Laura Mulvey / @RT geid

@ Laura Mulvey's seminal essay
"Visual Pleasure and Narrative
Cinema," published in 1975,
‘Ifs ; F‘fr"iflm';e oF @ Mulvey argues that cinema is phallocentric,
eminist tilm theory. meaning it centers on male perspectives and

® experiences. Women, in this system, are
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parts to be scrutinized and adored.
This fragmentation diminishes

the woman's humanity, reducing
her to a mere collection of
desirable parts.

@ In this work, Mulvey uses psychoanalysis
to explore how mainstream Hollywood
cinema reflects and perpetuates
patriarchal structures, particularly
through its portrayal of women.

@

@ The male gaze creates a power imbalance.

: @ 3w AfREAN Bl ] P AT @ WHA &, It supports a patriarchal status quo,

o Wmﬁrwm{’ﬁmﬁm'ﬁ L ol & Rfer Rt A aieaw S iR perpetuating women's real-life sexual
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Fetishism and Voyeurism
— OfefereH ﬁ?alqﬁ—q .

Mulvey identifies two ways Voyeu rism
the male gaze works:

HAe1d A U39 gfe & B A

b a’l e 941U &:
e : Alfred Hitchcock’s Vertigo, Rear Window, and
o Fetishistic: Turning Marnie also contain examples of fetishistic
women into fetish scopophilia, Mulvey states that in these works,
“the look is central to the plot, oscillating
between voyeurism and fetishistic fascination” |

Fetishistic scopophilia

hfcforfaes Fhpuiffaar

objects, focusing on
their body parts and
reducing them to
objects of beauty.

bieffes: afgensi ot B

3Tche fggdies &) afdm, ax fas), 3w Al A off

a3 991, ITd R & 91N BiclIfs FpIalfthiciar & ITeR UI* ﬁaﬁ g, This involves gaining pleasure from secretly
TR &4 PHfad ST AR 37 Held &1 BeT ¢ o 39 Hfaal 4, observing women, often in a way that suggests
‘\5,3'\'?11 T:ﬁ aq L ?ﬂfﬂ?{ BT “gfR (Jb) Ber & Hg ¥ 2t &, St argfen ik power and control over them. In cinema, this is

| BfforE® smHdor % A Sadt wh é-'n manifested through narrative structures that

Voyeurlsm Galnlng position women as subjects of investigation,

often in roles that highlight their vulnerability.
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pleasure from watching
women in a way that
suggests power and
control over them.
digfsa: Afgansi & WA @
A 3 o=, foa afds 3k
fad=ror &1 Hba fArerar €1




“\ MALE GAZE / 959 gf®

She argues that Hollywood films are made to please a male viewer,
placing women as objects of visual pleasure. This gaze happens in three ways:
dg d gl g fh gicligs ey qow afe & g1 & & forg 9918 Sl &,

3R "fgensit @ g2 Y@ & axg & $9 F uqa fear sirar &1 g8 g &= adiel & gidt 8:

The Camera's Gaze: How it views and frames women,
often highlighting their physical appearance. l-l‘
F HY gfe: gg Afgenai & FA I@ar 3R B9 Far g,

RN IS ARG Y Bl @ gl gl

The Audience's Gaze: How male viewers are encouraged ¢ 6
bt f . j
to see women on screen as objects of desire.

gefes bl gfe: gwy gefel @l Hicaifed fearsrar g fs a %ﬁ]ﬁ
Afget13il &I BhIF G 38T &l 9] & $9 H |

The Characters' Gaze: How male characters within the
story look at female characters, reinforcing their role

“Woman as Image,
Man as Bearer
of the Look”

“Til U Bfd & FU H,
&Y gfe &l 4RE”
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| Mulvey argues that in Hollywood films, &
| women are mainly shown for their
i "to-be-looked-at-ness." They are
| there to provide visual pleasure
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rather than contribute to the story.
Men are the active ones who drive
the plot and control the narrative
and the audience's gaze.
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Fetishistic scopophilia

thicfertes wpIaifeferar

This involves transforming women into fetishized objects,
breaking them down into individual body parts to be
scrutinized and adored. This fragmentation diminishes
the woman's humanity, reducing her to a mere collection

of desirable parts.

g Afgel13l &Y Bicgss a3l A daeid, I Helil-
3T QRIR & fawdl A diga 3R 39h! ST B a1
3! goTt A & 53T 81 I8 fords Afgen &
AT bl BH Bdl &, 3 bdd sy )
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Scopophilia
ThIaifeferar

