norms in Hollywood and other
narrative fiction films are not necessarily instances of aestheticization, since they might
be motivated by an aesthetic or non-aesthetic function without foregrounding the
aesthetic quality of the image. Composition might be motivated by foregrounding the

_protagonists and only objects and elements of the setting that are significant to the plot.
Compositional norms have also been influenced by other considerations, such as varying

aspect ratios in theatrical exhibition and television formats.''°

Each of the above types of embellishment might be perceived as concerned with
‘distinctiveness’, aligned with not only violating aesthetic norms but also drawing
attention to the changeable aesthetics, and hence the aesthetic function, by these
violations. The final means of embellishment I want to develop is abstraction. Whilst I
will address abstraction as a category of aestheticization, I will also distinguish
abstraction as a means of embellishment. Although I have considered abstraction as a
separate category of aestheticization, contrasted to look, texture and sensibility, as a
means of foregrounding aesthetics I would associate it more readily with other means of
embellishment, although it also figures in connection with animation. Abstraction, is
hence, for the most part accommodated by the means of foregrounding more conducive
to narrative film rather than a more general system of abstraction more easily associated
with avant-garde production. Abstraction foregrounds the production of aesthetics by
suggesting formal regulation, for instance literal, as well as metaphorical, symmetries,
asymmetries and parallels between coterminous or discrete shots and scenes. Beside the
earlier example from Ozu’s Ohayo, or the kaieidoscopic organisation of Busby Berkeley
musical numbers in 1930’s Warner’s musicals, exarﬁples in The Graduate might be given
such as the opening shot and zoom out. The close up shot of Benjamin’s head against a
white background, only subsequently revealed as the back of his airplane seat, has

marked brightness. This is achieved both by contrast, with the fade in from a black screen

1% In particular the rules of 3, and use of “T” combosition, and centring of protagonists and significant
objects is primarily motivated by narrative clarity, as discussed by Bordwell, Staiger and Thompson The
Classical Hollywood Cinema, p51, as noted by Richard Maltby Hollywood Cinema (Blackwells, London,
1995), pp194-5.
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which was only briefly preceded by the production company logo, also against a dark
background, as well as with hard lighting upon Hoffman’s face, from ahead and above.
Additionally, the luminous quality of the white surface is enhanced by its high reflective
index. This lighting presents Hoffman’s face with very little shadow, with the shadow -
behind his head on the white background clearly delineated, and pinpoint reflections of
the light from ahead visible in his pupils. Hoffman’s face fills the right hand side of the
frame, albeit with an area of white visible beside him on the right edge of the frame,
whereas the left hand side of the frame is almost entirely white. The initial noise on the
soundtrack, the thrum of the airplane engine, is equally abstract until the pilot’s landing
announcement begins. Whilst the abstract composition is almost immediately disrupted
by the zoom out, this retains an abstracted and geometric quality even as it reveals

Benjamin’s seat central in the frame amongst many identical others.
Animation

As I suggested above, abstracﬁon also relates to the foregrounding of aesthetics by means
of animation. Again, animation is most consonant with ‘look’, but-also overlaps with
‘texture’, and abstraction is potentially subsumed to either type of aestheticization (or a
combination of both within the single work). Abstraction in terms of animation most
immediately connotes literally animated sequences, often restricted to opening and
closing credit sequences, promotional trailers, and occasionally adopted for
communicating extreme subjective experiences (at least outside. of animated features
associated primarily with Disney and child audiences, or shorts). Abstraction, in
connection with animation, would also suggest formal, or for the most part graphical
regulation, ‘designed’ sequences. The obvious example of these are Saul Bass credit
sequences, associated with Hitchcock and other filmmakers, whereas the particular use of
split-screen in the opening sequence of The Thomas Crown Aﬁ‘dir might also be included.
Whilst abstraction as animation or as embellishment are not easily differentiated, the key
distinguishing characteristic of animation is its potentially rapidly changing property, a

kinetic quality not determined by pro-filmic movement or editing (at least in terms of
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‘cuts’, although if the animation is achieved by frame-by-frame capture this is clearly

involved in the process).

" Other means of animation, in a less literal sense, are similarly governed by this stimulated
quality of rapid changes, which might be achievéd by means of changeability of style,
variety of style, or occasional lapses of style, inconsistencies. Changeability and variety

- of style are both concerned with emphatic diversity, but differ in terms of the consistency
involved in their organisation of disparate elements within the work. Variety is akin to
blending, the means of embellishment explicated above. However, variety, whilst being
similarly concerned with the combination of disparate stylistic elements or features,
maintains stylistic elements as discrete elements that do not intrinsically affect, or inflect,
each other. Whilst variety is thus an overriding principle in the work, with consistent
shifts between these elements corresponding to diverse styles, variety does not entail
unrestricted eclecticism. Although variety of style suggests two or more styles are
collocated in the work, there is still consistency in the work in limiting diversity to these

styles, and potentially in respect of their systematicvdistribution within the work.

Changeability of style is, meanwhile, a more generalised form of eclecticism, governed
by a principle of inconsistency rather than this unified, or at least cohesive quality of
variation. Animation in both instances relates to continual shifts in style as a key feature
of the aesthetic system, but they differ in terms of how these shifts are organised and
integrated. Variation features an alternation of styles, whereas changeability includes a
succession of styles whereiﬁ alternation is not involved. The final means of achieving
animation, which I have designated inconsistency, is likewise associated with a plurality
of styles, or norms, but which is not predominant throughout the work. However,
inconsistency, or occasional aesthetic lapses, still draws attention'to the production of
aesthetics, and potentially arbitrary aesthetic choices. This is achieved by inconsistency
in conforming to conventions and norms; in some instances conforming to conventions,
at other times conforming in an exaggerated, and effectively clichéd fashion, and
elsewhere deviating from norms. Inconsistenéy, then, can be considered a governing

principle organising deviations and a playful approach to aesthetic conventions. An
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example of inconsistency, or brief aesthetic deviation in Bonnie and Clyde, is the use of
flash forward inserts of interviews in the bank after the professional bank robbery. These
simulate a documentary style, with the address of the interviewees to slightly off camera,
which contrasts with the slapstick Mack Sennett getaway chase with which it is
juxtaposed. The slapstick sequences constitute variation in Bonnie and Clyde since they
alternate with scenes in which slapstick does not feature, including particularly the
~ violence around the gang’s car. Likewise, within The Graduate scenes with intense
luminosity, particularly associated with the pool and Benjamjn alone, are alternated with
the scenes with Benjamin and Mrs Robinson meeting, which feature strong variation of
light and shadow in the frame and scene. This variation is reiterafed and adapted as the
film progresses. In contrast, the use of filter and soft focus in several scenes in Bonnie
and Clyde, such as the homecoming picnic, or the use of canted shots in the climactic
scene, demonstrate the changeability of style. These devices permeate specific scenes, but

are not repeated throughout the film.

Whilst I have outlined these various means of animation, I have provided few examples.
This paucity of examples corresponds to the limited use of aestheticization by animation
in either Hollywood or Art cinema. This is perhaps determined by shared adherence to
the aesthetic value of unity, as well as their respective emphasis upon narrative, whether
governed by transparency or by authorial expression. David Bordwell, in addressing
‘intensified continuity’, considers the issue of purportedly more animated, kinetic, New
Hollywood, and the influence of music video which is clearly significant here.'!!
Notably, one critic has considered Festen in relation to MTV with its rapid cuts, but these
might also be considered in relation to the successive close-ups in Dreyer’s films such as
The Passion of Joan of Arc (1928).""2 As I consider means of aestheticization as
‘experience’ it should become clear that both in respect to Bonnie and Clyde and those
other films I have repeatedly referred to, and more widely in Hollywood and art cinema,

embellishment and ‘experience are the predominant means of foregrounding aesthetics,

"' David Bordwell ‘Intensified continuity: Visual Style in Contemporary American Film’ Film Quarterly
vol. 55 issue 3, pp16-18.

!12 See Palle Schantz Lauridsen ‘The Celebration: Classical Drama and Docu Soap Style’ from P.O.V.
online journal, http://imv.auldk/publikationer/pov/Issue_10/section_3/artclA:html on Festen in relation to
MTV.
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whether associated with ‘look’, ‘texture’ or ‘sensibility’. This might be reconciled by the
observation that animation overlaps with both embellishment, the kinetic quality of vivid,
or intense, foregrounding, and with experience, as hyperstimulated, invigorated theme-
park experience, yet in both senses animation must be offset by delays and interruptions
by alternative forms of embellishment and experience. Hence, animation remains
accommodated by other means of foregrounding aesthetics, even when it develops

beyond its ‘appropriate’ contexts — credit sequences, trailers, and so on. "

Foregrounding aesthetics by means of experience, and the notion of sensibility as an
organising system of aesthetics might equally be as problematic, or at least as ambiguous,
as notions of self-consciousness, or intertextuality, in cinema. David Bordwell suggests
that reflexivity, or self-consciousness, is rather a semantic field or “Black Box”
commonly applied to a variety of films.'"? Experience as a means of foregrounding
certain aesthetic elements relates to the notion of tone I quoted earlier, those elements not
solely reducible to story, style or authorial disposition. However, in considering
sensibility as an aesthetic system, and experience as a means of foregrounding this
aesthetic organisation, it is apparent that tone might also affect style. Again, I shall
elaborate various types of experience, as governing aesthetics, particularly relating to the
changeability and production of character, genre and generic traits, and narrative. In this
respect I shall include examples often accounted for yet not usually related to

aestheticization, particularly in relation to generic transformation.