While discussing about Male Gaze,
Mulvey utilizes the notion of scopophilia.
This concept, initially introduced by
Sigmund Freud in "Three Essays on
the Theory of Sexuality” (1905),
pertains to the enjoyment derived from
observing and being observed.

g3y gfR ur =i &vd U, Hord Whaifteferar
hY TR BT YAV B! &1 TG AR,
forat uw A RIpTs wias A "Aag3iferdl &
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NARCISSISTIC__DENTIFICATION
- qrfdfdes 3meesfefhdoE

® Jacques Lacan’s concept of the mirror stage, o Sid i &1 AR ¥ &1 fAgia, it qaman g fe
which describes how infants recognize their fore] 31mEA # 319+t yfdfde ugemd & 3R 39 3
reflection in a mirror and identify with this image T |Yof, 317eef 9 & 9 § WBR B &

as a whole, idealized version of themselves. -
This moment is crucial for the development of g &IVT IEBN & faepre & fe7y weeaqo ghar g1

the ego. . .
I , o WANT: Yo Aot & Rgia &1 IuahT a8 T9eA &
L ::Zﬂ::it;:nf.ilﬂ lﬂ;;ielh:‘:: ::E:yn:ii:ij’g:ale forg et € f fohewt gefes whia W fe@mg g gey

o & R TgaE o &1 R %6 U qtor Bt aee

characters on screen, particularly men. The

cinema screen acts like a mirror, offering ®MH Bl &, 9 gefdl Bl 30 U 3gef F9 3 \_IF:}

viewers an idealized version of themselves to 3R T MTHI&T BIA BT TER <t 2l
identify with and aspire to.

& “the bearer of meaning and not the maker of meaning.”

“312f b} a1EPH, 9 fob 312 Bt fAHtan”

e Women'’s characters often do not take significant o g3 & UrH TR QA Hgcayul B 81 dcl il Bdell

actions that move the plot forward. Instead, they &Y 37 TS0 | TS F911Y, I8 HaHl H gy aET &1 9T &3
are placed in the story to support the male a1 3= AR T T fore & sran 81

characters or to inspire or motivate them. ‘
e Women often symbolize various concepts, o Afgeq srqwr fafi= sraeRonadl, S afasar ar geih,
&1 Ul ardt g

such as purity or temptation.

® Their presence in the film reinforces these ideas o fi5ew A 37h Iufterfa 5= ﬁﬂm &I ASIgd Bl 8, Tl 5HD
rather than expressing their perspectives or stories. fos 39 cfesmior ar sa1fAal &) e B
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Is a pleasure to look at
another person as an erotic object.
1. Ego libido 3. Scopophilic instinct Q
‘ »
2. Vertigo 4. Vicissitude / \"

AN\

@ Who is the author of the book P |

‘Visual Pleasure and Narrative Cinema’ 1975?

w‘\ 1. Paul Gilory 3. Neil Postman

A 2 John Berger 4. Laura Mulvey Q



Key Terminologies

&Y AeqIdell

Linear and Non-Linear Editing

ohifeRR 3R A-faR efefén

e Linear editing was the

] Film Editing
fieew efsfea

e Film editing is the

e Cuts, splices, (re)arranges

art and craft of
cutting and
assembling
finished film.

o e ufzféar i

3R 3 afT & FHel g,
ﬁmﬁqasﬁawﬁmaﬂ?ﬁél

e It is done during
post-production.

method originally used
with analogue video tapes.

dAfraw ufzfdr ag fafy oft
Sil §eT ¥9 | ATt difan
oUY & 1Y IUAPT B ATt 2|

Non-linear video editing

is achieved by loading the
video material into a
computer from analogue
or digital tape.

Ar-ciifaar difear ofafér ag
ufsbar g forad varen ar fEfoes
oW § difsat arnht & deger |

raw footage to create
shots, scenes, and more.

®ed, Tarsd, (§)s s Bew
&I AgiEed BHYb 2Med, i
3R 3 9914 21

Makes choices that affect
the film’s pace, atmosphere,
narrative, music, etc.

o9 fAofa &ar & st fsew &t oif4,
ATATaRYT, e, Oifia 3nfe

aﬁmnﬁaawﬁﬁl

Works with the dlrector
and producers to make
a final cut.

o fAder 3k FPmfarst & a1y fea=

3ifas Fe AIR Har &




1. Adobe Premiere Pro
2. Final Cut Pro

3. DaVinci Resolve

4. iMovie

9. Sony Vegas Pro

6. Filmora

7. KineMaster

8. Blender

Cuts, splices, (re)arranges raw
footage to create shots, scenes, and more.