“Generic transformation, or metageneric production, is ordinarily associated with
reflexivity and intertextuality. John Ca\;velti and Frederic Jameson have both considered
the change, or challenge, to the status of genre in particular films, and especially the
relevance of nostalgia. Whilst I have previously referred to nostalgia in connection with
the opening sequence of Bonnie and Clyde, which I associated with embellishment, I

~should expand upon the nostalgic element of that film. The nostalgic approach in Bonnie

and Clyde can be considered both in terms of the aestheticization of history and nostalgic

'3 David Bordwell - Making Meaning (Harvard University Press, London and Cambridge, Massachusetts,
1989), pp111-115.
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“use of genre. I should also address the issue of how generic transformation in individual
films consequently affects genre’ more generally, either individual genres or all genres.
Jameson suggests, “the moment in which the deeper aesthetic vitality of genre comes to
consciousness and becomes self-conscious may well also be the moment in which genre
in that older sense is no longer p'ossible.”114 Clearly this is problematic both in terms of

- the passive verbalizing of coming to self-coﬁsciousness, but also the bassumption that one
instance of a film foregrounding awareness of genre production somehow infects all
generic production. The key types of generic transformation I wish to consider are
inversion, nostalgia, myth as myth and generic blending, which are primarily derived
from Cawelti. Cawelti also considers burlesque or parody, the ironic or humorous

“exploitation of a set of conventions or style. As Cawelti notes, burlesque or parody has
existed in cinema almost as long as genres, so Jameson’s logic of pure genres is
inadequate.''® Beside parody, or burlesque, Cawelti delineates three further types of
generic transformation, the cultivation of- nostalgia, demythologisation, and the
affirmation of my'th.”6 Jameson, meanwhile, consolidates ‘metageneric production’,
which uses “the pregiven structure of inherited genres as a pretext for production which is
no longer personal or stylistic in the sense of the older modemnism. The latter has of
course been described in terms of reflexivity, of auto-referentiality and the return of
artistic production into its own processes and techniqués.”l17 Jameson distiﬁguishes the
new reflexivity as intertextuality, again a trait associated with postmodernism. However,
Cawelti’s typology is useful for highlighting the property of generic transformation {hat

extends beyond textual allusion, that is the cultivation of experience that is not restricted
to specific genre references. In this sense, intertextuality, whilst connoting both the
playfulness of generic transformation, and in Jameson’s terms the commodification of

experience, is inadequate as a concept to explain metageneric production.

_Cawelti defines the cultivation of nostalgia in genre in the following way; “traditional

generic features of plot, character, setting and style are deployed to recreate the aura of a

' Frederic Jameson Signatures of the visible, p83.
'3 John Cawelti ‘Chinatown and generic transformation in recent American films’. Also see Cawelti on
generic transformation in his Focus on Bonnie and Clyde.
'8 Ibid, p506, 507 and 509 respectively.
"7 Jameson Signatures of the visible, p84.

50



past time.”''® However, implicit in this suggestion is the recognition that the past is
inflected by both the contemporaneity of style and by other contemporary qualities.
Bonnie and Clyde, for instance, in connection with its opening credit sequence already
mentioned, but also the Mack Sennett style car chases, and the scenes relating to the
“depression context (particularly the hobo camp), evokes nostalgia in terms of genre and
history. The violence of the film, as already discussed, is primarily associated with the
conventions of the gangéter film, whereas these characteristics are combined with
disparate generic elements. However, history is foregrounded, by nostalgia, since the
aesthetic representation of the past is not organised solely in terms of authenticity.'"® The
production of genre, and generic traits, is clearly changeable, given that it is
recontextualised, and the.combination of aesthetic conventions relevant to the period

depicted in the film, but anachronistic in some ways to the context of production.

Cawelti’s notion of demythologisation, also associated with inversion, involves invoking
the characteristics of the traditional genre to show it as inadequate. This might be
achieved by inverting certain values associated with the genre, particularly those
privileged in connection with the protagonists, or likewise inverting the narrative
resolution. Altman’s McCabe and Mrs Miller (1971), with the demythologisation around
Beatty’s protagonist, is a clear example. McCabe, despite the legend that precedes him is
concerned with leaving frontier violence behind him. His dealings with The Company
“contrast with the dynamic and violently forceful hero or anti-hero of the Western.'?® Yet
this inversion of the generic conventions, and norms, is not simply related to the genre by
intertextual relations of contrast, but is also involved in transforming the experience

associated with the genre, or blending the genre with elements of Art cinema.

Finally, Cawelti considers “affirmation of myth for its own sake.” In this case, the

integrity of the genre is maintained, but as in the example of embellishment achieved by

118 Cawelti ‘Chinatown and generic transformation in recent American films’, p506.

"% Gerald Mast - 4 Short History of the Movies 3 Edition (Oxford University Press, Oxford, 1991)
suggests the new American films of the late nineteen sixties and early seventies were concerned with a
different kind of authenticity, ‘to render the experiential texture of a human event’, influenced by the Czech
and French new waves, p421.

120 Ibid. Mast classifies Altman’s film amongst the ‘new, “experiental” western[s]’, which internalise and
senusalize the ‘previously external and active genre’, p421.
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vividness, the generic traits will be intensified to demonstrate their producti(;n. Bonnie
and Clyde, in addition to its nostalgic take on the gangster film and its depression setting,
and attempts at historical authenticity, also includes narrative references to Bonnie and '
Clyde as myth. Hence, the newspaper headlines and cuttings, and the ballad of Bonnie
and Clyde, as well as elements such as the insert interviews and their own photo taking,
demonstrate the signiﬁcancé of the protagonists beyond their own actions, the resonance
of their myth as well as their own complicity in its manufacture. Their poses with
machine guns and cigars are iconic for the gangster figure whilst remaining faithful to
generic conventions of behaviour. Also worth mentioning is the way in which the
interactions between Bonnie and Clyde and victims of the depression are invariably

associated with the dissemination of their myth, but also presented in a lyrical fashion.

Beyond generic referentiality, post-classical Hollywood and the French New Wave are
often associated with the use of allusion. As with generic transformation, allusion alters
the constitution of the film since it refers to the film’s production in the context of film
history. As such, allusion is a special case of aestheticization as exper'ience foregrounded
in terms of film grammar and the accumulated cinematic horizon of expectations, the
available repertoire of styles and images. Again with respect to Bonnie and Clyde, the
frequent allusion to the outdated Mack Sennett style car chase is achieved by the use of
“comic music, prefigured by slapstick sequences, and primarily signified by the use of
antiquated cars viewed in frantic chase in long shot. The recognition of the allusion
corresponds to recognition of the means of scene construction, the use of film grammar in
this case through imitation. Allusion might also carry tonal resonance from the context of
the alluded scene. Other obtrusive constructions are more evident as deviations than as
imitations. Hence, revelatory use of zoom or rack focus in Bonnie and Clyde or The
Graduate doesn’t simply progress the narrative by conveying signiﬁcant information, but
in its marked deviation from Hollywood camerawork also draws attention to this
expressive act. Bordwell borrows the term ‘searching and revealing’ zoom to describe
cameraWork that combines zooms and pans, with ‘still tighter zooms® ‘reserved for

moments of crucial drama’. He suggests this approach to the use of the zoom became ‘a
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significant norm of the 1960s and 1970s.’'?! An instance of revelatory zoom in Bonnie
and Clyde, coming immediately after a zoom out and rack out have shifted focus in the
shot past Bonnie and Clyde to C.W., occurs with a zoom on Clyde’s ‘sleeping’ figure,
revealing his open eye. Likewisé; a disjunction between the soundtrack and image,
whether the sound overlaps of The Graduate, or the contrast between the sound of the
machine gun fire and the image of bélletic slow motion deaths at the end of Bonnie and

Clyde foregrounds the matching of sound and image.

‘Offbeat’ is a means of foregrounding aestheticization as experience that relates
particularly to the diffusion of French New Wave influence both in Hollywood and also
British films in the mid 1960s.'?? Offbeat is primarily characterized by the ‘cool’ or
mannered performances of stars playing quirky characters with unconventional
behaviour. Examples of paradigmatic offbeat characters might include Belmondo’s
Michel in 4 bout de soufflé or Jeanne Moreau in Jules et Jim (1962), whose spontaneous
and reflexive actions are adopted by later characters. For instance 1n British films,
particularly those of Richard Lester (Hard Day’s Night, 1964, The Knack, 1965), but also
others. Bonnie and Clyde, and the performances of Warren Beatty and Faye Dunaway
with their non-realistic representation of the historical figures, maintains this tendency,
particularly in the opening scenes. Beyond highly individuated gestures and facial
expressions, which are spontaneously quirky, overstated and at times reflexive
performances, ‘offbeat’ also features the use of stylistic devices that correspond to this
quality of quirkiness in the characters by breaking the conventions of Hollywood. These
devices might function as objective correlatives for the characters thoughts and feelings,
or might simply parallel the artifice of their performances. Hence, in the initial scene
with Bonnie in Bonnie and Clyde the restless camera corresponding to persistent

reframing, shift of focus and character movement conveys Bonnie’s sense of boredom.

12! Bordwell, History of film style p249. From Bern Ley ‘Zoom lenses’ in Rod Ryan (ed.) American
Cinematographer Manual 7" edition, (ASC Press, Hollywood, 1993), p157.

122 «Offbeat’ is an indigenous term to criticism of 1960’s films, particularly in use by Variety, that seems to
define a grouping of films incorporating various British films, such as those of Richard Lester, as well as
European films by Godard and others. I shall elaborate the use of the term in discussion of recognition of
aestheticization in Bonnie and Clyde. Mast characterizes the new American cinema in relation to ‘the off-
beat antihero protagonist’, Gerald Mast A Short History of the Movies 3™ Edition, p418.
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The consistent use of unconventional devices relates to the quality of playfulness as well

as ‘offbeat’ but with certain distinctions that I shall elaborate below.