Pl el Bl dredl, sisdl, (i J) |
HAafRAd a1 ¢ difep 2Aed, T 3R =T a4 |

Makes choices that affect the film’s
pace, atmosphere, narrative, music, etc.

QY ATd Heal g ol fobewt i 7fd,

qTeTaRYl, aﬁFﬂ mﬂam&aﬁuﬂﬁaaﬂﬁ%l

Works Wlth the director and
producers to make a final cut.

ST 3R Uiggay & 91 et
WIg9d e ddR HIdl g |
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Cut Continuity Editing

It is a fundamental ed"ti“g technique used to « Continuity editing is an editing system used to
seamlessly connect different scenes, shots, maintain consistency of both time and space in

or sequences in a film or video. the film.
a U e wfsfen qaian & foraat sua Pife-get ufsfén vas ufefén yumeht @ et suam ‘.
fpew o <iifsan # fafsr= g, rigw an e & s 3R T QT i friaean aTe v@m & forg fisan st 2 1§

Hierdd &I Agordr A e & ferg fopar simar 21

e It helps ground audiences in the reality of the film

1. Hard Cut 2Te Pe while establishing a clear and structured narrative.
: | gg gofdl B fhew &Y arafasdar A §917 3@ | Heg Hdl &
- Jump cut o3-Se a1 € U Tee 3R Trfera e wenfud sedn g1

. L-Cut RET=rs Major Techniques WqE db-ld

. J-Cut SA-@e 1. Eye line 3’rg &I feom
B e > I‘i‘jil’"j 2. Eye trace 3irEl &t 7fd BT rgERoT
. Cutawa He3d —— \
: ¢ e )| 3.180-degree rule 180-f&+ht fAam
. Cross-Cutting/ | shIg-&HfeT / — -
Parellel Cutting |  erer HFET { & - 4 | 4. Matching action | T I e
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TYPES OF EDITING CUTS / tfsfén &e & woR

Match Cut
A $e

Cutaway
$He3rd

?‘

-

Cross-Cutting/
Parallel Cutting
HIY-Bie /
R Ebﬁ'lT

A straightforward and abrupt transition between two shots, creating a clear,

immediate switch in content.

gl oifew & ot Wen 3R sram=e aRady, o arh # T,
dohlel 9Golid glaT & |

A jarring cut within a scene, often omitting portions of continuous action,
causing a noticeable jump in time/space.

va g2a & Hfiar fean e dfem arar we, o e e & e o oma &,

o W9/ & WS B &1 JgHd gl g |

An audio editing technique where audio from the preceding scene extends
into the following scene, enhancing continuity.

U Jifsar ufsfén ao-ies Srad faeem gz &1 3iifsat 3pTa g2

# S vgar g, o fAavar s+t 3t 21

Audio from the next scene begins before the visual cut, smoothing the
transition between scenes.

3FTA A &1 A=Al g2 uRad= & ugat & g oiraT 8, Trud gt &
e &1 aftad= g« 3R g 8 Srar 2|

A transition where elements in the outgoing shot are visually or conceptually
matched with elements in the incoming shot.

Ush ¢T uRade fSrad S aret 2ife & dadl &l A a1 2ffe & ddl 4
gHTeHS T dues w®u A A« far srar g1

A brief interruption of the main action to show a related detail or secondary
scene, providing additional context.

q& foban & ues dféra cgaum, fadt ddfta faavor ar vgras gea &) fam
& ferg, sit srfafles deof we= &=ar 21

Simultaneously interweaving multiple storylines or actions in different
locations, creating tension or thematic connections.