Playfulness relates to how variation and changeability are utilised. Playfulness is
constituted by light-heatted breaking of conventions, that is without marked significance
or symbolism. This contrasts with modernist breaks of convention to shock. For instance,
in The Graduate the use of flash inserts of the naked Mrs Robinson is a singular use of
this stylistic device that corresponds to Benjamin’s subj ective experience. This choice of
device, whilst obtrusive, might equally have been substituted by alternative means of
conveying his perspective without altering its communicative function. Likewise, there
are a succession of dissolves used to segue shots of Benjamin interspersed with the
swimming pool within a lengthy montage, and this use of dissolve which does not
conform to the conventional construction of a montage might equally have been replaced
by some other edit type. An example from Bonnie and Clyde is the use of mobile views
from the front and rear of the gang’s car as they attempt to escape the dawn ambush by a
posse. Whilst these are again motivated in relation to subjective views, they are
nonetheless used in a fashion marked beyond this with repetition and variation, mobile
views both ahead and behind as the car drives forwards and backwards. One last example
from Bonnie and Clyde is the use of overlap by a mobile close up shot in telephotb used
to establish the meeting at the ice cream parlour between Malcolm Moss and Sheriff
Hamer. In this instance the frame is filled by out of focus objects in the foreground for
much of the opening tracking shot, and only after more than a minute, and an invisible
edit, do the conspirators appear in long shot. This obscuring of the action and setting,
contravening the norm of establishing shots, serves no specific narrative purpose and
might be understood as fathomless or as having no particular significance, despite the
stylistic device being pronounced. Playful stylistic devices might be motivated in respect
of subjectivity and authorial expression, but in contrast to the norm in art cinema need not
necessarily be so. Eclecticism is constituted in relation to the light-hearted adoption, or
borrowing, of stylistic devices from a variety of cinematic and historical contexts. Again,
the particular choice of adopted style is without marked significance or symbolism, albeit

that it varies from the style in the remainder of the film. Both playfulness and eclecticism
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relate to the light-hearted use of marked stylistic devices, and correspondingly the
collapse of traditional artistic hierarchies and historical aesthetic distinctions. Defunct
styles might be mixed with the contemporary, those associated with a particular genre
recontextualised within any alternative gehre. This use of the distinctive in unusual
juxtaposition is nonetheless motivated primarily by the aesthetic function rather than the

communicative, and more for the purpose of surprise than shock.

Another form of foregrounding aestheticization as experience is the quality of lyricism. I
have already touched upon this in relation to the use of myth as myth in the generic
transformation found in Bonnie and Clyde. As with playfulness, film grammar and
‘offbeat’, this quality is achieved by a combination of devices throughout the film.
Lyricism, as should be evident given the adoption of the term from poetry, relates to the
systematic enhancement or prolonging of the sensuous elements of .the film, to the
detriment of narrative and pace. Again drawing upon my example of the film Bonnie and
Clyde, lyricism can be related to the homecoming picnic scene, and the preceding wheat
field scene, and in a very different way to the slow motion climax. In each instance, the
narrative is retarded by the use of devices associated with lyricism which foreground the
experience. In this film and elsewhere, the quality of lyricism also relates to the episodic
nature of the narrative, and to the prominence of devices such as the dissolve or fade used
in favour of the direct cut or cut to black. Lyricism, as with playfulness, corresponds to
emphasising the aesthetic function beyond the communicative, and as such incorporates
montage sequences and scenes with little dialogue or salient narrative action. In terms of
prolonging the action, or at least some scenes or sequences, instances of lyricism

markedly display the changeable production of the film, with variation of pace.

One particular variant of lyricism worth distinguishing is the use of ludic or oneiric
sequences. These are prolonged subjective sequences that have no narrative or character
consequence, whereas other subjective sequences might retard the narrative but
communicate character states. Dreamlike sequences might also relate to a category of
foregrounding aestheticization by experience through fathomlessness. This might be

deemed to foreground the aesthetic function by occluding the communicative function.
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This is illustrated by the mimed tennis sequence in Blow Up (1966) for instance.-
Likewise, Last Year at Marienbad (1961) emphasises the experience, partially through
the iterability of its similar sequences which are fathomless in respect of their overall
meaning and chronology. Fathomlessness might also be associated with extreme
subjectivity, for instance sequences representing liminal or heightened experiences such
as religious ecstasy, drug trips or hallucinations due to sleep, water or food deprivation,
hypothermia or other physiological states, if these are represented by stylistic devices that

have no rational communicative significance.

Two further examples of types of foregrounding aestheticization as experience might be
considered as directly opposed. ‘Upbeat’ relates to sensuous enjoyment without
consequence, emphasising the sanitised surface aesthetic that features no disturbing or
unattractive elements. Conversely ‘abjection’ inverts this by emphasising a surface
aesthetic that features conventionally debased or ugly elements. Whilst the former might
be associated with certain genres, particularly romantic comedies and musicals, the latter
is aligned with a tendency in contemporary art cinema, predominantly originating from
Eastern Europe and Russia, but also western European art cinema and American
Independent film.'* Certain of the Dogme 95 films have been aligned with abject cinema
by critics, particularly The Idiots and Festen, but they do not entirely conform to this
definition. Rather they combine aspects of the abject, specifically in discomforting or
caustic moments, with the final form of foregrounding aestheticization through

experience.

‘Mistakeism’ is characterized by marked breaks in convention, particularly contravention
of strong conventions that are cemented as norms associated with normal production
values rather than aesthetic choices. Hence, in Dogme films the proscription of mistakes
such as the inclusion of the cameraman in the image is circumscribed by the emphasis
upon spontaneity and freedom from norms advocated by the Dogme manifesto. Similarly,

scenes in Festen are characterized by filming with very low light levels even where this

13 See Tony McKibbin ‘Transcénding the abject’ Vertigo Issue 9, Summer 1999, and Richard Falcon
‘Reality is too shocking’ Sight and Sound vol. 9, Issue 1, January 1999, as well as Kaleem Aftab and Ian
- Stewart ‘Transgressive Cinema’ Contemporary no. 51, 2003,
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literally obscures narrative action. However, ‘mistakeism’, whilst it clearly corresponds
to obtrusive aesthetic choices which foréground the changeable and produced nature of
the film, predates Dogme. Harmony Korine’s Gummo, whilst not being a Dogme film is
prototypical for Dogme in respect of its mistakeist aesthetic. Furthermore, even within
the two Hollywood Renaissance films I have focussed on, The Graduate and Bonnie and
Clyde, there is a mistakeist element, albeit briefly with the overlap edits that show an
action twice. These occur in The Graduate at two points, a succession of match cuts as

- Benjamin turns to face the naked Mrs Robinson, and similarly a match cut on Benjamin’s
reaction to his mother’s suggestion to invite the Robinson family to dinner when
Benjamin plunges into the pool from his lilo. In Bonnie and Clyde an overlap edit

features when Clyde plunges twice into the lake during his struggle with Sheriff Hamer.

These different means of foregrounding aestheticization are not exhaustive, but illustrate
the means of aestheticization as embellishment, animation and experience respectively.
Whilst I have provided examples of each, it is necessary to recall that aestheticization is
-constituted by the systemic and organised foregrounding of the aesfhetic function,
whether in terms of a look, texture or sensibility. Furthermore, as is implicit through
some of my examples, these various means of foregrounding aestheticization, and means
of aestheticization, might be combined in one work. It is their systemic combination that
constitutes aestheticization of the film itself.'** However, this suggests that the aesthetic
of a given work might not be immediately identifiable, and that aestheticization might not
be readify recognizable given its complex nature. The problem of thé recognition of
aestheticization is significant in relation to the defining characteristics of the
aestheticizing function that I previously elaborated. Since the aestheticizing function, like
the aesthetic function, is collectively conétituted, what counts as aestheticization is

determined by some collective recognition. However, as I suggested when I provided this

1% David Bordwell’s notion of ‘intensified continuity’ has some parallels to my conception of
aestheticization. He characterises this as “even ordinary scenes are heightened to compel attention and
sharpen emotional resonance.” Further, his recognition that intensified continuity concentrates on
camerawork and editing, neglecting ensemble staging, parallels some critics’ reservations about the
‘modern’ style of the Hollywood Renaissance. See Ian Cameron, Michael Walker, Robin Wood, V.F.
Perkins and Jim Hillier, “The Return of Movie’, editorial discussion in Movie 20 (1975).
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characteristic recognition must occur on some level but is not necessarily explicitly

articulated as aestheticization.

In terms of critical reception there are several factors that might impede the potential
recognition of aestheticization. Hence, the aspects of example films that I have associated
with various types of foregrounding aestheticization might be deemed distinctive, but the
critic might lack suitable vocabulary to explicate or eyaluate them. Thus, in the case of
Bonnie and Clyde for instance, critics might refer to these distinctive elements by méans
of metaphor and analogy with other arts, as lyrical, painterly, or the like, or in terms of
their enhanced affective quality. Additionally, certain ongoing critical tendencies are
incompatible with the recognition of aestheticization. Hence, the tendency to focus upon
the non-aesthetic elements of a film, particularly the narrative and communicative
function, and mimetic 'correspondence, its realist qualities, de-emphasises the aesthetic
function and disregards the maximal focus upon the aesthetic function associated with
aestheticization. More significantly the critical heuristic of identifying ‘salient’ aspects of
the work is liable to omit the systemic organisation of aestheticization, except where this
fits a preconceived system such as associated with an aufeur. This will mean, for
instance, that variation or changeability are perceived as inconsistency, and blending as
incongruity, as in the reception of Bonnie and Clyde. Finally, in addition, the
conservative tendency in criticism aligned with the preservation of aesthetic values and
aesthetic norms, and particularly the canon, is perhaps potentially incompatible with
playfulness and eclecticism in which traditional artistic hierarchies and distinctions are

overcome.
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Conclusions: Recognizing Aesthetic Innovation

Within the section in this chapter on innovation I emphasised the necessary condition of
recognition of innovation. I suggested that recognition of innovation might be articulated,
in particular by critical and trade discourses. In addition, I noted that textual evidence of
adoption of the innovation, of imitation of the innovative element or quality, would be
sufficient to demonstrate that practitioners had recognized the innovation. I also qualified
the extent of recognition, conceding that recognition could be limited to the particular
sector of the film industry that went on to adopt the novel aspect. Furthermore, I
suggested that imitation of the innovation might be accompanied by other features shared
with the innovative film, such as creative personnel or elements of the marketing
campaign, and this would assist identification of instances of imitation.