U 1Y AePT-3AePT M W3S deifaal a1 foearsi @ smaw =11 fai,
fora® a=re a1 fawaeTa deer a4 €
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E_yeline matching
3T cre— aAfem

Ensures continuity by following characters' eyelines.
Eyeline match allows the audience to believe
that they’re looking at something through
the eyes of the character
Eyeline match is a film editing technique to indicate
to the audience what a character is seeing

qrAl 6t TR @M &1 UTeA- Heh fAavar gAfeaa &an gl
3Tscrs A9 <2fnl &l g fagma feemar g i 2@ ag 9=
ura Y TEl @ 2@ @ 21 g fhew dure dao-is &
St g2fepl &t IaTdt & fF U &= 2| @1 B

| 180° Rule
180° fAaH

Maintains consistent screen direction for continuity | ETCIT Zas

The 180-degree rule states that two characters
(or more) in a scene should always have the
same left/right relationship with each other.

fARawar & fog whla e o) R wE@arg

180-f3t e wgar g fF uar gea A gt an

3tferes arat & o= gRAT S19/EId e 9EE
HEI IRy

-

Teid / WRONG

Edltlng Technlques

Jump Cut

Sudden video
transition by
cutting a
shot short.

AC i BICT HITHT

=S difEat gifsiem.

Keying

Separating a part

of an image
using colour and
brightness.

Layering

Stacking various
media in video
editing.

7 3R I9 &1 I difsar gfefén 4

F ofY & e &)
3T <h3AT.

fafa= #ifzar =t
Uh 9Ty b el

L-Cut

Audio from the
previous scene
overlaps into
the next.

o gea =1 siifzal
3T g9 H 3ifavety
T 2l

Lip Sync
Matching lip
movements to
pre-recorded
speech or song.
ggdt | Repid &t
aTa a1 1fia & IgER

EI31 chl 8¥ehd AT,

B2 JRF Media Academy by ronit
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Lower Third

Text graphic overlay

in the lower
part of a video.

difzal & Raa fa d
SoRe UTfhas 3MaTe |




Glossary of Editing

U R IRIEARG ]

A-Roll: Main footage focusing on the
central plot or person.

A-IeT: & Bl Sl §& BUTAS

a1 uTA 9 FHfed gar 81

Animation: Creating the illusion of
movement using illustration or CGl.

vfareFE: R ar CGl &1 39T HIh
Ifer BT UH IT~ HBIAT

Aperture: Lens opening controlling light

passing through.
AT=R: AG BT GATd AT HHTLm
& 7oA & e wwar gl

Aspect Ratio: Width of a video
relative to its height.

THOae Y2a: El’fl?.tl’riﬁa“’lmézm
IFHT HATs &b AFATd H AT

B-Roll: Secondary or

supporting footage.

B-e1: WET® AT Qb Grool |

Colour Correction: Adjusting tone
and colouring for a natural look.

Editing Key Concepts

e Masking: Editing a specific selected

section of video.

#fehm: difear & gafaq fafre fa & durféa s

Pacing: Speed of rhythm in
video footage.

ofF: difga) gest A7 7fq sk 7@ 6t 71fa

Pixel Aspect Ratio: Height and width
of an individual pixel.

Post-production: Activities after
completing filming, including editing.
qre-uiEae: feriea qRT H & arg &
nfafafeat, foed gfefér enfie 21

POV (Point of View): Shot representing

the perspective of a character.

Rendering: Process of composing all
medla t:::- create a final video file.
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e Split Screen: Fitting more
than one piece of footage
into the same frame.

o e Gh: TG A AT A
S1GT Pl bl fihe BT

e Storyboard: Graphic script
planning scenes before
filming.

o TRIES: 2Ife q ugal |
! UTfthch TATHT

e Resolution: Number of
pixels in each video frame

o ISNRILM: & difsal A
A U bl I

e Stitching: Combining many
videos, often used for a
seamless 360-degree view.

o fRfdm: &3 difsais & s,
AR 360-fS7it =g & ferg|

e Timelapse: Video editing
technique making time appear
to move faster.

o TISHAOIWY: difza) ufsfém fFis
Sl A bl At | T g3 fE@mdt g1

e Sync: Aligning video and
audio elements in a clip

o fOap: fawa & difsal sik
il Ufericy ol e &R

e Transition: Connecting shots,
clips, or scenes with an effect.

o TifSTerA: 2ifeH, fareTed ar i &l

e Video Editing Software: Programs
used to adjust and finalize video
projects, e.g., Final Cut Pro,
Adobe Premiere Pro.

o difzat ofEfEn aiveaar: U =i

a; HI ’ I 4 Final Cut Pro, Adobe Premiere Prol E
e Voiceover: Separate audio track "
layered onto video footage. JRF Media Academy
o dIZH3INGY: dIfSAl ST U e by Rohit
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