In the following chapters I will focus on analysing those discursive acts that evidence
recognition of innovation in Bonnie and Clyde, and in chapter five consider critical
discourses that suggest imitation of Bonnie and Clyde by later films. Motivated by a
historical reception study approach, I will focus on the way(s) in which the film has been
characterised across time. I will also consider how shifts in the characterisation of the
film relate to shifts in its critical status. In particular I will emphasise discursive frames
that position Bonnie and Clyde as aesthetically innovative, and maintain this primary
focus on discourses around innovation. By favouring close attention to these discourses,
and how the film was characterised at the time, the case study will investigate how
innovation came to be recognized, rather than simply imposing an interpretive frame to
explain both the element of innovation and its recognition.

I will address textual evidence of imitation of Bonnie and Clyde by other films, within
chapter five, focussing on Hollywood genre films that feature specific instances of
aestheticization. However, there are clearly methodological issues in identifying adoption
of an innovation, and its influence, without considering a much wider survey of films. I
stress that adoption of an innovation is not dependent upon a relationship of direct
influence. Hence I will consider additional evidence that supports the suggestion that
specific films have been influenced by Bonnie and Clyde. In the section of this chapter on
innovation I have addressed the issue of identifying the innovation, whether as a new
product, production process or management approach. A conception of innovation that
assumes that the aspect of innovation is clear, and that influence can be simply read from
an analysis of later films, is certainly problematic. Bearing this in mind, I will relate the
specific aesthetic characteristics of various later films to those analysed in respect of
Bonnie and Clyde. Aesthetic innovation in Bonnie and Clyde, and its subsequent
influence on later films will be considered in terms of the aesthetic characteristics shared
between Bonnie and Clyde and each film, and how these relate to the aesthetic norms and
. conventions of the time.

I have also suggested the possible need for a parallel innovation of critical vocabulary in
order to recognize innovation, and to articulate this recognition. Whilst I will address the
possibility of a rupture in critical practice in relation to the reception of Bonnie and
Clyde, it is clearly necessary to consider the spectrum of critical practices and
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vocabularies applied to the film. Where critics foreground particular qualities or aspects
of the film, and these are evaluated as distinct or valuable, I will consider how the
characterization of these qualities or aspects change in retrospect. In analysing the
aesthetic characteristics of Bonnie and Clyde 1 will also address those aspects that are

" unmentioned by the critics. This opening chapter has explored the notions of innovation
in cinema and cinematic aesthetics. I shall now concentrate on the case study of Bonnie
and Clyde, and consideration of the discourses around innovation.
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Chapter 2: Analysing reviews of Bonnie and Clyde

Introduction to case study on Bonnie and Clyde

Whilst chapter one provided a theorisation of the two concepts of innovation and cinema
aesthetics, this chapter begins the case study on Bonnie and Clyde, focussing attention
upon the critical reception of the film at the time of its theatrical release. I will consider
the extent to which Bonnie and Clyde was considered as innovative, but will analyse
reviews more comprehensively to isolate critical tendencies in the synchronic reception
in order subsequently to suggest shifts in criticism in the diachronic reception of the film.
As previously noted, the thesis focusses primarily on discursive acts that recognize
innovation in Bonnie and Clyde, but in order to fully analyse these I will consider all the

-analysed discourses used to characterise the film, particularly those aspects or qualities of
Bonnie and Clyde that critics privilege in their discourses. '

Chapter two will apply two methods of textual analysis to contemporary reviews. The
first approach, content analysis, will be used to consider the content of the reviews, what
critics discuss about the film and what tropes feature in their characterisation of Bonnie
and Clyde. This will enable me to isolate tendencies amongst the reviews, grouping
reviews according to shared emphases. The second approach, discourse analysis, will be
used to consider in more detail how individual critics discuss the film, the organisation of
their criticism, the underlying criteria and classificatory schemata they apply in their

- characterization of the film, and particularly how they characterize the aesthetics of
Bonnie and Clyde. However, although ultimately I will be concerned with the
characterization of the aesthetics of the film, and particularly recognition of aesthetic
innovation, I will initially consider the critical characterization of the film more
generally. This will be useful in accounting for the way in which critics de-emphasise the
aesthetics of the film, whether generally or specifically for Bonnie and Clyde, for
Hollywood films, or for films of particular genres.

The emphasis upon discourses around aesthetic innovation is informed by the
conceptualisation of recognition of innovation and cinema aesthetics in chapter one. I
have stressed the discursive articulation of recognition of innovation, and, following
Mukarovsky, emphasised how cinema aesthetics and aestheticization are collectively
constituted by critical and trade discourses, as well as industry practices. This chapter, as
well as much of chapters three and five, will develop a discourse analytic approach to
consider the historical critical reception of Bonnie and Clyde.
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Content Analysis of synchronic reviews of Bonnie and Clyde

It is my intention to provide a content analysis of the available contemporary anglophone
film criticism of Bonnie and Clyde, in order to begin to describe the historical reception of
the film, specifically in respect of print media reviews. Content analysis has been
succinctly defined as "The objective, systematic and qualitative description of the manifest
content of communication".'?> Content analysis classifies, or categorises, the elements of a
text. A specific variation of content analysis is theme analysis, which "does not rely on the
use of specific words as basic content elements, but relies upon the coder to recognize
certain themes or ideas in the text, and then to allocate these to predetermined

categories”.'?

Here these given categories are conceptual, and text units or blocks have been allocated to
particular categories in the process of analysing (or coding) each unit of analysis (each
comple’ie review or fragment). Three modes of content analysis will be deployed,
distinguished in terms of how they count text blocks in respect of the categorisation.
Occurrence analysis simply notes that a category is instanced within a review. Frequency
analysis counts the number of occurrences within a review, although this presumes that
text blocks or units shall be divisible, either by logical bracketing of text units, words or
clauses, or by considering shifts of thematic focus within the text, in order to distinguish
each occurrence, and attribute it to one category only. Proportion ahalysis considers the
number of words to be allocated to each category within the text, and hence the proportion

of the review devoted to the category (given here as a fraction or percentage).

These conceptual categories have been determined on the basis of a preliminary analysis of
the review material, in order to allow comparisons to be made between the individual
reviews for this film. A discourse analysis of individual reviews follows, which enhances
the content analysis, providing some justification for the choice of categories in relation to

their actualisation and function, within individual reviews. The categories have been

125 Bernard Berelson ‘Content Analysis in Communication Research’ (1999) reprinted in Paul Marris and Sue
Thorndean (eds.) Media Studies: A Reader (New York University Press, New York, 2000) pp200-209,
s?eciﬁcally p204.

1% David Deacon, Michael Pickering and Peter Golding - Researching Communications: A Practical Guide
to Methods in media and cultural analysis (Amold, London, 1999), p118.

62



selected in order to meet criteria of simplicity, and ordering, as well as encompassing
exhaustivity and exclusivity, and such that some categories will be considered as
subcategories of yet others (where instances of these categories logically comprise a subset
of instances of the initial category). Simplicity is privileged since conteht analysis is a
literal mode of analysis. Categories have been designed to be exhaustive and exclusive in
order to avoid ambiguity in the coding process. However, further analysis of the reviews
will problematize this criterion on the basis that it presumes a bipolar logical relation

" between concepts that is not consistent with pragmatic logico-semantic text relations.
Oppositional categories are used within individual reviews to describe distinct elements of
the film. Hence, whilst one concept might be associated with one element of the film, its
antonym might be associated with other elements. Furthermore, antonymic couplets might

be used dialectically, qualifying or deconstructing one term in relation to its other.

Content analysis describes the 'what' of the content of discourse, whereas discourse
analysis describes the 'how'; that is to say, how concepts are articulated.and organised
within an individual text. However, in both types of analysis it is important to be wary of
essentializing through generalisation. The simple, ordered categories used in content
analysis risk reducing the variety of articulations to be found across reviews. In eésence,
the ordering of categories in the design of the content analysis might determine the
identification of similarity or repetition where this homogeneity does not provide an
adequate description of the relations of individual review texts. Taking the example of the
category ‘realism’, this might be evidenced in reviews in a variety of ways, in terms of
credibility, authenticity, verisimilitude or anti-realist devices. All these instances make use
of synonyms for realism, and draw upon the semantic field of ‘realism’, but they might be
more usefully distinguished in the analysis. However, categorisation functions as a means
for grouping the review texts, in terms of those which collocate particular categories, and
this grouping should inform the later discourse analysis in attempting to characterize the
way an individual text, or group of texts, organises (categorically) associated concepts.
Content analysis is taxonomic, though imaginary; that is to say, classifying according to
the analyst’s categories rather than categories explicitly defined by the reviews. It enables
cbmparison of multiple texts by means of providing a model of each of these texts that can
in turn be compared. This model is a substitute for the more complex originating texts, but
at least in respect of the categories of the content analysis, and any inherent deficiencies in

these, it adequately stands in for the unit of analysis. This latter point indicates the
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importance placed on the choice or definition of the categories of the content analysis,
since content analysis only allows approximate comparison of the units of analysis in
respect of the categories. The content analysis cannot say/show or be interpreted as saying

anything else about the reviews.

My aim in providing a content analysis of reviews of Bonnie and Clyde is to begin to
describe the historical reception of the film, specifically in respect of print media reviews. [
shall return to the concept of reception elsewhere in this thesis, particularly in chapter
three. However, at this point I might simply equate the reception with the totality of
responses of viewers of the film at specific junctures in history. Primacy will be given to
the response at the time of theatrical release. Reception studies consider the extent to

~ which these responses are describable, or else that the 'trace’ of these many events can be
considered in combination, constituting a singular, imaginary, reception 'event'. I am
already qualifying my content analysis of these print reviews as having greater bearing on
their own delimited field, recorded/print/mediated critical receptions of the film. However,
I am also<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>